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ABSTRACT

In the relativoly short perlod (1952-1978) of its life so
far, tha ligerian novel has displayed a remarkable growth in which
various fornms and tochniquas have bean exploited, 7The rost signi-
ficant stirulus for this rapid growth had been the novaelints'! intere
oot in tha portrayal of tha roalities of contomporary MHigerian |
world and experiences, and by the faithful reopresontation of thase
agpacts, to correoct tha prajudices which genorations of Luropoans
have creoated about tha black man, and his culture. In doing this
oot of the novalists have ironically drawn upon tho pro-astablished
waptarn ficticnal foras and the Lnglish languago., In their uso of
thasa forms, howevor, the ligarian novelists havo not been moroly
initative. Rather, starting with thao example of tho wostern forms,
thoy hava gone to "till new grounds™ by utilising thomos of
specifically African oxpaeriencos and cultura, and by cxploiting now
narrative and linguistic modos basod upon African oral literary forma
of axprassion, Indeed, in their use of tho wastorn fictional nodas,
the novolists have been particularly conscicus of tha need to
Africanisa the fornms and styles which they have inhorited., In this
rappact, pany of the novelists have not only cxperimentad with, but
have roalised cuccassfully, the litorary ieplications which the
background of African culture and socio=historical exparienco can
have for the structure of the novel and the sasthatics of character

presentation, plot dovelopment, and languaga usa,.

Tha variety of forms thus achicved and tho stylistic tochniques
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utilized have not only given a genuine African flavour and tone

to the forms they have inherited from the colonial literature.
These strategies are also indicative of the "reallism™ and maturity
which they have attained.

The basis of "realisa" presented in the novels is not a static
element, ;ut one that shows a continuous development in form and
point of view as the novelists relate to changes in the economic,
soclial and moral 1ife of the nation. In the initial stages of the
growth of the Nigeriean novel, "realism™ was achleved largely
in ternms of an insistent svocation of the cultural forms of the
African world. But following new and unexpacted experiences in
the political life of the nation, there has been a significant
shift away from the earlier focus upon social and cultural
realities towards a more objective representation and critique of
the modern socliety and its values.

In its vision, style, and fictional experiences embodied, the
Nigerlan novel is clearly establishing for itself a distinctive fornm
characterized not only by the novelists' interest in the imaginative
_representation of the social and cultural realities of contempo=
rary Nigerian life, but alsc by the intense humanism which they
bring into their narrative art,

By vigorously exploiting specifically African experiences,
narrative modes and linguistic habitz, in a manner relevant te tha
moral developmant of their world, the novellists have been able to

lay the foundations for a truly Nigerian national literature.
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INTRODUCTION

Thia thesis i3 & atudy of the structural aorganisation and
stylistic techniques of a repressntative nuaber of Higerian
novelse Tha primary aim of thia is to present a visw about tha
energing fornmal pattarn and distinctive stylistic features of the
Rigerien novel as so far developed. As a number of sensitive
critics have besn quick to point out, tha modern African writer®s
interest in the use of the vestexn novel fora includes also, an
interest in the imnginative search for an suthentic African novel
fora and atyle.

The readers® awareness of the achlaveasent of the African
writer in the adaptation of the western novel form to the rwpro=
sontation of African experiences and world view has led to the
use of the concept of “the African novel®., In using this term, the
ajm of both critic and writer han not been merely to suggest the
novels’ geographical context. It is also to draw attention to a
range of presuppositions relatad firstly to the nature of ths
experiances delineated in the novels, and, sscondly to the formal
structure and techniquas which are thought to be the results of
a peculiarly African azsthetic sensibility.

Mr useful thig critical concept aay bes, ths assumptions
undaerlying its use raise a number of meta~litarary issues, Central
to these {gsues, is the probdlem of the naturs of the achlevsd formal
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features and technigques of the novels. How far can we
meaningfully talk about the "African novel™ as a literary
category? Out of the variety of methods and themes being
developed, has there crystalized a specific style, structural
format, or point of view that can therefore be meaningfully
designated as African sui-generis. Further, not only does the
view invite a critical analysis of the formal identity of the
novels, but it also poses the problem of the actual basis of the
uniquely African character of such forms of narrative presentation.
In response to these kinds of critical issues, this thesis tries
to analyse and evaluate, 1n'detail, a number of selected and
representative novela. In this way the thesis hopes to provide
answers to such questions as {a) the extent to which there is a
common underlying form or varieties of forms implicit in the
various Nigerian novels. (b} the characteristic structural pattern
of this common form, and (c) the extent to which this common form
can be meaningfully described as distinctively African, having

its pecullar rhetoric and structural innovations.

The attempt to provide answers to these questions involves
two methodological problems. Filrst, there is the danger of
offering a purely personal interpretation of the form and style

of the novels rather than what the novelists actually achieved.
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It 15 on account of this types of subjective and rather

arbitrary approsch that as we point sut later {ps 50},

Charles Larson's discussion of the achisvement of the African
novelists in his The FPmergencs of African Fictien is in many
respocts unsatisfactory, In arder to arrive at a such sore
objective interpretution of the form and style of tha novels,

our analysis is gulded by one major consideration, namely, our
intersst in only those themes and narrative tsthniques which

the novelists pecsistently utilise in the orgenisstion of thair
novalse It is in this regard to vhat the novelists try to achleve

that their atylistic performance in the novals will constitute

our primary source of Anformation, uhare possible, and relevant,
fnformation drawn £rom sich eources as the Litecary essays of
the suthors, and the interviews held with them will be used to
illuminate our diacussion,

Sacond to the issue of the sctual narrative format of the
novels is the problem which arises in the attsmpt to evaluats how
far the African novel is indebted to the background of African
orsl litsrary methods on the one hand and on the othar, to the
asssthetic forms of western literary models. %This problem arises
from the fact that since a vide range of harrative techniques are

part of the univarsal rapsrtoire of narrative art which axe common
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to all societieg and from which writers do naturally draw,
irregpective of their cultural background, the representation
of thése narrative modes as being characteristically African,
European, or other, hecomes rather problematic, This becomes
more so as there is little or no litérarily sgtisfactory basis
for the ascription of such general narrative strategles to one
specific culture rather than to another. In the light of this
consideration, our examination of the Africanness of the modern
African novels will not be so much concerned with the identification
of the utilized techniques in terms of their uniquely African
cultural origins. Rather, the approach we have adopted throughout
the thesis is to elucidate the extent to which, in the case of each
novelist, the African aesthetic experience and world view hagd
conditioned the organisational modes and style of his art. This
we do by analysing the specific ways in which the novelist has
modulated the structure and language of the western novel in order
t9 accommodate his peculiar artistic sensibility and personal
experience of the realities of the contemporary African world.

To do justice to the examination of the Nigerian novel form
implies analysing all the written novels to date, if our conclusion
is not to rest upon induction. However, since this approach is

neither practically feasible within the scope of this work, nor
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even desirable as a method, we have chosen to deal with only

a limited number of significant novellsts. In doing this we
have left out a number of historically important novelists ilke
Cyprian Ekwensil, Onuera Nzekwu and T, M. Aluko. It is not that
these novelists have not contributed significantly to the
development of the Nigerian fictional tradition. Our exclusions
results from the fact that the thesis 1s concerned with the use
of techniques in terms of the "indegenisation" of the lnherited
English novel form, rather than with the historical development
of the genre in Nigeria. Hence the authors we have chosen are
those whose works show a significant creative response to the
structure of the western novel form and the English language in
ways that are of speclia)l importance to the evolution of a Nigerian

tradition of fictione.

The thesis is divided into three sections: Section IX
(Chapters 1 = II) is a theoretical discussion of the problem
which the thesis sets out to investigate. Section II (Chapters
III ~ VIII) presents the analysis of the selected novels from the
point of view of the aim of the thesis. Section III (Chapters
IX = XI) offers our conclusion about the major elements of form
and style which are gignificantly characteristic of the Nigerian
novel.

Chapter I discusses, generally, the notion of *‘form' in



the novels 7This 1z exsmined especially from tha point of
view of the relationship betwsen the achiaved ncvel form and
style, and the socioecultural cealities in which the novelist
writas., Chapter II reviews the contemporary criticiss of
African literature which relate aspacifically to the izsue of
what the Afgican novelist has done creatively to tho Yestarn

novel formes Chapter 111 prasents how in My 1ife jn the Bush of

Ghosts and The Palmwiine Drinkard, Amos Tutuolas exploits the
tochniques of oral narration and traditional African mythical

begliefs to create a fictional form and experience that is
suthentically African. Chapter IV analysss Acrow of God, and
shows that f:him:a Achebe, by using contemporary African soclo~
hbistorical experience, and the role of traditional religion in the
organisation of mcio-poutb.::;l 1ife, has given a fresh and
distinctively African quality to the conventiona)l novel of sociale
realisas  In Chapter V, we describe how tlechi Amadi &n Tha
Concubine achieves the sane affects through a more esphatic
represantation of two similar themes: the traditicnal African
belief in supscnatural forcas and the pattern of 1ife in a typical
African rural comnunity not yet exposed to the valuas and
stresses which raesult from colonlal experience.

By contrast chapter VI analysea Gabriel Okara's essantially
postic approach to narration. It demonstrates that in The Yoics,



Gabriel Okara through the use of ths ‘aynecdochic' method
couplied with hia highly deviant use of the English language,
hes creatad an “allegorical®” novel that is vividly expresaive
of the contemporary African soral and political dilemmas,
Chapter VII is a critical examination of John Munonye's novel
A Dsncer of Portuns, By focussing upon John Nuronye's satiricw
comic viewspoint and narrative simplicity, the chaptar sseks to
1llusirats two distinctive sspacts of tha developmsent of the
Nigerian novel:= the gradual shifting of the novelists® main
focus from the initial emphasis on cultural realities towards a
nore satizic treataent of Nigerian society and individual hahaviour,
and the adaptation of both language and narcative forn to creote
a *popular’ asdium of social communication,

Chapter VIII analyses two major nevw novelu: Mole
Soyinka's Season of Anemy, ond Istdore Okpewho's Lhe Last Dutys
Thase two novels are discusssd to show how through their use of
the Nigerian civil war of July 1988 to January 1370, thay
have besn abdle to add & sigaificantly new axperience to the growth
of the Nigerien novel, B8y svaluating the structuiral formats of
the novels, thelr peculiaritiee of style end moral polnt of view,
the chaptex aleo esek to dasonstrate the naturs of the
originality of the novelists, and the extent to which they are



indebted to the Stream of Consciousness novel form with which
they have some affinities,

Chapter IX describes the selected novelists® literary use of
the received English language. In doing this, the chapter brings
out how far each of the novelists is aware of the need to
naturalize the English language, and evaluate the significance
of their stylistic contribution towards the establishment of a
national literary language. Chapter X on the other hand, examines
the overall achieverment of the novelists at the level of narrative
form, themes, and characterisation. 1In particular, it prcasents
three dominant features which define the form and orientation of
the Nigerian novel. These are:= the insistent uce of what we
describe as a cultural image as a basis of narrative action, the
presentation of characters whose consciousness are dominated by
social rather than purely pcrsonal problems, and lanstly, the

intense concern with gocial values,

With reference‘to these distinctive formal and stylistic
features of the novels, chapter XI concludes that on the vhole,
the Nigerian novelists have not been mercly imitative in their
deployment of the alien novel form; they have demonstrated their
originality in terms of the same methods which novelists from
other countries have utilized to give a cultural idcntity and

soclal relevance to their national literatures.
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PART X

CHAPTER 1

IHE CONCEPT OF FORM IN THE THEORY AND CRITICISM
OF THE NOVEL AS A GENRE

A history of the process through which tﬁe novael has cone
into being is, in a sense, a history ef the continuous discovery
of new narrative forms and techniques, evolvad for the imaginative
representation of man's changing vision of reality, his under-

- standing of himself, and hils relatjionship to soclety. The
artists' interest in the moulding of words into artistically
significant forms and the critica' views about the aesthetic
relation betiween form, experience and meaning suggest a sense

of the literary importance of the formai mode of being of the
literary artgfact. In particular, it not only provides for the
given work a basis of its identity and uniqueness but also, it
can be an expression of the aesthetic and socio~cultural assumpe
tions of the community within which the creative object exists,
The form of the given work then becomes a mode, an index reflect-
ing the artist's sensibility, his creative aspirations, as well

as the systam of social values within which he operates.



While in the plastic arts, say, sculpture and architece
ture, the sense of the achieved form tends to be feadily
perceptible ag a result of the vivid Co=presence of determinate
and senguously given qualities, the 1dea of “Form" in a purely
verbal medium such as the novel raises a range of problems,
These problems can be classified into two categories: (a) those
which are bound up with the meaning of the concept of fform?
in the novel generally, and (b) those which are bound up with
the general validi{ty and adequacy of our criticai assumptions
about the mode of being of the novel form as a genre, The

problems of type (a) can be elicited in the following set of
ﬁuestions -

{a) How far can we Justifiably talk about *form’
in the context of the novel?

(b) In talking about “the novel form™, what are we
specifically referring to?

{(c) How far are there transcendent and universally
valid narrative techniques and structural
principles which define the ldentity of the
genre, and hence constitute the set of criteria
for distinguishing between the novel, and the
non-novel, and betwaen the "good" and the "bad®
novel?

The second set of issues are more or less semiclogical in
character, and concern the complex relationship between social

values and our developed sense of what good novels are. These



may be outlined roughly as followss
{1) How valid &s it for us to view tha form and quality
af a given novel in terms of narrative principles and
expectations that are outside ita own literary objecw
tives and the acsathatic norms of its socloscultural

contaxt? In othar words, how far are ocur criteria
of the appropriate novel form universalisablaz

In order to provide m.mmn to thase issuss; we shall
survey some of the existing theories about the formal ldantity
of the noval. The alm of this is to asaess the extent to which
such assumptions about tha novel genre are valid and usaeful,
particularly for tha assthetic evaluation of new novel-typas such

as we have enarging from Africa todaye
ix

With the emergence of tha various narrative forms in the
coursae of tha navel's developacnt since the 18th century to the
presant, the procasa of svaluating naw works and tha attampt
o evolve the right bases for the criticisa of the novol bhave
cesulted in a wide range of theories and attitudes about the
structure and function of the nmrgl as a genre, Theso interprow
tations vary from the most basic and pragmatic ldeas which
underlies the genaral reading public's attitude about the forma
to tha rathar fustian concaptions of,.;h_lai_w_a;-: Robbe«Grillat which
emphasise ths process of narration as .m and in Ltself, lere



however, we shall be concerned with the critical review of

4.

only some of the main approaches selected on the basis of
their influence in the shaping of ocur assumptions about the
structure, form, and function of the novel.

a. The Novel as a Narrative form, The first and post
pepular representation of the nature of the form, is that in
which the novel is seen as a framework for fictional narrative.
In this sense, it is maintained that what typifles the novel,
1ts raison d'astre, as a literary type is that it is a fictional
narrative in prose of suhstantial 1enqth.1 Central to this
conception is a tacit view which meintains that whatever other
values the novel may aspire to, the necessary and sufficient task
1t must perform is story telling.

Concurrent with this formulation, there has also developed
a kind of ‘tale' oriented critical standard which the good novel
ought to seek to fulfill. These include such items as {a) the
writer's narrative sbility and verwve, (b) the quality of suspense
generated, (c) the general assthetic effects of the tale and
sometimes (d) the moral interest of the story. In terms of this

perspective, the role of the novelist, is fundamentally, not an

1'Haur1ceﬁ§é§ﬁé;;1}, "The Novel 28 a Genre" in
The Movel: Modern Essays in Criticism, Ed. Furray Daviu
(Frentice Hall Inc., Englewood Cliffs. 1969) p. 43.
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issue of style in the sense of the imaginative organisation
of verbal structures and subtlety in the creation of characters,
or the achieved architectonic quality of the tale. Moras
pragmatically, it is a matter of his ability to invent moving
and dramatic situations and experieaces.

-One of the aajor exponénts of this view of the novel is
Ee M. Forster. 1In his Aspect of the nove1,1 E« M. Forster sees

the essence of the novel to consist in its tale content

‘¥he novel tells a story. That is the fundamental
aspect, without which it could not exist. That is the
highest factor common to all novels and I wish that it
was not 80, that it could be something different.- -2

This sense of the primacy of the tale~content has been emphasized
in the criticism and theories of many practitioners of the novel
form, includin93 Anthony Trollope, Arnold Bennet, Ford Madox Ford,
Thomas Hardy and Charles Dickens.

Significantly, it is to be observed that although a sizeable

number of major theoreticians of the form as well as the reading

1'5. M. Porster, Aspects of the Novel. {(Edward Arnold, London,
1927)., Reference to Penguin books edn. London, 1961, Chapter 5.

3. :
See M.Allott;, Novelists on the Novel. (Routledge and Kegan

Paul, London 1965), pp. 24iff.



public are generally unified in the emphasis upon the tale
content, the individual viewpoints tend to differ in a mmber
of respects: First, thers 1z a lack of agresment in the respect
of what other items ~ what idess and what types of experiences
could be brought within the narrative structurs as necessary
additional aspects of the form, What sort of story should the
novel be telling, and in what sense is this different, if at all,
from the historical story, the folktals, the biography, travalogue,
and the autobiography?

Secondly, there is also a striking divergency in the leval
of tachnical expertise, and the degres of formal complexity
which the given narrative must attain before such a story can be
meaningfully regarded as "a novel,” E, H, ror-t-ri
and the Russian formalist critic Tomashevakyhave made a
distinction betwesen the atory simpliciter, and the novelistic
story. £Establishing the distinction betwsen "plot" and "story".
EeMs Forster suggests that in the novel proper, the sequence of
evants entails necessarily, the notion of plotted action, that is, the
arcanganent of events in such a way that elicits the question of “why®
things happened. This implies in effeact that in the novel the narrative

exphasis is upon the principle of causality. In contrast, in the

1'5.!. Porster, Aspects of tha Novel. locs cit.
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non~navelistic story, events merely follow one another "as in
dinner coming after breakfast, and Tuesday after Monday.1 In

a more or less similar distinction between ¥sjugzet™ and "fabula”
in "Thenatics", Boris Tomashavshyz has emphasized the element

of causal temporality which determines the structure of narrative
events in the novel, and the sheer chronological sequence which
characterize other nonenovelistic forms, such as the chronicle

or hictory. As he affirms:

‘A'he weaker the causal cconnaction, the stronger is
the purely chronologlcal connections As the story-
line becones wegker, we move from the novel to the
chronicle, tc a simple atatement of the sequence of
events,™
Although the tale content is essential to Henry James! view, his
conception of the novel places less enphagis upon narrativity

than it does on such fornalist—aesthetic'aspects as the organic

unity and architectonic sense of its storys

Generally, in spite of differencaes in tha critics'’ view

about the type of story which the "novel® talls, the notion that

lespid,

2‘Bo::is Tomashevsky, "Thermaticsg®, translated by Lee T. Lemmon

and Marion J. Reis in Russian Formalist Criticiam: Four Essays,

{Lincoln, 1965) pp. 66 — 67,



the novel is fundamentally ™a narrative in proze of some
substential length® constitutes the basic view which has
determined the general public's intultive understanding of the

requirenents of the form.

b, HRealism and the Novel &as a denres Our second critical
view of the novel form is that in which "realisn" is seen as its
generic approach to the representation of experieﬁha. Within
this critical conception. the distinctivae function of the novel
genre, is not merely the presentation of human experience through
the tale. In effect, the form of the tale told in the novel, must
have some referential gquality to the condition of man in socliety,
by simulating within the story's narrative movement ag "image” of
the 1ivin§ procasses of lifa as we know ite The ideal form of the
novel, becomgs in the words of Auerbachi the "completely un~
schematized fixation of social milieu.," For nany reallst novelists,
this process of "fixation" 13 concelved in terms of the Aristotelian
concept of Ninmasls (mimcsis praxéos), that is the imitatlve

presentation of the actualities of 1ife through fictive action.

1'5. Auerback, Mimesis: The Representation of Reality in_Western
Litereture, Trans Willard Trask. {Princeton University Press,
rrincaton, 1974 edn.), p. 20.



In the 19th century, and in particular, in the works of
Balzac, George £liot, Charles Dickens, lienry James, and the
Gontsourt brothers, in which fictional resalism reached its apex
of development, realism (social and or psychological) was
conceived as the paradigmatic mode which individuates the noveli
from all other genres. In this respect, reslism also, constitoe
tad the principal tasting ground of the novellists narrative
coupetenca, '

In har criticism, Georgs Lliot, like Jane Austan, developed
a mataphoric distinction between the® *pictorial” mode which is
of the essence of the novel, and thes “dlagrasatic™ which is not
of the novel propers As she contends in her essay, "The Natural
History of Gersan Life® what we owe to the novelist, and his
justification as an artist, is "tha just representsticn of life
in all its details,” for, "art is the nearest thing to life".
In The Art of the novel, Hanry James develops to its logical
extrene this realist criterion by maintaining that “the air of
reality "t.ne-' solidity of specification® is the suprems virtue
of the novel, the merit on which its other virtues depends®

1"5“ ¥e J, Harway, The Art of George Eliots (Chatto ana
Windus, London, 196%), p. 30, '

2'600!.‘9& £liot, "Ths Natural History of Garman Life” rpte in
Essays % George EH%E" ed. George Pinney (Routledge and Kegan Paul
London, s PDe 270m2T1e
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But "the air of roality” which the novelist has to reualise
is not a picture of tho surface of things, but tha "intonaity
of the illusion that ganuina life is boing p:onented-"1
In Studies in European reallion, Lukaco while explicitly accapts
ing social realism as the basis of the novel, dovolops this
beyond tho mare fixation of social milieu or tho nore doscription
of "blological processes.” ilsalism ~ust lead us boyond pure asatho-
ticse As the works of the great realists like Balzac and Tolstoy
de-onstrate, true realiom, he contends, must transcend the achievo-
nont of nore typicality to the level of praxis -~ to the concern with
action and the further developmont of nan and socletye.

vhile most of the roalist novelists ain at the achievenont
of tho mimotic ideal, the stylisgtic modos doveloped for thip over
the novel's historical development vary from perioed to pariod.
From a survey of theso, certain features and modes poroist, as
the definitive narrative approachaes of the realist novel form.
Hore wo note the following five modes: namaly, the insistont
interest in human psychology, the exphasis upon the typical and
or probable action and motives, the concern with tho description
of soclial back;round, the use of causal-chronological structure
as a basis of ordering action, and finally, tho imaginative

prasontation of iasues of significant human intorost.

1'Weyno C. Booth, Tha Rhetoric of Flction. (University of
Chicago Press, Chicago 1961), pe 44

2'Goorge Lukacs, Jtuiies in <uropean Healisng (Grosaaet and
Dunlap, New York 1964), ppe 7, 9.
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These organisational features will alse b2 usod as the
definitive techniques of what we shall ba referring to as the
razliat novel form, throughout the course of this worke. In
relation to these posited criteria of the novel form, many
critics? criteria for narrative competence are correspondingly
cast in such terns as.the achleved reallisws, human interest,
and probability of the plotes and ootives delineated in a given

novel.

Ce Formalism and tha novel. Another influential formmlation

of the identity of the novel emergas out of the formalist®s
approach to literacy criticlisz as devcloped independently by the
‘Hew criticfism' in America, and in the Russian formalist novement
of Shklevsky, Tomashevsky and Homan Jakobson, Central to thia
asproach is the separation of the idea of the "form' £from the
content, and the marked excessive emphasis on the privacy of the
form over the subject matter., For tha formalist critic, *form'
implies the internsl morphology or atyle of the novel, that is
the controlled interconnection of the elemsnts of syntax, linear
structure, characters, pattern of metaphors and symbols fashioned
and unified towards the actualisation of an aesthetlc-organic

form.

This carefully orchestrated form, in its coherence, loglical
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beauty, and aesthetic ebjectivity bacomes the prime justification
of the work as an art. Through this it "discovers" its meaning
and achieves a significance. As Hark Schorer observed in his
influential elslyi "fechnique as Discovery". "To speak of content
18 not to speak of the art et all, but to speak of axperience.™
On the basis of this poetics he contends:

Technique alone objectifies the materials

of art: hence technique alone evaluates these

naterials...And as the finsl lesson of the

modern novelist thet tachnique is not the

secondary thing... some external nachination,

a mechanical affairi but a desp and primary

oparation...Not only that technique contains

intellectual and moral implications, but that

it discovers them.~

Similarly, in his essay “"Art as technique” Victor Shklovsky
stresses the technical and aesthetic aspect of the work of art
by daveloping an affective thecry of the literary sctivity and
spplying this to the discussion of the function of literery
artefacts, including the novels. For him, as for his fellow
formalist critics, the value and function of the novel lie in its

affective quality,

1.
Mark Schorer, "Technique as Discovery” in the Hudson Review

4, (1948) rpt. The Theory of the Novals ed. F. Stavick.
{The Free Press, London, 1967«) ppe 71 = 720
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ospoclally, in the reader’s aesthetic exparience of tha
"artfulneos® of the form. OGeneralizing his viewpoint he
sayst
:qih
“The purpose of art is to impart the nensation of
things as they are perceived, and not as they are known,
Tho tachnique of aft in to make objocts "unfaniliar® to
meko formp difficult, to incraaso the difficulty end
longth of perception, because tho process of percaption

iz an aesthatic end Ain itsolf, and must bo prolonged,
Art is 8 way of oxperiencing the artfulness of an object,
1

tha object is not important-i

Yhat does emerge from the formalist critic's interprotation
of the idontity of a literary artofact such as the nove) is a
atate of affairs in which the novel has bacone eszenticlly, a
matter of narrative technique, and our sense of what it is hap
also come to be 1dunt1£1¢d‘with the conmplexity end "literarinass™
of the process of its narration., Purther thia exphasioc upoa the
"artfulnoss™ of the creative procoss is scen as the
Justification of the work rather than its philonophical, coral,

or social content and function,

In addition to e-c,other critoria
have baon posited. Thaose views, though of leas

1evictor Shklovaky, "Art as Technique®. trans. and ode by Loa

Ts lotmmon and Marion J, itels in Runnian Formalist Ceiticiem. ops cit,

Pe 12,
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general currency than sone of the foregoing, havo nonatheoloss

baon of some significance in the criticisn of the noval.

T

Inportant in this group are the views of P. R, Leaviq?ﬂﬁ&g_ -

Robho-Grillotz and the Structuralists critica.a

d. The novel and human values., 1In Tha Great Traditien,
Leavis describen the novel form in terms of its concern for hunan
valuos and culture. For him, the critical criteria for the novol,
is what he doscribes as the "sarioucness of the work," its
concerns with the possibilities of life and the troatment of
this concern as a creative issue., In this rospect those who could
ba regarded as major or significant novolists, are those vwho

exhibit this creative interocst. As he sayss

sssthe major novelists who count in tho samn way as tho
najor poets, in the sensa that they do not only change
the possibilities of the art for practitionars and
readers, but that they are significant in torns of

that human awareness they promote; an awarcness of

the possibilitias of life.” 4

1’?. Re Leavis, The Great Tradition, (Chatto and Windus, 1948),
reissued Pensuln Books, London, 1967), pe 10.

2ep Robbe-Grillet, For amews Noveli Lamays on Fiction. Trans.
by Richard Howard (Grove Press Inc. Mew York, 1965).

3'uotab1yx- Roland Barthes, 5/2, (Seuil, Paris,)(b) T, Todorov, and
Philippe Sollers in Preface to Drame({Seull, Paris 1965, For a detail
discussion of these 1deas of novel form, gea S, Hoathe Tho liouveau

Roman: A Study in the practice of writing,(London Elek, Jeo

4‘?- Rs Leavis, op. cite, pe 10,
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In adducing this quality of consern, Leavis doos not gpeak as
Lf his criterion i3 rcally what may be used for the discussion
of the kinds of claszics which he had chosen, but seems to make

this the essence of the "literary™ novel,

3z

If these various viewpoints have been concurﬁed vith the
analysis and description of the structurs of the navel, they are
alsc normativa theories of the form, prescribing what the good
novel ought to be doing. Each of the theorists hardly speaks as
if the good novel can be achieved in terms of other equally valid
nodea. On the contrary, the formulation of these ideas often go
with the quiet dogmatism that their stipulated stylistic forms
are the cbjactive and generally applicable "generative rules”

of a fixed form, called "the novel®,

In his activity of critical evaluation, the western critic
has often approached works in tezas of either cne or a conbination
of these criteria, seeing them more or less as paradigmatic modes
that provide him with the objective basis for the critical

assessnant of any form of the novel, irrespective of its peculiar

aesthatic basia, and soclal-tultural context. In this indiascrimi-
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nate panner, the early wastern literory critic, interested in
African literature, and, indeed, those not intereated, have

tended to use, much to the dismay and chagrin of the African
critic, the background of mental attitudes shaped by thase cone
cepts in tha evaluation of the emergent African forms. In this
way, he expresses his judgements in terns of the ways in which the
new literature has failed to actualize significantly theae
theorists® "blua printa® of the forn.

Fron the limited point of view of our interest in tha
concapt of ‘novel=fornmt', thase interprotations can be examined
critically in terms of two criteria, viz (a) how accurately
aach is an effective and satisfactory derscription of our intuitive
sonse of what novels are: and (b) the general applicability of
these fornulations to new instances of the novel, doveloped out
of different scclio-cultural contexts., In other wordn, how raoslly
useful and relevant are these kinds of criteria to the critical
discussion of novels coming cut of an entirely different

cultural milieu guch as the contemporary African world?

Concerning (a), that is, the intrinsic validity of ocach of
these representations, the following observations may ba made,
First, that even within the context of the wostern literary milieu

out of which thase ideas have been formulated, noither of tho
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achools of thought represent either a theorestically

satisfactory account of what things we regard ordinacily as

novels, nor an aiequate basis for the critical evalustion of

all possible instances of the novel form. For each of the

adduced defining features, counter examples can be found at the
level of individual texty as well as of whole novel types which
dovelop satisfactorily fronm entirely.diffe:ent stylistic premises.
Por instance, on the model of amimetic representations as espoused by
the “realist" thecrista,such popularqup-ggnr%?»as the thriller,
science fiction and detective stories become either nonenovels or
bad or mediocre novels. In terms of this critical perspective, such
basic African fictive forms as Tuntuola®s Raim ¥ine Deinkard, Hy
Jife in the Bush of Ghosts and some of the Onitsha market - o
fiction have been regarded as non=-novels or merely puerile
juvenelia of no serious artistic significance and relevance.
Interestingly, from the perspective of an Allaine Grillet type of
gornalisu, Tutuola®s work passes easily as highly lmaginative

novel forms in which there is a significent exploration of the
possibilities inpliﬁit in the genre. Stated in other teras, the
mimetic model demanding the concentrated slice of life is not only
one of many narrative possibilities, but the use of it as a
paradignatic model constitﬁtes a limitation of the creative
inventivenass that is so germane to the process of good story

telling, whether oral or writtem. As a reading of the sclentific



realism of the Goncourt brothars doas show, the detelled

presentation of the actualities of life does not nocessarily
nake for a novel, or a good novel. On the contrary, it may
rasult only in a historical document, or a reslistic text that
is tedious to read. In restrictively adducing the ideal of
"pictorial® representetion, the realist view of the novel does
exclude other possibilities in which insight and new experiencos
can be rovealed ﬁhrough the use of such alternative acdas as

the mythical, the synbollc and the allegorical.

The objections which we obsorve in reapect of the roalist
school of thought also hold, mutatis putandis, for the formalist
ané such other critical schooln as the Leavisite, and the
new formalism of the pouveau ronman,

This is because of the fact that the kinds of limits
which each sets for the novel in the respect of ita structure,
function and style are much too narrow and rigid to cover the
various possibllities latent in the genre. Conaidored as
critical models, what each of these theories anounts to is merely
an dpriori formulation which often liesocutside the parspective of
both the goneral reader and the novelist hinself, Thus, frequently,
the novelist finds to hic disnay, his work being uced as a field
for the exploration of ideas which have little or no direct

relevance to the crecated interest of the glven work. Thus, by
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being insansitive to the author's creative intenticns and
positive achievements, critics have condezxned Ckara's art
in XIhe Voice for not being realistic in its characterisation

ond narcative form,

Siailarly, Amos Tutucla's novels have been criticised for
not being directly invoived with contemporary socio=political
reality as well as for allegedly being deficient in organic
unity. Ayo Bangbosn'ai critical obsarvations on D. O« Fagunwa's
plots and narrative structures indicate not only the inappro-
priaten=sa of using preconcelved western aesthetic concepts as
a basis for the critical analysii of ewery narrative fora, but
also, how irrelovant such a framework can boe in the discussion
of some writers® works. Por the general reader, the critics
prescribed norms often fail to correapond to his sense of the
source of assthetic pleasure and relevance of the glven work.
The implication of consldaraticons suchk as these ie that in his
puraly acadenic intereati)to formulate his thooryv the critic

often reveals ironically, a lack of a realistic grasp of the

dynanics of the noval forme

1'Ayo-aangboae, Tha Novels of D. O, Faqunwa, (Ethiopc Press,
Benin City, 1973), pp. 46 = 47,
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Thus with rsapect to (b), attention has to be drawn to one
major factor, namely, the phencmancn of "cultural determinisa,”
This brings into focus the elemant of creative intsraction betwaan
the conventionz of the form, the realities of its soclal context,
and the ways in which our intuitive sense of the approprilate
novel form are modulated by the sociowcultural ailisu of which
the artist and we as readers are participants.

The realities of this closs alliance betwesn literary form -
and its socisl context have been systsmatically analysed and
enphasized in Marxist literary theory and criticisa in which the
1ink betwesan art and social experiencss is gensrally used as a
basis for the assathetic evaluation of u.;.u:uy workss
Interestingly, the possibilities latent in the allliance between
literary form and cultucsl enviromment in the context of African
literature has been tha subject of & numbsr of studies, notably,
by Leopold Sedar Senghors® Jaheins Jahn, Ee Ne Oblechina® and
Oladele Toiwo.? Wnataver limitations a sociological or Marxist
approach to litarary criticism may have, thay do illustrate
il.n‘ principle, the these of the wariation of literary style and
forn as the novel finds itself in a new soclomcultural context
with different experiences, life-style, and eplstamological
outlooks

lsgee chapter IT of thiam study.

2e;,1, oblachina, Culture, Tradition and soclety in the st
African Novels (Canbridge, Univorsity Press, Cashridge 1975,

3"% Taiwo, Culture and the jigerian Movael, {(Macmillen,

London, 1976).
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Infeed, as it has been cbserved sariier, the growth end
continuous sooisl relevance of the novel are the resuld of the
devslopment of new forms from older models through the creative
reaponse to nev politiosl, eultural end ccencaio realities of tha
cultural continuem within vhich the wﬂé cro writtens This may
be seen generally in the grafual evolution of the genve, from its
eriging in the 10th century to the modern, ond more specifically li'n
the sharp stylistic contrasts bstvesn tho Viotoxian (19540 = 1500)
senos of the novel form end that of the podornne

In The Rise of the Novel .1 Im Yatt heos breught out in prineciple,
ths vays in vhioch ®resliss®, as the forunl cods of ihe Fnglish novel
vas inspired snd fostered by the t8th century social ium. as
defined and cn:ﬁ by an smaigen of the rovwth of empiriciesm, the
growth of econtwic 11:41?1&1\.11-‘ and the influonee of thw simple and
diroct styls of sxpression ss reccmendced By the Noyal Geientific
Society. “1thouzh some of Isn Vatt's ssourptians ere oontestible,
his argusents revesl a more then contigent link between these
background ideas, the eocial experience of itho time and the

-

g i

I Watt, The Rise of the Novel, (Chatts end Vintus, Londen, 1957).
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devalopment of litarary naturalism. For Defos, for inatance,
the background of 17th century scientific realism gave force,
interest, and valus to the use of the c¢oncrets and the quantie
fiable circumstancial detsil as techniqus for effecting the
L1llusion of ﬁruth. Por Richardson of Pamela, Lt had sncouraged a
higher level of psychologism, the analysis of natural feslings,
in a degrea hitherto unprecsdented in fiction.

The structuring modes developed by Richardson, Pielding and
Stexne in the esarly 18th century persisted in essentislly the
sana form through Jane Austin to Gsorge Ellot, Dickens, and
Thatkeray and the Victorians genarally. In the hands of tha
Victorian novelists; however, this traditional resalistic structure
was pushed towards a point in which it took on new bearings,
becoming the essence and justification of the novel. Thw physical
sisa and intarnal structural organimation took on naw formal
dinensions in the sise and multiplicity of characters, not only
because of the desands of tha serisl mode of publiastion and the
nesds of the reading sudiencs; hut becauss of the new soclal
vision « the Victorian conception of sociaty and of the placs of
the individual within 1t, Central to this social vision was the
intanse sense of social deterainism, and the conzaption of soclety
as an organic unit. As Usorgs lavines rightly pointed out, for
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George Eliot, soclety and the universe at large ist

A marvelously complex wiitt in which all parts
are intricately related tc each other, wheres
nothing is really isolatable and where past and
future are both implicit in the present .... FYor
her, every man's life is at the centre of & complex
web of... Caunes, a good many of which exert
pressure upon him from the outside and come into
direct conflict with his own desires and thotlves,

Such a vision of nature was considered a major discovery which
the thinkers and novelista ~ Dickens, Thomas CariY!s:, Trollope,
and ‘Phackeray shared,

This social vision of the age affected in a profound way,
the structural corganisation of the novels of the peried. In
the hands of the major novelists who were in touch with the
ideas of the age, the concept of plotting was significantly
refined and extended beyond the achlevement of crdinary ,
suspense to a more complex and reallstic level at which it
was more or less identiflied with the natural movement of life,
in its rhythm of everyday occurrences, and in its changing
moments of deep passions and ﬁexssitqdes‘ ~For George Eliot

especially; "plotting" the novel was no

1’George Levine, "Determinism and Responsibility in the
works of George Eliot™ PMLA 77, 1972, p. 270,
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nere contrivance but the nimstic presentation of what she
describes as the "sver~snliarging perspectives' of life"..1

This for her and her contemporaries entailed a spagiflc node

of structuring the novel, especlally, in the form of the
interwaaving of the lives ¢f the characters, resulting in an
intsercalation of the main, parallel and sub=plots, The+use of
these prevalent ldeas and tachniques of the period, resulted in
the novel of "social realism,™ a period form, characterised by
the comprehensive description of the varied details of people,
places, hunan motives and the subtls gradations of emotions. 7The
linear develcopnent of the nacrative action also entailed the sense
of the moral and psycholegical growth of the charasters, But
wheress these novels often achieved an intense illusion of real
1ife, they tended at least from the modern stand-point, to be

painfully disproporticnate and labyrinthine,

With the gradual transition from the Victorian world view
to the modern over the pericd 1900-1930,2 tha Victorian novel in

its solid integrotive form of intenso social roalisn was renderad

lew, J. Harvey. The Art of George Eliot. Reference to third
inmprossion, 1969, p.4d1s (Chatto ani Vindus, London, 1961).
2'5&& Walter Allen, Tradition and Dream: The Enalish and

Anacricen novel from the twentias to cur time. {Fhoonix house, London,

1964 Ednel, pps 1ffe
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increasingly obsolete and unrealistic. Indeed, thes novel,
following & period of increased experimentation with new formal .
approaches experienced a turping-point. In particular, it

saw & radical redefinition of iis agsthetic form and assumptions
as used by George Eliot and her contemporaries by having its
creative emphasis placed upon new themes and techniques. This
“"shaking® up of the traditional novel structure was a response

to major change in the epistemological outlook and social falth

of the poriods This new #ffecting forment and sensibility had

its basis in a complex network of ldeas and saclo-economic
conditions. The mor# important of these factors wers Sigmund
Freud's discovery of the unconscious level of being, the txaumgticf
experiences of the first worid wari, and the popularisation of
existentialist philosophy and its highly pessimistic view of nan's
ontological loneliness. These background "raalities” coupled with
the socio-economic uncertasinties of the period produced a ganeration
of new writers with a new soclial vision, - another view of reality
In which the social and religious ideas which had given the
Victorian novel its basls of formal'Png?enfej,were £irst brought
into question, and gradually subordinated to more pessimistic and

nonwtheistical view of man and of his place in the universe.

lecee Walter Allen, Tradition and Dream: The Engdish and American

Novel from the Twenties to our tima. (Phoenix House, London, 1964),
Pe 3. Also David Dalches, The Novel and the Modern world. (University

of Chicago press, 1960), pp. 3ff.



In deana this naw ocutlook created a way towarda a new
theatrical form, the Theatrs of the "Abgurde®® Por the novely
the new outlook led towards the developmsnt of naw narrative
techniques .1.:1 tha atteapt to represent sore adequately, the
new realities beneath the surface of everyday life, Of tha
varietien of nawly fashioned styles and forms, thw stream of
conscicusnenss novely and lts etylistin structuring features
as developed by Janas Joyce,; Virginia woolf, and Marcel Proust
represants the most sutstanding achliovemant that revealed the
entirely nev and untapped possibilities in the rapressntation
of the human saotions and the workings of the mind at ite
pralogical phamse, After the modern stream of consclousness
spproach of Marcel Proust end James Joycs in which the novel
assmed alrendy pushed to its limits, it was falt by a nusber of
critics that the novel was in & crisis; or desd, This was Decause
it was felt that the novel was not capadle of further development.
Yat in the last two decades important and highly drastic
axperinentations in style and form have basn introducad that show
a significant movessnt away from Joycs and Proust into nawes
beaarings, Proainent in this new "Modermnmisx™ are the approaches
of RobbaeOrillet, Raymond usnsau and Phillipe Soliers, In

_ il - i - o - - e i

Yoges ¥, raslin, The Inestrs of the Abeurs f{Anchor books,
Doubleday, MBow York, 1961), pa 5.



rasponss to the fora and mood of these novels the tarm
“nouvaau roman” (new novel) has besn coinsd to designats the
ssnse of departure from all ocher models and past approaches,
Formulating his own novelistic practice in his for a New Nav.;.‘
Robbe=Grillet exprasses a morw or less naw formsliat vhﬁ of the
nature of thes novel. Criticieing all other critaris of the novel
form, espacially the rsalist's, as nonsaodern, uncealistic, and
irrelevant to contemporary expsrlience, he Ilm the naovel from
an svolutionary parspsctive, Tha noval's criterion of identity,
its Jjustification as a nurrotive form is nelither anything in the
world, ror snything within the novel. The novel nelther represents
nor exprueses, nor 1o At imitative of natures "It siaply La%s
offering itself as a medium for the exploration of the narrative
posaibilities it ia potentielly capablas ot,?
Against this background of “narrative rsdicalisa,* Grillet
has svolved a marrative style in which nature is viewesd none
anthropomorphically and, in whieh things, actfonas, and situstions,
are enptied of all fringes of cultural realism, especially, traces
of psychwlogical reallsm, mstaphysics, morality, and commitmant to

"a, Rubhnuﬁrlllet.

2% p. RobbesOrillet, op. cits pps 134 « 138,
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a humanistic perspactives. Thessa, he conaiders, are human

additions, whoso removal gives to things, thelr pure essence.

In torms ¢f this approach to narrative, he has trisd to damonse
trate the naivats of the realist's norms of narrative "probebility,”
wgypleaiity™ and realisa, as criteria of judging contemporary
literatura. Thus,what must hold the attention of the modern
novelist is not gh?ériéimilitgdéﬁ..-.“tho little detoil that rings
true, but the little detail that rings false.™ Representing the

role of the novel in the godern world, he wrltes:

The novel ia not & tool at alle It is not concelved
with a view fo & task defined in advanco. It doos not
sarve to set forth, to translate things existing before
it, or outside it, It does not exprass, It exploroes,
and what it explores is itnelfe- 1

Although Orillets ideas do‘achaﬁ}thc fornalists aesthatics
of the novel, his actual creative achisvement eapeclally in
Jealousy, and Tha Voyeur reprosent major departures from the
heritage of Jamag Joyce and Marcel Proust.

¥hat appears evident from the historical development of the
novel is the way in which both fora and style are not atatic
modes but the result of responsas to noew exporiences and backjround

of sociow=cultural realities. In this way, the nodes of one perlod

lerpid,



or place often raender irrelevant thelr counterparts in other
periods. This element of the creative interaction between form,
social background and history has been well articulated by

Lukacs whan he ohservests

“Hew styles and new ways of representing reality
though always linked to old ways and forms never

arise out of any immanent dialectic within the form.

Every new style is soclaslly determined, and historically

conditioned, and is a product of social developmentl 1

But while the influence of the social and aociological

background upon the form and content af the novel is thus of a
prefoundly insistent nature, this does not imply that the
schieved works of any perlod are necessarily of one voice or
styllistic forme A society at a particular phase of development
is neither entirely homogenous in its cutlook and aspirations,
nor can the pressures it exercises totAIIYeacapsnlat€ 3Fhe
indlvidual creative instincts, personal tastes and 1d§;syncracies.
Thus, whereas, certain creative individuals in tune with the
new realiticslhave striven towards the attainment of new forms
in terms of the new experiences, others through consarvatism
or response to audience interest, or even personal interests
channel their energies towards thanﬂQﬁa established modes sguch

AT
ki

1*Gacrge Lukacs, Writer and Critic and other Easays. Ed. and
translated by Arthur Kahn (Universal Library Press, Grosset and Dunlap,

New York, 1971), pe. 119.
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oo ths "Thrillecr” the “Populcz” or tho "ovent gerdo", bringing
into co=crictenee with the cainstrecn, o brocdar spectrun of
forno,.

This co-cxiotento of novels of diffcrent forcal m=odan
and stylictic oricntationg undercfores tho coxploxnity cf
foetoro invelved in tho dstorvinaticn of the vieblo forn,
It elpo indicetas that though the coclological influcnca io
in cortein copoed of prdmndconmmmc@cﬁ'b:nmeﬂ:mﬂn
porely contingsnt, cuch o procooo of intercocticn heo not ot
tho ce=a tima, tho rigid hiotoricol ccunality which Lukecs,
Goldzann, &nd tha Nerzict cnalyst of litercry forrs would
cuggeote

Thin nonehisoterical conco ccrvos to indicato tho rclovened
of tha nen=pociol foectoro, ocpeciolly of the individusl conocibility
in the choping of tho baoic forn. Thup, vhilo the cotiol milicu
end the conventions of tha forn poy irposo constrainto upon tho
individual creativo geniuo, tho individual 1o not nccascorily o
slova to the foro tnd techniques thot ho hae inhcritode %This
rsy ba ecen in tha pony inotoncoo in vhieh cpticts hovo
conccicunly ebondencd ostabliched forrs for tho dvont gardae
thot theee realitions icply fren cur underctending of tho foormal
fdsntity of tha novol is that vhilo o given vork exists within
o culturol oilicu thot irpocas constroints upen ito forral
poosibilitien, tho nature end quality of tho echicved work peoadm
funderontsally o proguct of tho crtict's ovm porconolity cond humandty
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as shaped by his private experiences and by the paculiarities
of his environaent,

In this complex relation to the individual and cultural
feranent the achieved form of the novel takes on a significance,
for both the artist, the novel and the outer society in which
it is croated."Form" becomes not simply the oxternalisation of
generic conventions, but a mode through which society aond the
artist conceive’ and externallseg‘their emotional and psychological
experiences. Through the novel's receptivity to the social fornent,
it achieves a sense of place and national identity becoming in
the process, an extention of the cultural wealth of the given
comsunity. For the artist, tha level of imaginative response
to the formal structure of the genre, his subtle control of the
various aspacts of the fornm providq; an index of the quality of
his artistic imagination as well aalof his distinctive contrie
pution to the literary tradition of his community. In this
respact, the elewment of form in the novel, is ultimately an
inage, mediating betwaen the private inner world of tha artist,

and the structures of soclety.

The olement of diversity and constant changes in the

.
critic's formulation of the "true” form of the novel, and the



intisate relationship botween what may be considered as the
approgriate form and the nature of its socio=cultural milieu,
indicate the iimitations inhersnt in the various normative
theories of the form, In addition, these factors suggest a
mmber of conclusions about the nature of the novel as & genra,
and hence, what the critic sust constantly bear in mind in the
appralsal of worka set in & cultural environmsnt to which he
is anh outsider.

Ficat, these factors indicats that it is a alsconception
to think about tha novel in tarms of an a priori set of generic
rules and procedures that constitute chjsctive standards in
terns of which all other instances of the fora can be judged
irrespective of their soclal backgrounds and spocific narrestive
interests. In other words, within the lisits of the narrative
prose-nedium, the novel has to be viewed as a fluid form, that 1s
highly susceptible to different transformations in relation to the
specific expariances, sodas of thought and feslings of its
txmediate social context, time and place. It is also for this
reascn that Ds Y. Lawrenca has seen the novel as an a=historical
gence, a kind of open form “incapable of tha absolutev,?

Sacondly, this sense of diversity entalls a high level of

1"&. fle Lawrence, "The Novel™ in Reflectiona on the Death of a
Porcu {1925), relssuad in A.A. Inglise ede DyHe Lawrances A
Selecti rom {Panguin Books, Hamsondsworth, 1968), ps 161.
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saveral possidilities in the stylistic modes sdopted towards

the achiesvemant of naw narrative forms and meaning and experience,
Thue, the sense of form in ths novel 1z realisable not
pecessarily through a unique or limited sst of narrative codes

or hunan interost, but in a variety of ways, « through the
novelists coanitment to political, moral, or socloecultural
realities, and through the quality of the relationship estadlished

batween the constituent elements of its structure.

?inally, the almost iimitless variety of modes and schemes
which can give rise to the sense of form in a given novel indicatas
algo the bulltein clement of vagueness in the use of the term
nform® in iitarary theory and criticism. This ;ltat- of affalca
indicatas as Rens Wellex has rightly observed, the difficultiss
of defining tha term in a geperally applicabls nanur.‘ aspecially
in the context of the noval. On account of this ambiguity, the
notion of Pfora” in this thesis will be used to designate
mathodologically, the idea of the charactaristic structural format
and orgenisational principles which individuata a particularc novel
as & type. *Style” denotes the creative use of language and narrss
tive techniques for the realisation of novellstic form and vision.

Lepene wellek, Concepts in Criticism. Stephan Nichols, Jre eds
(Yale University Press, Mew Haven, 1 s Lafa. to the Yals Unlversity
papar back edne, 1975}y pe 54e
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a ragult of the wide ranging nature of thege

our analysis will be directed to three

AS

organisational modes,

specific levels viz: (a) the structure and movenent of the

n.,fﬁtivu action, otherwlae referced to as the linear structu:e;
{(b) the characteristic thematic vision, and {(¢) the established

relationship between these elenents.

Further to the asove considerations; the foragolng
discussion also suggests the possibility of a distinctively
ﬂféican novel=form, The link between socio-cultural milieu
and the nature of the narrative modes evolved implies’>that the
novel in coming to the African world stands the chance of being
noulded into a new mode of being as it readjusts to new experiences
and social assumptions. While many critics of nodern African
1iterature would readily agree that the African writer has
sucee ‘dad in giving the borrowed novel form a distinctively African
quality, theres are others who for a nuaber of rsasons feel that
the African writer has not achleved much in this process of the
naturalisation of the novel. %The naxt chapter reviews the
eriticiam of African literature which deal specifically with this
quastion of what the African writer has done to the form and style

of ths novel which has come to him through the colonilal experiénceu



35.

o
o

This discussion i3 undectaken in order to suggest flrstly,
those elements of narrative form which the African writer
can relevantly exploit towards the naturallsation of the
novel, and sacondly, that the African novelistsapproach

antailas the creative use of these elesents.



\ ™ 36,

THE CONCEPT CP FORM IN THZ APRICAM MOVEL

Yhereus African forms of oral litersturo - cxal pootry,
prope narratives and traditional dranatic modasp -~ have long
oxistod in Africa, the novel is vexy ruuch o new davolopoant
which has cooe sbout partly &s o recult of the African
cxperioncs of coloninlica.1 In opite of the genorolly
recognised foreigness of the noval genre to the Africen cultural
tradition, contemporary African literery criticicn hao ghown
an insintent m\tcreut in the uco of tha toerm "tho Africen novel®.
The bosic rationale for this io to enphasize tho specific
queiities, style and themos which inform the Africen novelo
and secondly, to liberate the criticirn of the novelo fron

irrolevant standards based upon wastern literary codolp end

gopthatic valuas,

The intoreat in the wAfriconaco” of thoco novole i in

L For o fuller explicotion, ceo E. He abiechina, "Cultural

Notionalies end Africen literoture” An African Litopnturo Today
Ed. B+ De Jons (1968) ;no_;t“,. I, ps Ge

T



ftea)f only @ zmall but contral aspect of a larger concern o
eptablish Africen litorature as & literature that is cxpresslve
of uniquely Africen oxperiences and censibiliticss For thy
novel, tho interest in its “Africennsgso™ has cone about on a4
regult of o mu=ber of foctorse: Central to thaps are tha
agsortisns of coso of thy Africen writors thenselvooss Froa

on intinats understanding of their creative intentionn, a
mmber of the African writors have insistently tricd to educatn
thalr critics at homs cnd abrosd that, as African writers, they
are engaged in fashloning new litecory strategies _.'ﬂmd. or
adapting ths borrowad forns towardo the satigfactory Toprosentom
tion of the roslitios of the contzmporary Africen torlde’ In
thisz cegard, tha writors, os wall as a numbor of critica end

mimrs-wmumttmwlmmmwmsfﬁmmm

i"mportmt to thig renge of factors has boen tha uca of
tha tern "Africsn® by early Furopean critics to ruggast tho czotic
quality of the litarature, In thoir review of A=o3 Tutuola's
Thoa Feln iiiny printard, Dylan Tho=an, Calder Horshall &nd Eric
Larabeca* uso of tho tern was to indicate coro of tha soclological
context of the novel and consaquently its exotic charsctor tham
tha idoa of Tutuola's cuccessful transfornmation of tha farn into

a naw oould, For thaoo reoviows coe tical Perspoctives -
Tutuole cde Be Lindfors, {Threa mnt% t grcnu, 1575), ppj,s.n.
sgne for instance, Chimma Achobo, “English language ond tho

African writer” in m"'%% yot on Ceoation Daye {Anchor booko,
mm,mmﬁ.‘?’mv“.



is buing given a now form, a new individusliity, by heing shaped
in a relavant relation to the African cultural continuum end
1ts contemporary socioehistorical experlence.

One of the sarliest suggestions of this possibility ia
Je Pe Clark®s observation during the course of an interview in
1962, As early as this date, he suggestad the need to sec the
energant African novels in the 1light of the possibility that they
could ceprosent the transformation of the inharited English noval
form into a naw mould detarained by African soclal values
and experiencoss As he argued, the critics rather than ualng
smpatiently and uncritically the standards and expectations
derived from Curopean art forms as the criteria for the artistic
axcellence of tha works of the African writar, should be
alert to what it is that tha African writer %a trying to do with
the form which he had importeds As he observed

wontha Novel is the one genre of art that is

not Higeriangesthe ons art that titgerians have
really borrowsd, Dut critics have not ao eosh
concerncd themselves with what our novellists have
done to their derived. form as with the amount of
traditional ritual and modern rottennass and rhoum
that is to be found in thems 1

e, p. Clark, “Our literary critics® Migerian Magasinm,
Nos Thy Septanbor 1952. Pe 80e
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Like J. Ps Clark, David Rnbadiri1 rade a siailar suggestion

at a relatively early period in the develo;ment of Hodern
African literature. Speaking to Lewis Ikoel in an interview
recorded in 1964, he suggested that the encrging African novels
should not be seen as nerely poor imitations of the western forms.
Rather, he contended they should be sean ;s representing a

new development, 4 new forsm fashioned in relation to the African
aesthetic sensibility and social experlences and hence, involving
a new focus of creative interests. In its context, Aubadiri's
observation is at once an ingightful comment as well as &
defeansive statement in respect of tha quality and nature of the
enmerging African novels. His ¢ontention is that the daviations
of these novela, from say, western formalistic saphasis and
realism should not necessarily be construed as flaws resulting
froa the African writers' creative incompetence, but as the
result of the "refermation® of the borrowed form in the

process of its naturalisation to the African cultural aillleu.

Tha typa of ideas registered by Js Ps Clark and Hubadiri

have also been shared explicitly or i:plicitly by a number of

laplevised interview with Lewis Nkosi 1964 & Prpgented iR
Nigerian television as "Interview #ith African writers®™ July 6,
1975, <Copy of the film is preservaed in MNigerlan telaviscion
Archives, Ikoyi, l.agose.



African writers and acholar=criticss The discussed attitudes
of those who share such viaws are often revealed in the context
of the discussions of the isaue of the right aesthetic basis

for the criticism of African literature.

In one of his early essays “"Where Angels fear to tread®,
Chinua Achebe, responding to adverse criticism of the fora and
style of modern African literature by Europeans who easily
presume they underatand the realitles of the African world,
expressed his feelings about how deluded and, indeed, dangerous
it is to uphold such assumptions. In this respect hs warned
that *no man can unpderstand another vhose language he does not
speak:?} Such a presupposition, he argues, was & manifestation
of a fualse "cocksurednessz® about the universal applicability of
-gnrggénirié;aosthetic ldeass Through the uncritical use of such
preconceptions, Achebe seeas to imply, the Hestern-oricnted
critic fails to recognise the individuallity and bases of soclal

relevance of rmodern African literatures

It is partly for these kinds of reascns that the Ghanalan -

Ama Ata Aidoo once strassed in an interview in 1967 that a valid

1‘Achebe adds parenthetically that "languaga®™ here does
not simply mean words, but a aan's entire world view, GSee
Nigerien Magaxine Ho. 72, Deceuber 1962, ppe 61=62.
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and useful criticism of a particular literature can coma out
only from people of the sume soclo=gultural context as the

literature itaelf. As she arques:

¥ 40 not see that there is any validity in
having someone who does not belong to the soclety
froa which the literature itself aprings telling
you how to write. +hat I mean is, 1f the writing
is from a cectain background, it's only the people
who are from the background who can tell the world
*This is good,” and then the world takes 1t uaesel

XX

Historically, the emphasis upon tha “Africanness"” of
African cultural forms (including the literary) and the projectlon
of this perspective is not naw. On the contrary, the emphesis
can be sean as an application to the modern literary forms -
poatry drama and novels = of a wuch older concern to muggest

and vindicate the uniqueness of the African world and itas art

Lo ntecview uith;?ﬁfiggkuncﬁragnr, reprinted in African
writers talking ed. Dennis Duerden end Cosmo Pleterse (Heinemann

London), 1972, Pe 25
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foras by a nuuber of African patriots, scholazs and

nationullutsa‘

Having rightly porceivad the dirsct influence
of traditional African culture nnﬁ asathatic values in the
detarmination of African socloecultural forms, thsse Africantists
tried for varlous reasons to saplain to a highly prejudiced
European world, the aesthetics and logle of traditional Africen
institutions and art forms. An sarly and prominent spokessan

T"in" this context is Gdward wilmot Blyden. A# early as the 1;&27“”
nineteanth century, he invoked the notion of an African parsong-
1ity and alsoc used this in his apeschas and writings to vindicats
the nature and quality of tha blatkman's creative Lmaginstion

and genius,

Hore racently, tho basic idea of an "African personality"
has been daveloped more systamatically within the framework of
Hegritude Philosophye In "Le la Hegrituds Psychologle du Regro
Afrtcaln"a Senghor, at the aarly stage of

L P

“Siﬁ Ga0e Olusanys, "Cultural Ravival for how long?" T
an unpublished papsy presented at the Centre for Cultural Studies
Jeninar, Unfiversity of Lages, Tuesday, Pebruary 13th 1979,

2s1,.3, senghor, "Da la Negritude:Paychologie du Hegrow
Africain® in Senghor:prose and poatry. trans and sd, by John Rsed
and Clive vake (OUP London,three Crown Books 1968), ppe 29«33,
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his philoscphy of Negritude sought to rationalize and

articulate thp "roots" of the formal features of African art
forms, particularly, African poetry, prose narratives, music and
sculpture. In developing his ‘philosophy' he used concepts
drawn from his own views of African “physiowpsychology"
particularly; the notion of African emotivity, and the African's
"intuitive® rather than logico-rational basis of experience and
cognition. In the development of these ideas, Senghor had
stressed how through the traditional African mental traits and
socio=cultural realities, the achleved African art forms reveal

distinctive differences from their European counterparts.

Although Leopold Sedar Senghor had jettisoned the philosophy
of negritude, his emphasis upon specifically African aesthetics
appealed te many scholars who subsequently pushed his ideas to
the entire field of African arts including narrative form and the
African use of the English language. Thus, as in Senghor, Jaheins
Jahn's major concern in 522551 and in A history of Neo-African lite-
rature is the explication of the uniquely African aesthetic qualities

-and philosophy which have informed traditional African cultural

1'Jaheinz Jahn, Muntu: The New African Culture., (Grove
Press Inc., New York, 1961) esp. chapters & and 7.



institutions. For him, not only is there a uniquely African
style of artistic expression, but even contemporary African
writing such as the stories of Tutusla, Thomas Mofolo, and
Ogotomeli, display in some form, this distinctive African
style. This unique style of contemporary African literary

expression he has chosen to refer to as 'noo-kfrican.'i

11X

Although not necessarily supportive of the negritude
ideas of lweopold Sedar Senghor and Jaheins Jahn, many Afcican
literary critics and scholars have now coms to share the views
of the writers about their achievements in the adaptation of
wostern literary modela, PFurther and even more interestingly,
some of these critics have also emphasised the vicw that, since
the new literature iz socio-culturally bound, it is only Africana
who are adaquately equiped with the right critical sensibility
to judgs the literary efficacy of the forms and techniques being

avolved,

1°Jahainz Jahn, A Eistory of NeowAfrican Literature. trans.
OCliver Coburn and Ursula Lehrburger (Faber and Faber Ltd, London

1968)s See pp. 22ff.



Developing this kind of view point to its, rather,
extreme limits, Joseph Okpaku even suggested that the Zuropean,
in his alien aesthetic sensibility sust leave off the business
of tha eveluation of the new literature to the African, whon
he seens to presune understands naturally, and adequately, the
assthetics and structure of tha African worlde 1In what he once
prepared as a kind of “prolegomenon” to the developament and

criticisa of African literature, he states amongst other things

that:

/The present practice of judging African Literature

by wastern standards is net only not invalid, it is

alsc potentially dangerous to the development of African
BrtSessssesThe primary criticiem of Africen literature
and arts must come from Africans using African standards.
We cannot use the axisting approaches to the criticism
of Africen literature. An African trying to relate
African literature to Africa must do so ayainst the
background of African culture, Ha must draw upon the
patterns of African zesthetics,' 1

In making these judgaments Okpaku, 1ike many other critics
of similar persussion, does not seen to take cognizance of

the fact that the novel genre and the basic modalities through

1'3. Okpaku, "Culture and Critlclsm: African critical
Standards for African literature and the Arts*, in Hew African
Literature and the Arts, Ede. J. Okpaku (Thomas Crowal, MNew Xork,

Apollo edn., 1970)' Pe 13.



which it secks to structure thought and expsrience into an
artistic forn, are fundamentally western in their crigine
Purtherz, 1ittle or no allowances seem to be made for the
fact that at the lewel of actual narrative performancs, it

is not every African writer who is intarasted in the achieves
nant of an suthentically African literary style and forme
some, 1t could ba argued, are disinterested for reasons which

g

are not only perachal but bound up with the acceptability of
their movels to tha Eurcpesn audience.

Partly, out of an l;umm of these kinds of factors,
Abiola Irele’sl attitude to the debate about the formal ldentity
of modern African literary forms is one of caution, Timis, in
ons of his essays, ha eschews the dogmatiss of Joseph Okpeku
by arguing tmttumnhtnnmhutnhmtnlu
wdouble relationship to two imsginative traditions®’ = the
native, and the foreign. In the light of this recogniticn
of the fusion of two artistic traditions within the new liters-
ture, he has expressed the guardod obpervation that,
while there must be & resdjustsent of the western critical
standards and principles in scder to harmonisse with the
peculiaritias of the new 1iteraturs, what these standards
and principles are in the first place need not

L -
1‘"3“ Ae Irele, ™The Criticism of Modern African Literaturs.”

in Criticol perspactives on African Literature, ads Ce Heywoods
(Heinemann, Lohdons 1968}y Pe 20

2
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be totalliy different from thoss of the older literatures. They
can, ha argues be the old ones “"readjusted to the peculiar modes

and sensibility which feature in the African works.®
iv

Even though there has been a considerable amount of
support for the African writer's assertions of his adaptive
response to the novel form, it must be noted too that a number
of scholars do seen to disagree with such claims. One of the
major reasons for such dlsavowals arises ocut of the consideration
of the actual nature of the ¢reative performance of the novellsts
generally, and in particuler, from the critics® view of the
limited level and quallty of the creative adaptation displayed
in the handiing of the structure of the novel-forms In his
Introduction to the novel,i for instance, Eustace Falmer has
maintained that technicaslly, the African novellst haa not done
such to alter or extend, significantly, the form of the English
novel which has come to him. For him, the English novel in coming

to the african world has clearly retainsd its western aesthetic

1‘BustaCQ Palmar, Introduction toc African literature,

(Heinemann, London, 1972}, Ps X.
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structures In The Mind of Africa,1 We E. Abraham argues a

similar point of Qiew by lamenting that basically the African
writer has not awakened to the important task of the indegenisation
of the allien form towards the accommodation of the African
sensibllity. 1Inztead, he asserts that modern African writers

have merely “accapted the noulds offered to them externally...

and have crammed themselves into these noulds driven neither

by inspiration nor even by convicti.on."2

If the objectlons of Palmer and Abraham arise out of their
sense of the limiteédnesas of the African novelists adaptive
response to the novel, other critics have expressed their
reservations on account of their uneasiness about the active
basis for the achieVemeﬁt of such forms, From theilr different

perspectives, Ben Obunuelusand Stanislaul‘

seem to have rejected
literary M"afrocentricism® as a basisz for the aesthetic criticism
of African literature, Their view is that no ampirical evidence

can be found to back up the notion of a uniquely African physio-

1'w. Ee Abraham, The Mind of Africa, (Univ, of Chicago
Press, Chicago, 1962), p. 98,

2’Ib1d.

3+Ben Obumselu "The Background of Modern African Literature®
Ibadan, 22 June, 1966, pp. 46=59,

4'8ee J« Stanislaus "The Growth of African Literature%,
Unpublished Ph.Ds; thesis, University of Montreal, 1952, p. 22,
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psychology or consciousnass whoss singularities determine
the structural format end atyllistic featurms of modern literacy
expresaions, Adducing & historical account of the origins of
literary forms, Ban Oinmselu affirms:

The traditions of litarature balongs to a

cultural history, and attempts to explein

African litsraturs in terms of raclial conse
clousness or unconsciousness,; no matter what

Support 4¢ may recaive from Jahn's or
Professox Abraham's nd o or the
Junglens ate bound to falls, 1

:mriloping his argument further, he goes on to delimit the
oxlgimu}; of the modern African writer by suggesting his
continued mtmoss to Buropeun literary models. As he
contends “although contamporary African literature has taken

a rmushar of motifs from the folk tradition, thase are occasional
acknowliedygenents only." In terws of form and gtyle, he ssens
to argue “the more highly educated author ias clearly Eurvpean,
parhaps we should say *modern' or 'intecnational® &in his
orisantation.® Like moat eritics of his persuasion, Obumselu
strangthens his argument with reference ©o the fact that besides
the problamatic bollef in the suggestian of a uniquely Africen sode

—

"'m Obumselu, "The background of modern African litscature®
in Ibadan. No, 22, {June, 1968, p. 54,



of artistic response, there is also tho use of a foreign
language, £nglizh, which alienates the new litverature by
resoving it fron the base of traditional African “varnscular
chythm, allusions, end sound textures capable of making it

rich and regonont with oriqinallty.“1

In The Emergencs of African Ficg;og;? Charles Larsonlfl

seoxs to undermine thepe typss of criticiasng by seeking to
demonstrate that the African novelist has fashlonsd excitingly
new farms by cresting “new unlitiea which give his fiction form
and pattarnwa'z while thia basic observatlion scazs fo have been
well founded, at least in the respect which we explicate later,
Latrson fails to bring out in a convincing and useful panner, what
gpocifically are the new unities and forms which the modern
African writer is fashioning, and in what ways these are rolated
to the African psychology and conditions of asesthetic experience.
Ars thess new unities peculfar in being the automatic reflections
.of the African unconscicus, or can these unities and forns be

sinply expressions of unique individual idiosyncratic literary

1o Ibide pe 59,

2'Ib1d¢ Pa 50

3‘Charlns Larson The Emsrgence of African fiction, (Indiana
University ¥Fress, Slecomington 1971}, p. 21
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creative resconses to narrative art? Larson no whera

addresses hinself to & consideration of these important
quastions. Indeed, as Nancy Schindt1 has rightly cobserved

1nlher roview of the book, Larson's representation of tho

African writers? doveloped forms and unities, resaln his

own subjective and arbitrarily determined conceptions imposed

on the novels he has chogen to studye

Generally, the roasons underlying tha views of the critics
who do not seen to like the eamphasis baing placed upon African
reaslities in the criticiss of African literature are nany, Of
these the @oat conzon may be atated in tha two following formse
Firat, that such an insistent emphaslis sceas to derive froa &
faine dogmatisn whoss basis &s not entirely literary, but also

2 Secondly, given the

involvring nationalistic interest,
performance of many of the writers, to insist upon the uniquely
African*aesthetlic logic* of thelr work without qualification

13 to strike a posture and creatc an air of aystification that

nay be harmful to the hoalthy criticism of thelr works

1'ﬁancy Schmidt, “Selected Introductlons to Airicen
literature® in The Conch Review of books Ed. S« Anozie, farch
1973, Vola.l, Roal, ps ila

2ett can be convincingly argued that tho invitation teo
discard western aosthetic attitude as a basis for the evaluation
of contemporary African litecary style is part of the African
nationalistic rejection uf the encroachments of Luropean culture
and psychological attitudes of raclal superiority.
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Thess kinds of observations ars not, however, well
foundeds This is because the echieved Africanness of tha
novals is of central importance to the literary guastion of
whether the African novelist is iaitative or innovative.

This ia 80 in two very important respects. Pirst it is his
being ceeatively concerned with the realisation of the African
quality of his narrative experience thet constitutes whather

he has tried at all to relats the novel to the pecullaritles

of his environment, Purther, it is this order of reprosentation
that indicates the quality of his adaptive skill and originality
in exploiting the “openess™ of the novel form by subjecting its
aesthetic logic to the singularities of local experience and

world view,

Given the uniquely Africen tons and texture of auch of
traditional African art forans, particularly, traditional poetry,
sculpturs and rusic, the suggestion of the shaping and conditioning
inpact of a spefiiically African fmagination and sensibility
soens self~evidents In the context of the novel genre, a new end

borrowaed form, the idea becomes less readlly spparaont. Pirst
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it night bo asked « Has there energed 9n African nowel form?

what g the basfis of Lits Africannags and or uniquencss?

from our survey of the varfous srguments relating to the
Africanity of the Africsn novel form, a wide range of arguments
ensrge. Generally, these pange froa those which are formulated
in taerms of concepts and ideas which ore merely of peripheral
rolevancs such as Pactors of colours~ and geographical contoxt
to the core basic notions of African psychological modes of
response. Here we shall discuss very briefly only three types
of iduas, nemely, tho nature of African metaphysical assumptions
and ontology; contemporary African socio-historical experience,
and finally, the bockground of Africen rhatoric, and socloe
artiatic values. 7Ths purﬁéln-ﬁf our discussion of these is to
indicate not only the soclo=cultural background of tho literature,
but alsoiihaw this backgyround is considered to affect the logic
of narration, and the development of plot, and the presantation
of characters and vision in the novels.

African Hovel form ntruc

of African social rei ;5:

As argued in chapter 1, the formal style and thematic
orientations of the novel form aze at least in part, the results
of the nature of the values and concaptuasl assumptions of the

cultural continuus within which the artist operates.
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In relation to this, one of the frequently adduced basis
of the idea of the Africanness of the African noveals is the
natura of its uniquely African ontological warld, and the
coaplex nilieu of metaphysical bellefs in terma of which human
life ani social order ara conceived. Tho studies of John
noies,? #r. Plaides Tezpels® and Bolajl Idown® are different
representations of the basic African systes of troaditional
baliefs which J. s Taylor‘ describss an constituting the
*African primal vision's Centrsl to the nnderastanding of the

nature of this vision is its esgsentially sociad-religious characters

Of particular relevance is the woy in vhich the world
projected through this traditional vision of nature consists
distinctively of a hierarchy of apiritusl beings and forces.
Thus tha background againgt which the traditional men belisves
ha lives, ac?s and works, is a complex supersensible world of
pany orders of beings and forces., At its apex, ls the supreme
delity, below whom iz & multiplicity of gods, powers, and

epiritual beings, such as the deadeliving and thao ancestors,

1o, HbIti, Afcican feligions and ihilosophy (Helnamarn,
LQMQ“, 1971,' Pe 755t

2‘!:. Po Tempols, Bantu Philosophy, (Presence Africaine
Paris 1959}, p. J1iff.

3'Rav‘ B. Idowu, Olodumare Gpd in Yoruba Balief (Longnans,

London, 1964) .
4¢3, Pa Taylor, The Primal Vision (S.C.M. Press, London, 1965).
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ghosts and tha gods and apirits of things. In addition to
thase there are believed to ba cother occult forces comaonly
reforred to «8 "witchoraft®, "juju®, and *African magic®, In
his perception of ths ubiguitous nature of this order of
invisible forces, Pr. Teapels has referred to the Africen world
in tarns of what he describes as "forca v;;g;g';i Dy this
he peans the idaa of a world whose csseance conalsts in tha

existenne of powars which are considered to be insangnt in nature,

and which are resgonsible for avery possible beiny and happening.

The varlstisas of these beings and forcas in the African
universs do not merely constitute an ssoteric syston of concapts
for tho rationallsation of experisnce per sa, but provides the
religious principies which condition the traditional African
'nan. nodulating the nature of his aspiration ani achiuvesments,
As Elechl Amadi often seeks Lo show, these mstaphysical
realities fdnctbon as linmit concopty in termf of which man
perceives the meaning of hunan lifn,;and the roots of tragic
expariences Through their supposed regulative activitics, theso
forces sre used to bind the individusl, soclety and the supeare

senasible cealn into a *éorporate world of “wmnbroken unityz ond

1‘rr. Tespels, Bantu Philosophy Ops Cltes ppe Iis3de

2"'J.P. Taylor, The Primal Vision, p. Y.
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sutual obligation rather than of self interest,

This slemant of the closs relaticnahip Datwesn the
individusl, society and the religious realm is thought to
affect quite profoundly, ths formal Ldantity of traditional
African artistic expresaions. Thus both the religious and the
purely artiastis interpenstrate, each giving msaning and signie
ficance to the others The artistic often has its basis of
meaningfulness in the teligious sphare, and the religlous
assumptions confer beauty, order and ralevanse upon the srtistic,
relating it to the necds of society and the individual, In
relation to this transcendent ldesl of onsness, ihs traditionsl
art form, as Sanghor rightly atates M:.1 is at once collective
and committed, It not only has its meaning and valus in &
ssaiotic system corporatsly evolved and dafined by the communityy
But in its social functicn, it ceeks to enjoin the individual to
a group of common purposs and ethnic charactar.

The naturwe of this background of an integrated soclety
dependent upon spiritual powers has a number of implications for
the achievemant of an suthentic African novel form, at least for
the class of novels wset in those areas and social groups An which
the African primal vision is sti)l of practical significances

m.- g -

1op, 5. hor, "Megritude and Marxiss® in O.R. Dathorne
and ¥, Feuge?r, Eg;gq in Prose (Baltimore, Penguin Hooks, 1969),
P 5410
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Pirst such a background of rsalities imply that the adequate

and psychologically satisfying representation of "realism®
entails not only an engagement with the presentatiocn of quoti-
dian reality, the domain of the world of sense, but also a shift
of tha narrative focus to the presentstion of the asignificance
which the superssnsible realm has for the narrative action. It
is ocut of the recognition of this possible relation betwsen
African ontology and modern African literary forms that the
Ghanaian writer Kofi AWOn°¢21 concluded in a lecture delivered

No critical approach to African writing in

English French or Portuguese can ignore the
aesthetic concepts of time, ontological systens
and perceptions of the world which most of the
writers bring to their works It is from this that
the literature will have tc be judged.

Vi

The second set of possible determinants of the form of
the develeping African novel derives from what we have raferred

to as "the realities of contemporary African socio=historical -

1'5&. K.ﬁbrell; ed.p AN _persont Achebe, Awvonoor and Soyinka.
(Publication of the Indtitute for Comparative and Forasign Axes
Studies, Washington, Seatle, 1973), p. 140,



erpericnce”s In his essay “The limitation of universal

Aitarary criteris®® Donatus Ibe Hwoga has argusd a view of
ﬁncmtimmﬂumofﬂu.smmamtmmm
on the evolution of style and form in wmodarn African llterature
as a wholes In the davelopment of this 1ins of thought, he has
ande the eminently valid point that the resiitias which havs
shaped the present African sensibilities and lins of historical
developnent are not “personal® iscves, but are daeply entrenched
raxternal phencwena®s> In the description of thess shaping
forces he has cutlined a wide range of socio-historical
axperiencess Thess include, the realltias of colonial domination,
the exigencies of Eurocentric economic valuss, the struggle for
independence, the problems of sodern government and ths clash
between modern and traditional values.

The chacactecistic forsal pature of those events is thelr
commonality, rather than purely Individualistic character. The
wpubiic® nature of these events is of & kKind that has to be
expacted to affect the tone, thematic content, and style of the

new litorature. As Rwoga explains:

Ona espect of these events referred to

above i3 that they are public, communal events,
mmtmmcmmmm.tm
of the intellectusl elite, to which the writers and

%ep. 1. Mwoga, *The liaitations of univecsal critical critecis®
in Ufahenu, (University of California Press, 1973}, VolalV, Hosl,
Po= 10£L,

2o 11dey Do 15
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their sudience belong pakes for an audienco
oriented literature,sssesivonts of traumatic
patura to the whole community hav: taken placa
and aro taking place. Theso arc concerns felt,
not 20 tuch by the indiwvidual, in his perschal
capacity, but shared by the gencrality of tho
poople. Thera iz a sense of perticipatiotissee™

In effect, this argunent Quené to suggest that the com.unal
nature of those cventn renders appropriata the tone of
comaitzent to "public® issues not peraly in terns of topicality,
Byt as basls of the total significance of the work. For, in
their totality, thesze ideas and expericncss constitute the soclial
ethos, which dotersing the realities of individual and social
consciouzness; . of which the novelist is a parts Honco, it is
the level of his engagement with these, and the imaginstive
soarch for meaning, order, and value out of tha dilecmas which

thoy ganerato,, that represents the pgconca of his artiastic

Lonlisn, as wall as the basis of his relovanco for his conteo=
porarico.
Vil
African Asstheticsg

If the background of African mataphyeical assumptions and

1o1b3de, ppe 15ff.
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the nature of contemporary African socio-historical axperiences,
do seen to have significant bearing on the thematic orientation
of the African novel form, the system of traditional African
cultural noras = the oral literary forms, soclal valuess and
mores rapresent also another level of "raalitias™ that constitute
a significant shaping force in matters of style in the novels, Thus,
just as in the case of the African spiritual bellefs, the
experience of the background of soclo-cultural nérms is
considered to be such that can have profound practical effects
on the determination of the aesthetic basis and techniques
which the writer may resort to for the structuring of narrative
action and the representation of characters and dialogues.
The more palpable inatances of this recourse to tha background of
oral forme and stylistic techniques are the use of proverbs,
riddles and certain syntactic forms of expression. Further, the
background of oral literary< ' Jvalues may also affect significantly,
the nature of the writer's imaginative response and moral
attitudes to the situations being presented, as well as the
emphasized area of imaglnative representation.

The precise manner in which thls level of socio~literary
valuas affect the development of form and style appear to

present itgelf to critics in rather different and scmetimas
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incompatible terms. Ben 0hunselu1

and Omolara Leslidsessays
represent two interesting discussions of this, and its actual
or possible implication for the development of wodern African
literary forms. In her concern with the need to establish a
valid basis upon which a truly indigencus tradition of African
1iterary forms can be builts, Omolara Lesliez made an impassioned
plea for African scholars and writers to turn their attention
to the oral traditions for the discovery of the authentic
principles and techniques of structural organisation which have
animated these art forms. The objective of such an exercise,
she suggests rightly, 1is to provide necessary tools by which the
artists "can bring together the old and the new."® Through such
an effort the contemporary artists can nportray a truer Africanity
than hereto fore.“3 While she does not herself succeed in the
i1solation and presentation of what these categories and values
are, like those who espouse the cause of African aesthetics, she
asserts the sense of the peculfarities of African mode of
sesthetic response. As she writes:

Por criticism, we might be able to discover,

establish criteria which will be classical for
African Art. For instance standards of egic

Llepen Obumselu, “"The background of modern African Literature®
OPe cit.

2'0. Leslie, "African aesthetics and literature™ in Ufahamu
{University of California Press, 1973), Vol. iv, No.1, p.6.

Yerbid.
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narration can eserge from a theoratical study

of tha Nhwindo epic or that of Jumdiata. These
forms must have satisfied somothing in the African
which Idanre and Ozidi do not in the African who
can read them. The intent of such a theoretical
study will pnot be to tie the hands of our artistas
but to encich their possibilities and to provide
the means for judging their affectiveness, invens
tiveness and originalitys The moras inportant end
I believe will be to discover wvhat appeals to

tho African senaibility in the literary arts

so0 that wo nay dlscover an African ocudience for
tha modern African arts beyond the superficlal
level of ornsmantative stylistics, a0 that we may
be able to define the African nowvel., Ve cust
discover and conceptualize why African audience
laughs whan it does in the cincna and the theatres
these phencmena imply & cultural aensibility..) 1

By discussing the issues in these terns, Omolars leslie sees
the significance of the African cultural background as a matter
of the paculiarities of the African modes of thinking and reactions
to experience., Comnenting on these humenistic aspects in the
course of hiz search for an African aesthotics, Josaph Okpaku
affirns:

ifhe next place to search for these standards

would be an examination of thosa coamon aspects

of 1life post frequently drenatizad in the arts.
This would include love, life, hate, humor, duty,

lerpid.

o
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death, destruction, pride, prejudice,
friendship, fear, violence, birth, and the
reality amongst others. Different cultures
not only have different conceptions of theae,
but have different attitudes to them. 1

In his own discussion of the influence of the background of
African culture on the modern literature, Cyprian Bkunnliz
also speaks in terma of the ideas ftemised by Joseph Okpaku,

He argues that there are peculiarly African modes of 1ife and
shades of thought which are inaccessible to the European nind.a
Emphasizing the influence of “"centuries of African history,
different customs, and differant modes of life",% he seens to
contelve the uniquaneas of modern African literary expression to
derive from basic differences in the moral and aesthetic pre-

suppositions which have animated African art on the one hand, and

oen the other, the European,

les, Okpaku, "African critical standards for African
literature™, op. cite., ps 19,

2ec, Ekwensi, "Challenge to African writers" Wast African
R viaw, 23, March, 1952, p. 259,

3114,

""Probleml of Nigerian writera", Nigerla Magasinea, Ho. 78,
Sept. 1963. Pe 218.
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Whether or not one agrees with the notion of &
apecifically African mind or sensibility which in some ways shapes
the form and style of African creative works, one can still see
from the foregoing discussion that generally, it £s this ethnic
factor, and the assoclatad realities of modern African soclo-
historical experience and customs, which Africanists have
adduced as the bases of the "Africaness” of Modern African literary
expresaions, The artistic projection of these realities
represents slsc the sajor ways in which continuity is being
-altabllnhcd between the modern scriptic text, and the background

of African traditional literary asthods and cultural experiences.

The insiatent suggestion of most African critics and writers
that a soclioecultural perspactive be adopted in the acriticiss of
African litsrature express not only a neod for the adoption of
such & psrspective as a nscessary pre-condition for the valid
criticism of the novel, It Ln an axpression of the fact that it
is these elements that can provide the necessary and relevant basis
for the sdsptation of an artistic form such as the novel to
a Aew cultural environment. The various ways = explicit and

implicit « in which these slements can be used to modify the loglc
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gf narcation in tha novel zaprasant also the ways in which

the assthetic form of the novel can be sald to be "extanded™
into a new !oru.i Indead, the uss of such elemsents a3 thess
constitute the basis of the novel's continucus salf re~dlscovery.
It L9 the condition of its social realevance, Thass judgounntn_
are isplicit in the development of tha noval form as discussed
in Chapter 4 of this thesis,

The ssphasis upon the *Africanity” of sodern African literary
form including the novel may sound to & foresign student of African
literature like chauvinistic rhetoric projacted for nationslistic
rather than for puraly literary resscns.” Ageinst this attituds,
one sust note that the kind of ¢ritical approach which the "Black
sesthetice’ critics are espousing is only an application to the
discussion of African literature of an alrsady estabdblished "socide
logical™ spproach to iiterary criticiss. Thus; in the enunclation
of his “geneticestructuralisa”, Lustien aaldn-nnn has initiated and

o,

Yepor & discussion of the problem of what has to ba the case
for ona to b adle to say that a given novel i3 “a new" noveleform,
aad pe 401 of this study.

B 2'ﬂn¢ Re July, "African Literature and African Parsonality."
in Biack oﬁﬁhuug Voleid, 1984, ppe 33=dd, Also UlLlL Beler "In
Search ¢ rican Personality” in Twentieth Century 163, April
1959, ppe 343349,

3‘Luchn Goldmann, "Gensticsgtructuralist method in the History

of Literature” relssusd in ”55&%" 599 Art Ed. Becel Lang and Porest
Williams (David McKay Co. Inc. orks 1972}, ppe 24321,
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eaphasized as a ore uzeful route to the underst. nding and analysis
of a glven literary work the creative 1ink,(a wore or luss diroct
homology) botween distinctive "mental structures”™ which arganizo
tho eanpirical conscliousnoss of o particular group, <nd the imagi-
nery univerce treated by the writer operating within ouch a
qroup.1 7he validity of this sociological approach generally
does not concern us here, except in the specific respect in which
cone of the proesuppositions on which it L3 basad arc in foct
borna out by the African writers® creative perforoanca.

~hat cust, howaver, bo considarad wvery briaefly is tho often
adduced notion of an African psychology or "acsthatic
sensibility¥ond the ways in which thase, according to the "black
acathetiot critic™ or the philozophy ofﬁﬂﬂgritnﬂg_ y reprasont
the deterninants of the aesthotic form and texture of modern

African literary expressions. As evident in Stanialaun1

criticion,
tho reason which many critics hava for being unsasy about this
kind of sociological approach arc bound up with thoir porcuption
of the moral and or racial problems vhich could arice froo
attributing some peculiarities or charactaristics to a race or a
given nation, In this reapoct, thes point of view adoptod in this
study is that ths kind of moral and or eplstemological problems
which may ariso froo talking about an African personality, nind

or sanaibility do not nullify necessarily their rolevanco in a

1'An his criticisnm suggects, the individual writer doas not just
create a world vision. Ha or she oxpresses the collactivo mantal
production of a group. Sea L. Goldmann, "Interdependencies botween
industrial society and now forms of Cultural Croation.” in Sul tural
Croatio rodern socioty. Trans. dart Grahl Telos Fress, ijaint Louia,
1976), ppe 76ff.
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sarious diccusedon of the formal qualities of Africen works of ert.
For instance, the kind of problctis adduced by Stenisleus and Ban
Chumpelu in rejecting the poseibility of an Africen nind end
censibility are aloo ths sene of e;:i:atomloq&cnl problens which
besat any theory sbout the real (empiricnl) indentity of ming
and goul, and for which John Locke, David Hume, and Gilbert Ryle
hed firpt rejected both the idgalist and cocmonsence viow of these
phenonona, end later offerad an ogually unsatisfoctory behaviourist
account of their ontologye OGenerally, the zesthetic bases und
structural format of much of traditional African artistic oxproscsicns
1ika painting, gculpture, architechure and mueic seen to point
inaletantly to the poscibllity of & plastic power and o podo of
epprehension capable of being described like V.E. Abrohan ap
“The Hing of Africa.’

Given this as a possibility, the correct formulation of the
problen of the acsthetic identity of nmodern Africen literary works
becomes the question of whether this “Africen eind® or “Genius® hes
been nirrored forth in some spacific end litersrily esignificant pannex
in the podern African noveliat's handling of their novols.

Congidored in this light, the gquosticon of what tha Africen
novelists have done te the dorrowed form rolses a nunber of probleng

which may

1 v Lo #brahsn. IThe Hind of Africs. (University of Chiceogo Press,
Chicago, 1962)s %Seo also T. Vincent “Africanity in lodern

Africen Litaraturo" ops cit. p. 12,
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stated in ths following mannar: ¥hat is the nature and levsl
of creative adaptation displayed?
rurther, in what doas the Africanness of the esergent form
consist? Thess questions desmand an sanalysis of three aspects of
the formal organisation of the novels: Pirst it sequizes a
consideration of the quality of the experiences delinsated, = how
far these are treated as eszentislly local issuss of unique and
autogencus nature, and how far thay ace tceated in terms of
literary patterns of universal human sxpsrienceas? 3Second, they
require the analysis of the given writar's rusponsa to tha English
language es a basis for the developmant of a national English
reflective of local spessch patterns and cultural sssumptions,
Third, the lssues concern also the problem of narrstive arganisaticn,
requiring s study of tha narrative patte¥ns, especialiy, the
relationship wstablished bstwesn culturs, local axperience and the
loyie of pliot=davelopmant in the novels. If we use "7 o dasignata
ths ares of thematic organisation, “L* for Language, and "s" for
structuration, our investigstion cen be clariflied by asking whether
our beliaf in the Afcican writers' craative sdaptation of the novel
ganrs is intended to nsan any one of the followingts
1s The creative sodification of the basic
linear frameworit of narrative action as often
daveloped through ths use of causalechronological

prasantation of incidents towards the achievement
of some other modes of coubining incidants, or,
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32 A patter of the creative ghift of narrative
focus from the traditional novellsts® interest
in character presentation and the dranmatized
presentation of experience to gther radically
different centres of narrative intaraent?

T The acceptance of the rhetoric of the traditional
novel form as developed through such modes as
outlined in S(1=2), and imaginative infugsion
of new experiences and social setting into this
basic western rode

L  The dovelopnent of naw linguintic registers, or
language structures for the analysis of the new
experiencen presented,

What is being suggested by these quaestions is that the issua
of what the African writer has done to the "borrowed® narrative
formn has to be gaan not only as an issue of the novolists' description
of cultural realitiec per se, but also of their capacity to expregs
these realities through the logic of plot-movement, character pro-
sentation and the use of languagea.

Although naturally, most of the novelists have not responded
to all these three dimensions of creative originality at once, thay
have clearly demonstrated their adaptive capacities at the laovel
of either one or two of thase aspocts of novelistic form and style.
Through the choice and imaginative exploration of these areas, many
©of tha novelists have been able to make a worthwhile contribution
to the growth of the Nigerian novel. In the chapters that follow,
we shall analyse in detail, the selected novelss Yo still do thig
in order to reveal the kind of adaptive response displayed by the
different novelists, and the specific areas through which cach hag

tried to give an African identity to the inheritod novel forn.
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PART g
oMy EMOSAGENCE OF APRICAN SOCIAL REALI&
CHAPTER IXX
AMOS W‘!UOIA! ﬁ! EEE IN THZ BUSH OF G@S‘!S
X
Amnos Tutiola ratl Style

Prom tha formal parspective, the probleas which Amos
Tutuocla®’s literary ovuvpe poses are easentially of two maln
kinds, nanaly: the nature of the relationshlp which hds
narrative fornm has with the novel genre, ardl secondly, the
problem of the critical evaluation of the kind of originality
which he has displayed in the handiingy of the slesents of
traditional African narrative art fornm,

Pollowing tha publication of his first two novels The
Palmwine Drinkard and Life in the Dush Ghosts in 1952
and 1954 respectively, the critical response to these aspects

of his work has been mixed and controversiale On the one hand,

thare has grown up & slzasble mmber of critics who hava besn
sufficiently inpressed by the formal quality of his work as

to soe him as an "innovator®, and Ya plonuer™ novelist in the
devalopment of higerisn literature. In the firat essay aver

70

devoted to the serious literary exsgeais of The Paluwine Drinkand,

Gerald Ioore® praisss Tutuola for his "intuitive grasp of

1"‘6. Moore, Seven African liciters: (O.UsPe 1962), ppe 0L,
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basic literasry forms," and the originality he had displayed

in Msatting all chance models aside, to forge matter, fors

and style anew for hlns.lf“ct Prom this perspective, Moore
seans to see in Tutuola's work the qualities of “a vllionu:y".a
Amos Tutuola's narrative forms, he howsver contends, are not
those of the noveliat, but are of the kind that have to be sean
. in terms of the logic and moral assumptions of the heroic
monomyth as described in Campbell, The Hero with a thousand faces.’
Like Gerald Moore, Harold Coliina® hes registered the same typw
of enthusiasm about Amos Tutuola's artistic powers, and novel
form, which he deacribes as “ghost novels®, From his perception
of the relationship betwoen Tutuola's nerrative form and the
nature of African cultural assumptions, he contends that Amos

Tutuola deserves to be callsd "the founder of Nigerian Lit-:.turi-”s

1‘1biﬂcp Pa 44,

2e5, Hoore, ope cite pe 57

33, Canpbell, The Hero with a thousand faces,(Millins Press,

New York, 1949),

"H.Rs Chllins, "Founding a new national literature: The Ghost
novals of Amos Tutuola", Reprinted in Critical Per

Tutuola, Ed. Bernth Lindfors.(Three Continent FPress,¥ashington,1975),
ppe 60, 70£f,

S*H. R. Collins, op. cit, loc. cite
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In contxest to tha kind of commendatory criticism of
mocra and Collins, & number of other critics hava responded
to Tutuola's work in an uncompromisingly deprecatory sttitude,
In this typs of response, Tutuola's achievesment is evaluated
not in terms of significant "inventive powers® or "originality“,
but rather in terms of his enbarrassing translation of trsditional
African tales into Englishe Typifying this kind of response,
Sabasola Johnson' sess 1n Tutuola's work 1ittle or nothing beyond the
pressntation of traditional Yoruba talas ceast in his {Tutunlats)
‘strangs lingo's In his view, Tutuola cannot bo meaningfully
ragarded in teras of the ides of originality, since what he
really offers, is "largely transiating Yoruba Lldeas in almost the

2 prom nis linguistic

sang order saquence as they occur to hiam%,
anslysis, Afolayan passed the same judgament by maintaining that
“the subject natter of Tutuola's novels is Yorubs oral literaturs,

set in conteaporary Yoruba coununity-*a

i _ "

o5, Jonnaon, Latter to west Africs, April 10 1984, reprinted
- in-Berath Lindfors, op, ¢it, pps ILEfL,

‘z‘xhldo
oA, Atolayan, "Language and sources of Amos Tutuola®, in
Ceit Pars ves on African ratures Ede Cs Heywood

g London, 1971), Ps s
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Datween the extremes of Gorald Noore's early coxmendatory
criticiom, end thet of Dabasola Johnson's censuring attitude, thero
has also enmcrged in relation to the development of an African
oriented critical perspective, a nunber of °*corrective utudxea‘1
intanded to redross the nisconceptions about tha naturn of

Tutuola®s works and artimtic powers,

fHouristically, the viability of each of thess judgementa
about the formsl quallty and significance of Amos Tutuola's work
dapends not only upon Tutuola's narrative parformance, but slec,
on tho evaluators's mentsl perspectives In particuler, it depends
upon his understanding of the theoreticsal iasuos which we tried
to deal with in chopter Is These are. tha nature of tha novel
genre, the varieties of posaidbilities implicit in it, and uhe;
constitutes tho basis of newness and or originality in given
instencas of tho noval forme Jocond, those types of lasuos also
denand an understanding of the literary and intellectual backe
ground of tho writer himsolf. In the specific case of Amos
Tutuocle, and hio usas of traditlonal patorials,; tho perception of

the scope of his originality in the development of the traditional

lesnese stusles are now nunerouss The most f1luainating of
these includei= (a) Omolara Leslie, "The Palmwine Urinkard: A
Reassessaent of Amos Tutuola® 4in Jou _Of Commonwe Litera
(1970); (b) Lu.N. Oblechina "Amos Tutuola and the Ural Tradition" in
Prrsence Africaine, 63, (1968), pps 86ff;5 (o) Dernth Lindfors, Amog

Tutuolalr "Jebts and Agsats”™ in Critical Pegagggt&g!g on fmos Tutuola,

Ope Cits pps 27528,
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forms entails an awsreness of the element of creativity that is
generally Anvolved in the process of ‘transliteration' or the
handling of pre=existing conventional materislss In order

to chart a route towards our views of Tutuola’s work, we shall
jook wvery briefly at his intellectual background and carly
influances.

1 uhich Anos Tutuola has given,

Pron the numerous interviews
and fron tha brief blogrephical skstch which he had published
along with tho 1954 odition of Tha Palawina Jpinkard, a picture
of Tutuole's personal life, and circumstances to=date emargos.
The significant factor that does come to light {rom this backe
grouni-ig that Amos Tutuocla is, litorarily, a selfenade san who
had come into the Iiéaxight of authorship through forealjht and
chanca, rather than through the conasclously sustained approach which
a good formal education and literary training often jgives slthough

the stapdard sixz which he achleved in 1937 could Fit a nan for

fa) ~ric Larrais@ interviewed Amos Tutuola in 1953, Hise
observations are pudblished in The Reportar, Hay, 1933, and

sumnacised in Dernth Lindfors, tds Critical Pecspectiveg on Amos
Tutuclas ops Cits pps 13+14 and 191,

{b) Barnth Lindfors corres;onded with Amos Tutuola in 1968,
e later interviewod hin in 1972. Tha relevant points given by

Tutuola say bs found in Bernth Lindfors Critical Perspsctive on
[} ] Tutuo;s ops Cits Ppe 291, and 294,

{c)? John Agetus slso held an informative interview with
Tutuola in July 1974 at Ibaden, where Tutuola had bosn store kesper
in the N.B.Cs The discussion is published in Js Agetun ed,Intervie.as

with six Niserian writers (.thiope Press, Denin City), ppe 5 ~ Be
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& husble career as a clerk in an office, it was by no mesns & :
training that offered any notable level of litsrary education
capable of opening the pupil's eye to the complex sssthatics of the
rnovel form, ad the subtle problems of sdppting the novel to the
Nigerian cultural environnent in the sams way Clechi Amadi and
Chimus Achebe wore to do. Put in other items, it seems avident that
his background was of such a linited kind thast could, and did put '
out of his creative reach two posgibilfitiesi« {a) the direct use of |
the sssthetic conventions of the western novel form, snd (b} the
 intellectualiced interest in the extonaion of its formal mode .
into now dimensions in any radicsl menner. It is in the recognition

of thie essentially limiting bsckground, that ths *placement' of
Tutuolats form end style within the iAndigsnous fromewaork of oral
litexary conventions and techniques as recently suggested by

EoN. Oblechina, 1 Omolora Leslie, 2 and Oladele Taiwo > and

Adetugdo 4 reaprosent very broodly, the view of this theasis.

i

2, L+ Ne Ohiachina, “Amos Tutuola and the Oral Tradition®

An_Bresonce Africaine, loc. cit.

2. Omolars Leslle, WM: A Resssescsment of Amos
Tatucle® in JCL, loc. cite.

3. Os Talwoy Sulture snd the Migerian navel. (Recaillan, Lendon,
1975’, Chapm s DPDe 79 ££4

4+ As Adotugbo, Form and Style” in ' K1
Eggefg_ty_g. Bds B. King {University of Lagos & Evans, Ibsdan,
19713, ppe 174 ££,

‘i
;
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Significantly howevar, while thase studies seem to have
rightly suggested the broad framework for the understanding of
Tutuola's narrative form and tachniques, the basic issues of
his uniquenesa and the authentically African form of the
stories remain yet unclarified. Further, in the frequant
cepreasentation of Tutuola's craative process in terms of
“translation® or "translitaration® of traditional tales, or at
the other extrems, in the rather sisplistic evaluation of the
stories as written texta or novels, critics have often failed
to appreciate fully the totality of the Tutuolan narrative mods,
and in particular, the singularities of his modes of nacrativs
structuration, It As in the sppreciation of the complax and
unique nature of Tutuola‘'s modes of literary pressntation that
wa shall take and develop tha view that the formal ideantity of
Anos Tutuola's work cannot bea adequately described in terms of
either tha folktale genre simply, nor of the modern novel.
Rather his insistent litezary form has to be viewsd as an instence
of the "auraleoral" nacrative medium, whose assthetics derive
from tha creative interaction between the narcator and his
audience, What we wish to emphasisze in this formulation ars two
important points: Firat is the fdea of the aural quality of the
stories in spite of the imposed scriptic framework, and sacond,



ths role of tha drmﬂc context of 'audienca - narrator®
situation, and the subtle but distinct impect this has upon
tha evolved moden of narrative ptructuration,

III

Marrativg Structure and Experience
In order to provide the experiential content for our view

of Amos Tutuola‘'s achioved narrative forn, wa shall first
exanina very briefly, the kind of story presented in Amos
Tutuola's second novel, My Life in tho bush of Ghontn. 1
In degcribing thic, o alco seek to articulato the kind of
croative interest pre=gupposed in his dalinaation of tha
experienca.

Unlike its predocessor, The Palrwing Drintard, ths baain
of narrative movement in nHy Lifc in tha Bush of Ghosota 1is not
a charactoristic passion or moral forcs in tho poychological
or moral makc up of the protagonist. Thus, unlike ths drinkard,
whe sats out in search of his tapster, and consoquently pito

hinsalf

1. References throughout are to Faber paperback, 1954 edn.



against s variaty of hostile forces in the process of

fulfilling his insatiable desire, the boy = hero of hy Lifg

in the Bush of Chosts is emotionslly and marally a passive
characters, Like J4ndbad, he is a "journeying® character who

1s actad upon by the hoatile forces in the world in vhich hs

is a stranger. In this sense and situstion, his pre-occupation
throughout the course of tha novel, is siaply to survive the many
difficult sfituationa in which he unwittingly finis himself. In
the Innginative developoent of this experience, of viclssitudes,
thoe story presents 29 dramatic situations, each of which

constitutes an episode in tha linear progression of the story.

The literary dﬁvoiopucnt of these situyations represents
a continuous narrative of closely '1nter1ncknd‘,z and dramatically
1nt¢qrate¢ exporisncess. For the purpose of our discussion, rather
than 89 & description of a significantly objectified structural
pattern, the linear tovement of the novel can be ssen in teras of
three phagesi Tho first, the 'sstting'! cooprisas chapter Iy (ps 17 »
21} the second, corprising chaptars 2=27, deals with tho boy =
wandarerts experfences in the bush of Ghosts; and the third,
chapters 28 ani 29 presents tha cxporience of his rounion with

lepor what we mean by this saa Diagras 1 “Suspense and

L)

Narrative interlocking in Amos Tutuola®.)ps.’920f the thasis.



hio fanily after a traumatic twenty=four years absence spent
4 wandering through the bush of ghostss

In the first section, the 'sctting*, tha story prozents
an eccount of tha historical background to ths boy's traumatic
experiencesg aspecially, tha facts of his dossstic situation,
the jealousy of the cother's co=wives, ani the outbraak of the
slave ralding wars These clrcunstances rasult in the unhappy
event of the co-wivea'udfkgé;:abanﬂon-ent of the younj boy, now
ajed only saven, to take care of himself in the ensuing confusion.
In this saction, the expariences offersd sre locatad in the world
of every=day axperience and pocial :naitty. in contrast to the
abpormal world of tho ghost which form the leocus of tha niddle
sa.tions In tha oidile saction, ths story rotreates the wanderings
of the boy in the bush of ghosts, putting enphasis on his acute
sufferings, trials, hoirwbroath estapes, and tho sadisn of sone
of tha ghoatsy Thaze experiencas, together, represent the bulk
and focum of the narrative interest of the novels Central
the delineated experience of suffering, and the shesr sadisn of
the various ghosts which the boy encountered aret the prasantes
tion of tha horror and cruslty of tha smelling ghost (pp.29 = 33)
tho monstrous Flasheeyed mother and her baby ghosts (pps 96£f) and
his sharply contrastive idyllic life with the supsr-=ladyipps. 112£f),
Throughout tha noval, the presentation of the dboy's paln and



suffering, end tha eaimost sedistic behaviour of the glost
to tho boy ic terrifying, Bensath the narrative vorve and
1light numour of the story, thare is as Taiwo has cightly
obsorved, ™a sorbid obsession with pain, suffering, torturs,

1 ihile occasionslly, there is

humiliation, maell and dirt,™
an internission, in tho boy's suffering, as in the chapter where
ha meets tha super-iady, and consequently enjoys an idyllic

1ife reniniscant of tha drinkard's 1ife with tho falthful sothar,
Pain and suffering seem to colour and or constitute th: underw
1lying experiences being pressnted.

In the limited nature of the xind of oxperliences offered,
and the drematic situations prosentad, My Lifa in the Bush of
Ghoat has a nusber of important affinitios with the Homear ie
Odyasey theme, particularly in the linitod respect that it is o
tale of suatainod victisaitudes which befall the protagonist: as
he sasks to return to his hose froa which he had besn estranged

_"uby adverso historical ciccumstancess In o pore "homely"” and
significant respect, By Life in tha Duash of Chomtn is a literary
rendition of a distinct ¢stegory of the Nigerian folktale form,

in which the protagonist undergoes many difficulties end trials

1e6, Taiwo, Culture snd the Nicerian novel (Macaillen Presas,
London, and Basingstoks 1976}, ps 97, .
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not for any particular reaszon, but, as part of the rich and
varied experiences of travalling in a strange and unfamiliar

land of both positive and nagstive nmoral forces. HNot only ia

its forn, its gencral thomatic orfentation and contant conditioned
by the traditional African folk imagination but also its
distinctive narrative acsthatics; ~ « its rhetoric, and organiss=
tional techniques can dba roadily seen to have their roota in the
establishod procadure of traditional African narrativo ert ang

tho inpoct of tha orsl modium in the deatarmination of those podes,

v

Thio recognition of the role of his narrgtivo podiun and folk
nacrativo procadurs upon the devoloprment of his ctyle and form,
does not suggest, howevar, that Anos Tutuola's responap to this
basic convantional narrative form can be described sinply in tecms
of translating or tranalitsrating simplieiter, 7This is so in the
particular respoct that, in his handling of the core plots, and
rhetoric of the folktale gunre,; Tutuola has also displayod a
remarkable flare for narrative arte In this respect, hs shows
avan in the new literery mediuny, a genuine instinct for the

effective codulation of ths glesant of the for:, in a way that
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ghows that he 1s a highly taionted and individualistic
resonteurs Thus in his creative hands, end with tho nediatory
effects of the alien Cnglish Language intorracting with his wother
tongue, his stories; including oven the stock situations of the
folktala form seea to undergo metaphorically, ™a prissatic
refraction; taking on new colouring, 8nd new intansgities that
bear tha imprints of his own personal cruostive sensidility. In
effect, while prosorving certain aspscts of the folktale form,
the direct effects of hias own creative sonsibility, and the
constraints imposad upon hin by the new medius of Lnglish
language have been to modify significantly some of the aspocts
of tha folk rhetoric into now forms and level: of emphasiae

Ong of the areas of /mns Tutuola's own personal responses
to the fol:tale form is the nature of his narcative point of view
and interests. Lhareas in the general folktale focn. the
narrative tone and form of incidents tends to be developed in
rolotion to a didactic moral interest, in fiy Life in the Bush
of Chosts, for instance, thare is really no direct concern with
the nar;l tinstruction® of the rosders Instesd, as wa shall discuas
iater, the basis for tho devolopoent of narrative action and
the critzrion for the selection of ¢iven narrative situations

dorive from Tutuolats own intultive recognition that story



Movement of Nesrrat

¥

1 {she) «es Sat on the ground in the 26 - 27
centre of the town permanene..
tlys
.2 She did not stand up or move any 27 - 28
where at all
3 She was all the time beaten by 28 ~ 29
both rain and sun, both day and
Night
4 She fllled the town as a round 30 -« 31
vast hill
9 Billiona of hacds eee liko o buby'd 3]
haood nmmd on hor DOAY eesrisse ’
8 Each of these snall husds hod
two very short handae 45
7 _ ukth two «s eyes shining - R
- -botn gay and night }ika firo-
f14co 46
8 tith soall mouth and nuseroun 46 « 47
chorp tcoth ceessssceves
o vith voices which sound
like church bells, 50
10 like parket nolisao 53
11 {she) Had o special Mige haoad above L7
avarything ia tha town.
It showad hor out four miles 57 - 99
from thio town,
42 Hod a large rmouth that can 60
gwallow an elophant uncut
13 Hod two large flaghing oyce 61
on the front of hor heod seee
14 Hod ovar 6 thousand thick tseth 65 - &6
in hor oouth,
13 Esch was about two feot long and &6
brown in celours
16 t™he hair on hor heod was just -]
17 "1ike Dush eee all could weigh
nore than one ton
10 Coth her hends were used 74
in gtiring soup on the fire. N
19 lika spoong,
a0 She did not foal pain of fire 75
OF hOht sescscssssssncsevaser _
21 Hor fingar nails were Juat 1ike 70 |-
Ehoveltl soencessoasavsnnsnsns p
22 She hod two short foat e 77 P
23 These feetih;fe just like T ' )
pillar as thick as pillars 79
24 Her eyes were bringing out
splashes of fire all the tine 80
25 Her eyes were used to bring
out fire on firewood... 81 - 82
26 like petrcl, inflamable spirit -
or gunpowder sesevense B4 - 85
27 Her eyes were floods of light 86
which served as electricity
for the town at night.

Page references are to My Life in the Bush of Ghosts.
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telling is basically & strategy firstly, for social entere
tainment, and only saecondapily is it for a didactic end,

hnd £ a=logical dcatie

Of the varied repertoirs of tschniques that are so gsrmane
to the Tutuolan personsl style, by far the most insistently
ﬁurvasivt is what we describe here as “the technigue of a-logical
predications” Tutuola usas this as a basis of nacrative and
imagistic pressntation, In Lits general forms, this technique
consists in a reprosentational style in which the subject ¢3¢
of a purrative situation, and its predicables 'Y* are presented
and developed in an selogical msnner that starties tha reader,
and challenges his habitual view of things., vhat i3 involved in
this celates ficatly to the naturs of his narrative descriptions,
and sscondly o the pressntation of evants and expariance in his
fictive universe, Let us tske for instance two goneral narrative

statemants

(a) Se (rgiOﬂibniﬁﬁptto.ctigdﬁwr {leveoner)
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and (b) 8 wm ¥ & o a 'MW' (lessnsel)

whare (in a and b} tha subject 'S* 4s & variable which in teras

of the story may be a character, = a ghost, a txde,; an animal, an
action; and *¥Y' the predication, is also a variable in the

field of properties which may be predicated of the subject 5,

What is intsresting to note is that &in the Tutuolan Shetoric the
relationship normally established betwsan *3' and 'X' {s never urbane,
Farely normaly; and almost alwsys extremsly dramatic, in effeact, while
his mode of fictive developmsnt reniscs the hyparbsiic end the unusual
as the normal, the ordinary and the dul) has little or no plsce in
his pearspsctive on realitye. Amongst the most basic of the exanples
of this mode of presentation of being and happening are {a) the
drinkards wife wvho carries her pragnancy on her thuad instead of

in har womb, and who delivers, not through the normal channel,; ut

by the bursting of the finger,’ Next le the presentation of the

paople of Yred! tnwn.g

Thay are not only peculiarily red, and 'had
their eyss on thalr kneas,* but could also changs themselves to

anything, and did changs themselvas on obe occasion to a great

e h—

1%A. tutuole, The Palpewine Drinkesd, (Peber and Paber, Londan,

1952) oo 31,
20704dey e T81E, Do Bl
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fire that bui-ut away thelr houses, including all their
bclunginga.i

As in he Palowine Drinkard in My Life in the Dush of Ghoats,
thore 15 an equally pecaistent developmant end uss of this tachnique,
hnongst the simple but quite graphic presentations are (1} the land
that 1s said to « ' telk and scresm 1fke o human being,? (2) the two
Yad trews which can move about and with their leaves ainging 1ixe
umen baings,? (3) the poopie of “Heaven town™ who build thelir
houses "bdent downwardg as £f thay were going to fall*, and "whone
chiidren wete always rolling down fron these houses® without thair
éarenta caring.‘ Stronger still are the nature of the pressntation
of the identity of the ghosts, such as "the emsliing ghost*® and
"the televialon hended ghoste®, he near arbitrary juxtaposition
ef images and motifs is nost strikingly evident in the ‘description
of "the floab-lyod Ghost® and her ghort ghoat chtldrnn.?

¥hat asens so singulerly characteristic of this deccriptive

prosentation, 4s the tendency not only townrds concreteness and

144 mutuole zmw.g, ps 814+ Tha people of Heaven's
town a&re good axaaplen o strangenszsse They are rapresentad as doing
"everything Lincorcectly™, pe 58.

%A Tutuole, Hy Life in the Busn of Ghosts (Paber and Faber,
london, 1954), p.05,

3°a. Tutiols, fhe Palwewine Uriokard, pe 82,

"Ihidq. Ps 59

®*A. Tutuola, My Life in the Bush of ahosts, p. 29,

G’Ih.‘_l.d., Pe 161 "

7’1h‘d-. pe 97,



acbitrary juxtaposition in the choice of nacrative images.
Thara iz also the wvay in which Tutuocla's intsrest in what is
sxclting sesms to lead hia into nev and sver-anlarging image
perspactives,

Fails e Ts 1 GiviNG the imagesiine index of the description
shows the nature, source and diveraity of the kind of images
and Sdeas Tutuonia has drawn upon to paint the picture. For
this description alona there ars no less than twenty seven
“strikingly spectacular imagess The evocation of so many
inages and the strange admixturs of such charactaristics as:
har sitting permanantly "in the centres of the townge. 8iX
mile in circunference® (line 1), her being "as round as a vast
hili®, (line 4), her harbouring sc sany thousands of emall ghosta
who kill animals eae{line 5=10), her having over a thousand
thick teeths see (142, 23 well as her insensitivity to “the
pain of firs or heat® and her possession of syes vhich are
“bringing out spleshes of fire, ... and which could cateh
fAirewood like petrol, spirit, gunpowder”, togethar with the
other fdeas of her avyes servirg as flood light to the town at
n:l.qhﬁ. &re all indicative of the unique nature of Tutuola'’s
descriptive mode, and the kind of creative versatility which he
has called into play in his narrstive form and styles,

The use of this style which parslsts through My Life in the
Bush of chosts ix alse strikingly evident right from his first
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novel, The Palm Wine Drinkard. The presentation of the

Red fish i3 an effective simple use of this mode.

“At the same time that the red fish appeared out, 1
its head was Just like a tortoise's head, but it 2
was as big as an elephant's head and it had over 30 3
horns and large eyes which surrounded the head, 4
All these horns were spread ocut as an umbrella. 5
It could not walk but was only giiding on the 6
ground like a snake and its body was just like 7
a bat's body and covered with long red hair like 8
strings. It could only fly to a short distance, 9
and 1f it shouted a person who was four miles 10
away would hear. All the eyes which surrounded 11
its head were closing and opening at the same 12
time as if a man was pressing a switch on and - 13

offe.. - 1

The nisus here is towards the ‘cumulative! presentation of the
..n32£§§fﬁ§:3 and the intensification of the fictional reality
through a cluster of highly dramatic images., The evoked "red"
of the fish halps to set the matrix of the fantastic, "Its
head small like a tortoise's head", directs the reader's
consciousness towards its dirmunitive size. The next sequence
of sentences (2=11) builds up the sense of its strangeness
through the sustaiﬁed compilation of other extraordinary
qualities. In lines (2=3) the fish's head which ™is just like
& tortoise's head™, is presented also as being "as big as an

elephant's haaﬁ“, and having at the same time, over thirty horns

lea. Tutuola, The Palm Wine Drinkard, ppe 79=80.



and large oyen arranged circularly sround it, In the

sentence that follows (4-5), all tho horma are cprued out

like on 'uzhrella®s Froa the imaje of the unbrellaelike

horns, & sioilitude with a gnake is invoked, through an
unexpected twist in tho description., 4With everything that

it is already, 1t also glidos iike & snakoe Following this,

tho next sentence (7) identifies it with the bat, Dosides,

it hao similorities with a bird in the respect that it can also
£fly. Further, it con spoak, and when it shouts, its volce can be
hoard ahout "four®” miles away. Coming into the eslcctrical field,
tng oyas", Tutuola says, “were oponing and shutting as 1§ BODG
one was preasing a switch on and off® (11-12), In effect, within
this single narrativo descriptiong Tutuola invokes a medley of
inages and phenomena summoning into tho reader's consciousnoss,
such itens as water, fish, colours; elephant;, tortolise, snake,
unbraells, and olectric light. thereas in ths dascription of

tho Flash=Cycd Hother, thae prosentation had been aggrecsively
concentrated, afi overwhslningly prolix, in tho case of tha red
figh as in nozc othars, Tutuola reconclles diverasity with a
peasure of concisenoss, order and meaninjfulness. Hare too,
thora ic the sanc slcpent of tha imaginative organisotion of tha
faniliar and tho honely to achicve the offocts of tho bisarre
through tho paculisr stylistic mode of prosentation involvod.
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The Dramatic Incident and Narrative Structure.

Amos Tutuola's consistent interest in the use of incidents
and images that are highly dramatic, speactacular and unusual
defines the formal structure and quality of his novels. Thus,
in a manner shaped by the continuous use of the spectacular
as a narrative paradigm, the linear structure of My Life in the
fysh., of Ghosts is essentially a sequence of "the dramatically
unusual®, rather than the expression of a.naturalistically
patterned plot and fictional experience in which both the
ordinary and the extra-ordinary have a place. Through this
focus upon the spectacular, the effective llne of narrative
experience is only the continuous prograssion from one Ghost
situation to another, creating in the process, a medley of ghosts
of many ‘colours' and temperaments. These embrace in the most
comprehensive manner, the silver ghost, the copper ghost, the
golden ghost (chap. 4) the burglar ghosat (chap. S) the corpulent
ghost {chap. 9), the ugly ghost and the armleas ghosts (chap. 11)
the equatic ghosts (chap. 11) and the jocose ghosts, Dach of
these is presented distinctively in terms of its different but
equally striking qualities. As in the stylistic ordering of the
descriptive images, as outlined above, the presentation of the
ghosts is ‘cumulative', and tending towarda the random. The

Jength of the story thus derives more
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from the sheer number of ghostesituations presented.

The general narrative novemsnt of the story es charted through
the preaentppional order of the ghosts, and the narrator's
journey thr&ugh the ghost town in the strange orderie 7th,

ath town, 9th town, 20th, 4th, 10th, and 13th LOWNSesssesnetll
reveal the basic high level of arbitrariness involved in the
Tutuolen style, its source of effective power as well as the

prodlesatic nature of his narcative originalitye.

The ordering of narcrative iasges and tho forn of the lincar
novement of his story has generated the inpression that
Amos Tutuola's stories are structurally defectiva in being
episodic end unplotteds This impression registered for instance
by Omolara l-esliu1 saems to bg almost the general critical
concensus in respect of Tutucla's formal orchastration of
his stories. As we have had -occasion to point out, Tutuolats
stories when reed seems to lack the kind of thematic unity
characteristic of the novels of Achebe and Elechi Amadl in which

a higher level of éidnctic perspective has provided a basis

&

“O. Laslie, “The Palm Yine Drinkard:s A Reassassmant
of Azos Tutuola® in Journal of Comronwealth Literature, (1970),
_p- 48=56.




of narrative continuitys To uge this kind of improssion

as a basip for suggesting that Tutuola®s stories are

dofective 1o, howevar, to fail to ap;rociats thn dynazics

of Tutuoleé'’s narrative form, and its pecullar basis of

gtructursl unity. Indesd, such a critical verdict revoals a

lack o avarenesc of the wide range of structuring eleccnts which

are ioplicit in narrative art !qrn generally, and in particular,

tho weys in which a given nerrative medium deternines its own

appropriats unitics. As may be readily soen, o:quninntlon@l

unity in the Nigorian folktale froa which Tutuola's work is

derived; iz shaped in teras of a numbor of narrative modes.

Somatipan, the unity of tho form nay be derlved froa the moral

purpose of the tale, while at othsr times, this could be in terms

of eithar the contimuing identity of the protagonist, or the

nature of hia nlssions In gomn cases, and very often, the

unity of the narrative say bz derived froa the ssstholic qualities

of its rondition, espoclally, from the code of suéicnaa. In By

Lifa in the Bush of Ghosts, The Paln ¥ine Opinkacrd and Feathex
an_of the Jungln, the sesthetics of narration derive eseentially

from tho conditions of oral narrative arts Specifically, it

derives fros tha code of suspense which working in alliance with

the rhythn of nacrration, provides the nmajor stzucturing
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force, and source of the pleasure of its narrativa prelentation.1
In relation to this aspacﬁ of the work, Tutuola's narrative form
and style here consists in the progressive ordering of images,
sltuations and thenes cap&ﬁle of soliciting the element of suspense,
surprise, and the sense of the marvellous,

Central to this mode of narrative integration is Tutuola's
characteristic style of “embadding" and “interlocking®
of dramatic episodes and situatio;:. Chart ¢ II' is a
diagrammatic representation of these two modes of narrative
presentation. As shown,z Tutuola's narrative tendency is to
develop a given situation, not only in terms of one or two 1nt;nse1y
dramatic fictional experiences but of a nexi of incidentsi ‘abc d,
‘e fghi', ‘Sklan', '0pqr 3%ecee®. For the forward
movement of his stories, Tutuola's manner is to pick out of the
given chapter of multiple dramatic events, “a b ¢ d", any one
eplgcde, "b" say, and to develop thisz in terms of another closely
knit cluster of dramatic events 'e £ g h' out of which any one "embedded"

event *f£' can be picked up, and developed through a further sat of

1‘what is specifically implied in thiz is the fact that an
auditory experience of Tutuola's story 1z not one of discontinuity,
but an lntegrated and dramatically sustained fictional experience.

2+ the small letters ‘a', 'b', 'c', 'd', te', 'f£*, 1gv  ept, i L
sss3 denote given dramatic or “unusual® incidents, episodes or
descriptions which feature in a given chapter. The arrow
indicates the direction of narrative movement. *b*, *f*, k', 'p',
's', are ®"integrating®” links in the narrative experience.
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subwoventss This pattern of suataining nacrative interest oay
bs sasn in tha above diagranatic representation of the narrative

continuity betwoen the firat five chapters.

Through this charactoristic aode of narrative organipation,
the various chapters, juxtaposed .llllg;tl_r} and opiacdes, are
tiocked? ints a central continucus atory, creating s quasi=plot
1ine, that develops and sustains tha aesthetic slemant of suspense.
This organiasticnal pattern constitutes tho dynanics of Tutuola‘e
plot form, its basis of vovement and growths tdthin 1t, |
narcative integration ., is effoctively realised by the
establishod pat;em of prosentation in which the “enboddod”
episcda on situation 13 ‘carried? forwnrd.r_-'-: and expanded in a way
that carries tha narrative action progressivoly froo ite initial
situation through a wide r{;ge of other connzcted events to ita
final rosolutions t -

The importance and relovance of this oleacnt of narrative
guspense to the appreciation of the assthetic iogic of Tutuola's
narrative fors is crucial. Equally, it &8 crucial to an
undarstanding of the relationship of comsonality between Tutuols's
nacrative procedurs, and that of tha conventional novol forms

In his *Introduction & 1) analyae des récltl,'i and in his

i“'ﬂ. Barthes, "Introduction k(,‘analyse structurale des
cécits” in Conmunications, 1966 pps 1=27 translated in liow

literary history vols 1, pg 20ff.
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analysis of Balsac's Sarrasine in 8/2,* Roland Barthes has
rightly outlined, in the process of the formulation of his
organising codes of the rwslistic fictional forms, the code
of suspense, This he refers to as "the harsensutic cod-,”a
the code of "mystery™ and “enigma"™ that arousss interest to
know the end and the truth, Although there is somsthing
subjectively arbitrary in Barthe's ides of the fiva codes, what
he has to say on the”orqanininq force of suspense in the effective
creation and reading of & text, underscores tha central role
which the fmplicit code of suspense plays in narrative as a
genre.

Tutuclats insistent resort to this element of aesthetic
suspense is basic to the appreciation of tha African identity
of the work, Through this moda he succeeds mors than most of
his contemporarius in maintaining a high level of artistic
continuity between the modern litecary form, and the whole
background of traditional African literasy valuss and aesthetics.
Specitically, through the imaginative expioltation of this
coday he succesds, as Ramssran has rightly pointed out in

Ai— I - o o ey

1ea, Barthes, B/Z: (3eull, Paris, 1970), ps 56£f, Por second
hand discussion ses below.

2e 5, Culler, Siructursiist Postics (Cornel Unive Press, 1973},
PPe 210£f and 19521, -

T o
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»preserving the essential dranatic quality of the African
folktake forn."..1
In his explication of Amos Tutuola's stylistic tendency

towards ths ‘dramatic image,' Professor Babalola has adduced

the idea of the influence of the Yoruba love of the marvallous

wheni he observed:

~}hc Yorubas are lovers of tha marvellous, the
awe=inspiring, the weird, and the eerie. It is

a small minority of Yoruba tale that concarn human

beings only. The great majority of the tales feature
humen beings, animals, behaving like human beings, and 2
often alsc superhuman beings, demons, ogres, and deities -

While this observation reinforces our view of the influence of

1"J. Ramsaran:, “African Twilight: Folktales and myths in
Nigerian Literature®, Ibadan, 15 {1563}, pp. 1719,

2‘5. Babalola, "Folktales from Yorubaland™, West African Review
Jan, 1962, ppe14=-15.

The use of the “weird® is not of course pecullar to the
Yoruba, but is a general feature of many African oral literature~
forme, In Isoko society the exceptional constitutes an insistant
poetic technique (see Akporobaro, FaB.0. "African oral poetry. Three
modes of communication® Oduma vol.2, No.1, ed. T. Vincent- 1975.

Also Herskovits, Dahomean Narratives shows the spread of the
fantastic in West African narrative art.
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the imagined mudience (folk) sasthetics upon the evolution

of Amos Tutuola's narrative style and perspective, it 4s

important to realise too that the literary significance of

Tutuola's style transcends the love of the marvellous Dep 88.

Through the creative emphasis upon the ‘unusual' there is

achieved throughout his novels an insistent ‘metaphorical
transformationt! of experience froea normality towards the lavel

of the mythopostices Threugh this process, My Life in the Bush

of Ghosts schieves 3 mythopoetic form dabued with & pecullar symbolie
force, and capeble of generating & wide range of psychological effects
in the reader. The form end force of tha achisvad vision and style
highlight in a way, the jitersry possibilities of the traditional
African mythic imegination and narrstive pethodss Yor the effects

of the style consist not merely in the reslisation of an exciting
worid of wvnngm images, end situations, but also, 8 form of |
literary experience to which the general reader can haxdly resain

detached.

VIXX

mgo;an nzrrative form gg Litegary En;m;

Through the period 19521967, Amoa Tutuola wrote a nurber of

novels including Simsd Se of 4 un 95
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The Brave Afrlcan Huntress (1958), Feathar wonan of tha junglo
(1962), and Ala s Iinhori . (1967). Even if

during this period Tutuola's work doos revoal, as raiwo1 hao

observed a marked change fron "the position of a total
acceptance towards that of a critical questioning of traditional
values", in the area of the formal organisation of his stories,
Tutuola has not shown, in principle, any significant chenga in
his basic approach. Although ths intensity of narrative icages
and the quick inventive powers of tho early two books seeas to
havo petered off, and a now tone of strident satire and poralicn
has begun to emerge, the podalitics in terms of which the later
novels are fleshad out reaaln the 5223 Thus, in spite of thso
now moralistic tone of Alayli end h Povo tha
basic modes of tha spectacular and the hyperbolic, tho tochniqua
of a-logical predication, ths exploitation of guspense end tho
reabedding” of situations a.nd oplsodes remain still tha
characteristic features of his narrative art. #hile ha has
grown more experionced and core acquainted with modegn novelso,
there is little or no sign of any consciousness of cultivating
ths sasthetics of the western novel form, or the redafinition of
the narrative structure of the carlier novels into lina with tho

conventional waestern novel forn.

1. 0. Talwo, Culture and tha Higerian novel, ope Git. pe 110
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The realitias of Amos Tutuola's worlc and the highly
obliqua relationship axisting betwsen those and what is
normally considered to be the contemporary African social
reality have genaratad a controversy about thas novelistic
;Zntu- of Amos Tutuola's work, and the significance of hie
achievasent in the developsent of modern African literatute,
In hia sarly appraisal, Gsrasld Moore's verdict had been to
the effect that Tutuola's work cannot be legitimstely seen
as novels, which according to him “deals with man in society®,

while Amos Tutuola is

concernad with san slons, suffering, and growing
"anld the Limages thrown forih by his own mind and
the imegination of his race. 1

2 seens to endorse Moore's visws in

In hin study, Izevbays
raspect of the idea of the 'private’ naturs of Tutuola's
narcative interestss Developing the argument that Tutuola's
experiment In form has not found imitators, he arguss that
the major reason for this "ia the remove which Tutucla's

nacrative interests ara from the contemporary Nigerian uurxd.*’ on the

1eg, Moore, Jeven Africen Weitees: {0.U.P. 1570}, pe 42
2'0. Isavbays, “"Ths Relavance of Modarn Literary theory in

English to Postry and Piction in Fnglish speaking ¥Yest Africa."
PhaDs thosis, University of Ibadan, Decesber, 1968, ppe 271 ~ 273,

Seynia,
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other hand while Martin Tucker aees in Tutuola the making
of a novelist, he has reservations as to whether Tutuola
i3 in a technical sense, a novelist. In his view, Tutuola
43 more of a mythologist than a novelist, As he suggests,
Wtuolats work is merely "cast in the gulse of fiction" while
%his heroes are more of dream figures..."1

Judged in terms of the realist criteria of the novel
form, the peculiarities of Amos Tutuola's style, and the
nature of his ontology, can and dg£:5generate a lot of doubts
about whether Tutuola‘'s work are to be read as novels and what
relevance they do, in fact, have for contemporary African
experience, and the development of the African novel forme In
fairness to his critics, many aspects of Tutuola's world may be
significantly described in terms of 'fantasy’, and hence of
1ittle relevance to contemporary reality. In spite of this, it
must algo be pointed out that not every aspect of his world can
be described as being ef little relevance to contemporary life. .

-

on the contrary, the cosmology presupposed in

L T 3

5
L
- -

his story and the beings persistently invcked consti~

tute as Anadiz has rightly peinted out, the traditional African

A

1'H. Pucker, Africa in modern Literature, (Ungar Publishing
CO' New YO:k. 1967)’ P- 69ff.

2E. Amadi, "The novel in Nigeria" in Ogyma, Vol.2, No. 1, ed.
T. Vincent, pp. 33ff.
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ontojogy which 1s of continuing practical relavance for tha
conte.porary African aven An his city situations, Indeed, the
high levol cof ralevance and significance which Tutuole's fictive
raality hags in the African context brings into focus the often
forgotten elenent of cultural reletivism involved in our discrie
pinfition betwoen realisa and fantasy.?

Further, given tho organisaticnal structuce of fiy Lifa in he
Bysh of Ghosts as we have tried to present it, on the ons hand,
and on the other, a nore thepcrotically viable understanding of the
structure of narrative arteform, onc wonders whother the misgivings
registered by Martin Tucker, Gorald Boore, and Izevbaye do not in
fact ariss out of a basically too narrow and rigid undecrstanding
of the natura of the novel form and {ta function, lIndeed, from
the kinds of ideas which have essrged out of a nusber of structue
ralist analysis of the nature of narrative form as woll as from
the nore orthodox dlacusnionna of ths novel fora it may be seen

that much of tha critics deprecatory comments about Amocs Tutuola's

1'As Bay be readily se n, what a glven age oc society considers
to be "resl”™ may be seen to be otherwiss at diffcront tises or places

2‘25. major relevant works here include {(a) R.H. irince, Ihg
Granmar of Stories., (Indians University Press, Dloominjton 1975, (b)
He Barthes “introduction ai;l’anslyee structursle des cécit" in
gggg%ggﬁsflog" tde Re Jacobson; (c) R, Barthas, 3/2(5euil. »Paris,
1970), (4} ¥. Janeson, Tha irison houss of Lentgqet A ccitical
Account of itructuralie~ eni russian formalisa, (.riaceton University
press, Frincetsn, 1972) (e) E, Rulr structure of
{London, 1958), (f) R. Kellogs and R. icholes, The liature of Harcative
{Princeton University press, ¥rinceton, 1968)s These studies are
Lflluninating not only in ths way thaey indicate the formal possibilie
ties and techniquas iepplicit in the novel but also in their diacusllon
of which foatures are basic to tha gente.
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work are manifestations of two factors which the critic
must seek to correcte First such attitudes are indications
of predilection for a particular type of novel form - namely

the outdated 19th century idea of the "well made novel®.

Secondly, such attitudes are symptomatic of a failure to
understand what items are fundamentél to the identity of the
novel form. Thus, whereas-. Amos Tutuola's verbal style, and
the dynamics of his narrafive form look backwards towards the
conventions of the oral narrative medium, fhe general aesthetic
interest of his stories, represent also the pasic requirements

of the novel as a narrative form. Specifically, the

‘insistent mode of *interlocking' of motifs and episodes, the

central role of aesthetic suspense, the element of the causal
chronological sequence implicit in the movement of his story,
and finally, the established links between the imagined audience
aesthetics and the style of the narrator constitute the basic
narrative universals which are internalised within most novel
forms, and generally modulated in relation to the specific

function of the story teller.

without doubt, Tutuola's exploitation of the folk

imagination and sensibility : does render 'remote' the style and

o
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experiential content of his work. DBut significantly,

this “deviant" quality does achieve asignificant litarary
effects. Like the highly idiosyncratic approaches of Kafka
in The Castle, i'rs. Radcliffe in livaterien of Udolpho and
Robbe Grillet in The Voveur, Tutucla's deviations froa the
conventions of contemporary western realism function as a
node through which his imaginative experience and vision can
be Q?ﬁﬁé&g;;ii&i} projected. lis insistent exploitation of
African folk bolliefs and traditional artistic sensibility
reprasant a kind of cultural nativisa which, as a literary
style, is not peculiar to him. «hat is, however, significant
is that with Tutuola, this nativism has been raised to a lovel
of prominence and form that reflect mnost distinctively, the

African primal vision of reality.

©

<o

o

-
- .

In recent yecars, many critics especially ligerian literary
scholars, have been able to realise not only Amos Tutuola's
originality, but the more significant fact that his work representa
a major contribution to the dovelopment of Higerian fiction. The
basis of his significance as an African novelist has howover been
conceived in terns that rather vary from scholar to scholar. In
his study, Culture and tha :igecian novel, Taiwo appraises

Tutuola's significonce in torms of the realised cultural contant
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of the storiss. Concluding his discussion, he highlightes

the way Tutuola "has axtended ths traditional fantesy of thae
Yoruba folktales to cover aspects of the modern incdustrial
civilieation while at the same timo reminding poople in
conteaporary society of their ancestral paut." thiles tole
Soyinka and Viﬁcontz are auire of this achieve:! cultural
dimension of the novels they see Tutuola's significancs to lie
in his blend of the orasl and modern literary heritage, particu=
lerly, in tha way he succeaded in uniting traditional lores,
patterns and manner of oral composition to create a new and
powerful work which is specifically Africane Lindfors on the
other hand, directs the reader's attention to the innovative

quality of Tutucla®s work. As he puts ity

{iAmos Tutuolas is most important as an innovatore He
was one of the first Africean writers to contribute
comothing new to Hastern literatures Although few of
his innovations ware conscious or calculated, and many
ware borrowed from Fagunwa and Yorubsa oral traditions,
he desorvea to be calied the father of exporimentation
in Rigerian fiction in Lnglish’, 3

140, Taiwo, Sultuce and the Migecian fovels pe 310

20000 T. Vincent, "Africanity in Hodern African Literature.”
An unpublinhed paper prcsented at the 1977 Festac Colloquium, pe 33.

3‘8. Lindfors, Critical Perspec s _Tutuo pa 306,
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These reprapentations are indications of the different

rospacts in which Amos Tutuola's narrative fort does succesd

in the artistic extension of the western novel into a
recognigably African forms An aspact which ia not often
stressed snough but which 1s oost central to the quality

af his achievenment ia the forn of his fictional world, By

this we mean his insistant recreation of the invisible belngs
and forces which define the traditional African world viev.
Although prosented in an essentially mythopoetic form that

pay somotimen lapss intc the surrealistic, or the comedic,

end although no one doliberately imitated his style, his ree
ereation of this ontology constitutes in the context of Nigerian
fiction, the beginning of the inscistent focus upon specifically
Africen concepts, idoas and experiences vhich later day novelists
like Achebe and Asadl were to explore and project in terms

of wuch more refined literary forms snd techniquess



THE DEVELOPMENT OF SOCIAL REALISM
SHAPTGR XV

CHINUA ACHEBE: ARROY OF GOD
i

If the form of Tutuolats novels rapresents the triumph
of the mythopostic imagination, in which realism has been
dissolved ints a metaphoric moda, the novals of thoss who wrote
after him represant the deavelopment of "social-realistic form,”
in which & profound concern with the expression of distinctively
African sociowcultursl experiances fa reconciled with an intanse=
ly artistic interast.

As evidant in Chapter I, "realism® in fiction L3 a relative
concept muminq ia often individualistically or socios
culturally conceived. In using tha texn tsocialerealiesm® in the
description of the form of some of tha Hsgerian novels in the
folilowing chapters, we shall mean any one oc combination of the
following two levels of fictive pepresantation’

(a) The comprehsnsive reprosentation of the dafining
datails of Higerian reality (sccial and metaphye
slcal), to the extent of making tha fext &
»picture® of every day ilfe.

Lkefoms are to the 2nd. edne. Heinesnann, London, AW, 1974.

T
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(b} The depiction of the typical Nigerian moral
consciousness, as revealed in various patterns
of individual behaviour and experiences and
presanted with or without recourse to the
details of local cultural elementas
The emergence and growth of these sgerious and realistic
fictional novel forms through the period 19568«1968 did not
start as & consciously embraced literary movement concerned
speclifically with the exploration of the novel form for its
own sakes Rather i{ts beginning was essentially the result of
a number of highly individualistic responses to the colonial

experienceyespecially to its devaluation of African cultural
vy

values,

in the formulation of his subject-matter and the develop~
ment of stylistic techniques, Achebe's work (including his
essays) represents the most formative influence in the growth
of the African social realistic novel form.® Not only did his
ideas blazon the way for the representation of themes of
specifically African experience, but he also brought into the

handling of prose style an awareness of the need for forging new

1'By the "African social realistic™ novel we mean the type
of novel characterised by the items we have described in (a) and
{b) above,
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techniques for the effective communicatien of tha
distinctive gualities of the African world and social

experience.

Historically, however, Achebe's Things Fall Apart
is not the first original work of fiction in the growth of -
Nigerian literature. A number of fairly realistic novels
and novelettes had been written in English, and in the
indigenous languages before its publication in 1938. Of
this class of early fiction, the Onitsha market stories,®

C N

People of the City, Jagua Nana, and The Palm-Wine Drinkard:

serve as examples that imaginative 'novels' can be written net
only by Europeans, but alsc by Nigerians. Significantly, however,
the impact of these forms of early fiction on the genesral

reading public and the development of Nigerian fiction aeem to
have been marginal. Whatever success they achleved they nevar
transcended the level of 'popular! light reading materials.,

Like Tutuola's work they remained interesting cxamples that

found few or no imitators,

1eg. N. Obiechina, Ed. An Onitsha Market Literature,
(Heinemann, AWS, London), 1572.
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he basis of Achebe’s unique aignificance and influence
in the development of the 'realistic' tradition in modern
African fiction consists fundamentally in hia redirection of
the smergent popular styles and forms into a more intansely
realistic form characterised by a high level of sericusness
in the sxprasséd social concerns, and a groa'l;;:saphitucntm
in the technical control of the forn.

The infusion of this naw approach is imaginatively realized

in his work not only in the seriousnsss and relevance of his
thoses but in his displayad level of narrative compatance,

- Indeed, of the warious Nigarian novelists ha is the only ooe

in whose organizationsl process the architectonic senge seans
intrinsic, and at its apex of sophistication. This he has
displeyed throughout his novels in the formal rezatlmshtpf ba
which hs established with ru_larknhla ingenuity and

delicacy between theme and the structure of narrative action,
and batwesn character, soclo=historical ethos and the fate of
the individual and soclety. Indesl, given tha scope, form, and
quality of Arrow of God, it may be 3aid of him as Pord Madox
Ford sall of Conrad that “he had a aignificant hold on the
architectonic of the novel, ~ ovar the way a story should be
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built so that its interest progresses and grows to the last

nord.'1

In order to sse Achebe's formal response to the realistic
novel form; we shall examine the types of structural techniques
he uses, and the complexity of the relationships established
baotween social vision and narrative style in Arrow of God where

Achebe's art is at its maximum intensity.

In one of his early essays, "The novelist as Tuncher"z
Chinua Achebe gives an insight into the acsthetic and moral
bases of his arts In addition to other social r&sponsibilltitl.
tha writar in a new nation must seek to give & trus and honeat
picture of his ubrld.3 This he can do through the sensitive
depiction of its soclal exparience, problexns and aspirations,

and by the imaginative representation of the pattern of human

lepora Madox ford, Josaph Conrad: A personal rsmembrance

(Boston, Little Brown) 1924, ps 9

z'Chinuu Athede, “The tlovelist as Teather"” New Statesman,
29 January ,1963,; ppe 161=2,

3'Chinua Achebe, "The Novellst as Taacher” loc. clt.
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beshavicur and beliefs which give & distinctive cultural
identity to that wordds In the particular context of Azpow

£f God the conteption of the central theme is such as to give
concreto sxpression to this concern with reallism,. Explicating
his czeative intentions in an interview with Lewis Mxosi,?

he says that in tha novels

' handiling 4 whoie 1ot ofeee mOSE® couplex
themenses 1ike the relationship batween a god

and his prisst,. ny chief character in this novel

is & villags priest not a Christian priest =

a traditional African religion, And I'm interestsd
in this old question of who decides wvhat shall be
the wish of the gods, and sep that kind of situation,

Evident in thesae discuasion is the relevance and complexity of

the thswes which are being handled in the novel. In treating

these themes the crsative scope of the novel 1s not restricted

ta the depiction of the moral issues involved in the psychological
conception of Emsulus. As we ahal)l show later they derive also from
exceptional senaltivity to a patwcrk of contsmporary sotlalepolis

tical experlences which Achebe has brought within the logical scope

of the story. Purther, just aa ths noval pressnts these many intere
related Sesues, 20 too 4is At Antensely “particulerised®.In dealing with

t*an interview with Lewis Nkosi, in African Report, 9/7, July
1964, p. 204
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its nexus of complex soclial issues, it carries into its
narrative focus a conslderable range of local characters,
| &al) of whom are presanted with atriking particularity.

Thus, within its 260 pages, the novel prasents some forty

charactal's prasented sv as to indicate the various sapects

of Umuaroc soclel Life and current socio~historical experilence,
But for all its affectad elenment of narrative expansivee

ness, thanntic'Eoiﬁrnhiﬁ;ivunlli and dedication to the defiw

ning detalls of social Jife, Arrow of God is nelthar diffuse

nor & structurally unstable novel. Indeed, part of tha

strangth and literary significance of the novel consists in

its thematic coherence and atructural integratedness achleved

theough the interlacing of tha diverse issues into & single

dramatic plot movement.

In its inner structure, Aciow of God lé o carefully
orchastrated novel which develops through a Sattarn of human

interaction, Through the insistent concern with ths realistic
presentation of the particularitiss of the African cultural Aife,
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Acheba has developed narrative drama which moves pProgressl-
vely to its spex of dramatic interest through the continmuous
interaction of threa aspects of social reality, vis, « the
Rersonsl, the societal and the spiritual, Each of these
reprasants a differant basis of the narrative action and are
telescopad and blended into a unified experience presentsd
mimstically through Eseulu as focus. In this way, sach works
within the novel form not only as & matrix of tha action, but
as a functional conCept for the analysis of the soctio-
historical experiance of Exeulu, and his world of Usuaroc.

Within this "tripartits” narrative frame, Ezsulu, the
central character provides the individual perspective and
major motive force of the nacrative action, Ho L5 the protae
gonist whose coaplex parsonslity and conflict with the social
life and destiny of Umuaro soclety constitute & cardinal part
of the realitiss which tha novelist has set out to explore in
thelr noral and philosophicsl implications.

In his interview with Lewis Mosi,’ Chinua Achebs indicated
the comploexity of the issues ' he has set out to axpress
in the novel, This he ocutlingd as the pr—c\vbleu of man's dealings

il

*Interview with Lewis kosi, African Report .9/7,July, 196,
"-: iy l?u 20.. -
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with the gods, and the role of Essulu's intellectustising
tandencies on his effectivenass a8 a bridge betwesn the god
Ulu and the sccletys This range of issues is successfully
transforned in teres of tha underlying narzative logic into
the dramatic action, through Eswulu's conflicteridden
responses to jasues, to people, and to the god Ulu, In his
vagus and scmewhat deluded reliance upon his own judgement,

he 48 apt to create conflicts betwesn himself and his world,
This he does in his dealing with Nwake and Esidemtli faction
in his ill«judged and unbefitting responss to the risa of
education, and in his highly undiplomatic dealings with the
colonial raginme as well as with the pecple of his ouwn clan in
thelr quarrel with Okperi. The astablished connection batween
Eseulu's paychology, morel temperament, and plot sovemant 1s a

dravatised realisation of the natural 1ink between character and

fates The thres dimensions of his personality, = his psychology
emotions snd intellectual sensibility are treated from two



~
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pointn of views Pirst as thay affect the fortune and 1ife
of Usuaroc cociaty of which he is the custodian, and socond,
an they datermine publiminally, the moral decieions, upon
vhich hia actione Decoma based rather than their being

‘received from Ulu, whom he should normally walt upon like

an arcow in a8 Hhow,

Second to the parnoﬁal, the novel also osts up and
oxploras ancther perspectiv:, namely the level of socistal
forces which wo shall cefer to as the "cyclical frama® on
account of its inhsrent element of the viclious circle of
intra=gocisl confiicts and reactionss Through its atyliostic
orchestration, this perspective represents a rango of oocioe
historical forces through which the novelist weexs to enslyse
and dr-matise the traditional groupecon:zcloucnass, = Lts
comnunal spirit, and solidarity by which Lf sa=ks to ”eonnact"_
ALl into a soclal wab enjaining a comnon purposs and will,
Further, through this framo, the activities, psychology, and
azspirations of individuals not in tha cantre of thoe dranatic
action are projected and rovealed in tholr cesote and yet often
docisive influenca on the central exparience of Lzeulu. uUith
the novelistts intisate knowlodge of the psychology of the
people of Umuaro, and its pattern of hunan ralations, ha
creates the inmpreasion ¢f a mosh of poople,; a donsely populated

and closely knlt world of individuale of difforent selfe
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"ate” and Charaoter.

As may be Been in the above diagram, a particularly interesting
aspect of Ezeulu's condition is the wide range of human problems
which he has to deal with, This state of affairs derives from
the fact that he is not only deeply emmeshed in, but also right .
in the céntre of his world. Consequently, he cannct remain a
passive obgerver,
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interests, like Ogbuefi Nwske, Mr. Clerk, and John Jaja

Good Country whoss personal interecsts and interections add
ecomplexity to the narrative sction. Thus, in the pursuilt of
their self-centred agpirationsy not only do they affect one
another directly or indirectly, but also, they generatas

acticns snd reactions that are highly critical to the experience
of Ereulu. These actions and reactions operate like social

presgures transmitted along the radil of a closed world of

.

& which Ezeulu is the central hub. See Chart Al "Egeulu as
centre of Socio~Cultural Forces", Through the effects of hins
character, his commonsense as well as his moments of irrationality,
he too reacts in terms of other decisions and actions whose effects
reverberates to the outer periphery of hisz soclety and disturbing
in the process the stability of his world.
By means of this established transnission 1line from Egeulu
to society, and from soclety to Ezeulu, an intricate wed of
ﬁz. several soclio-historical thermes 13 woven into one intensely
. dramatic nerrative mythos without resort to the use of a parallel
4t or sub-plots, The emphasired pattern of cyclio exchanges of
) nacticng™ and "recctions” with all their disruptive possibilitles
function as an effective narrative st'rucmrn conveying relsvantly,
the pattern of social pressures inherent in the treditiocnal

African world and whose balance depends most
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heavily upon its chlef political figure,

Thirdly, towards the end of realizing the African theme
in its totality, Arrow of God astablishes another perspective
and source of dramatic experience, narmely, the spiritual
dimension., This expresses, realistically, the realm of variocus
spiritual forces bayond the world of sense~perception, Wwhile
the overt dramatic action is sat in historical time and space,
and concerned effectively with personal and sccio-~historilcal
issues, it invokes in its chnaracteristic development of African
realism, the conascicusness of the ancestral gods, - Ulu, Idemill,
Eru, and Chukwu, -~ by subtly establishing tha reality of thelr
influence upon the social and personal lives of the pecple, Like
Tamara in Ogzidi and the Sea-god in The Concubine, Ulu's influsnce
on the narrative action of the novel 1s direct and yet not as strie
dent and improbably forced like 3 deus ex machina adduced for the
resolution of the wmoral theme., Rather, like the
traditional African spirits and occult powers, the gods are
invisible, but are yet part of the fabric of life through their
transcendent reality in the conaciousness of the charactars.
Thus, as revealed in Ulu's relation to Ezeulu and ldemilli to
Ezxidemill, these two gods have a strong hold on the consciousw
nass and life of the characters. This i3 to an

extent that effectively adds for the realistlc African novelists
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a now dimsnsion in the reprasentation of character,

gocjety and the 1oyic of tho narrative actions

In the charazterisation of Lzeulu, Achebe brings
further into focus, tho drasatic significance of this
spiritual dimension on the course of the varrative action.‘
'fls doss this through the a=biguous overlapping of the power
of Lpsulu as priest, and that of Ulu as god. This azbliguity

creatas a real difficulty for the people in drawing the noundaryw
1ine batwoen what really is Ulu's comaand, and what is meraly

a reflection of Czeulu's arrogant and stubborn personalitys
Lzeulu htnaal!'rcccgnizaua this ambiguity, and fros time to time
axploita it for his own anditious tnterestss Thus in his cecret
dosire to havo more power, he shows a tenlency to progsent his
own will as Ulu'se Ao will Ba avident in leter discussion,’
. ¢his highly ovarbearing and prasusptious tandancy results in

s pattern of drasaticelly critical reactions {sataphysical as
well as pocietal) which have a crucial besring on the socio=

poiitical 1ifo of Umuaro soclety and the fate of Lzeulu.

P

1‘Furthar. in the narrative action Ulu is of special
significance not only becauso of bhis historical rolo as war god
but bacause in cuch s profoundly religious world as Umuaro, power
clustors around him ani his priest. Hanco tho status of his priest
is presentad also as the sourca of tha political rivalry which
pol.rizes Usuaro into tha two factions of Nwaka=.zidemili end that

of Lzeulu.

2e1nidey ps 208

Y*5ea pages; ,122=123.
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Throujh Acheba's narrativa inter woaving of the three
perspactivos « the perscnal, the social and tho motaphysical
prosanted ainultansously as the dynasic pource of the
narrativa action.‘¢5£g=4§g_§gg achicves a considerable range
of aasthetic affectss Of particular artistic significance
is tha alpost palpabla sonse of dynamic lifa, tho vivid
icpression of movenmeant, action, pecscnal interactions and
cultliplicity of characters and com:unal activities, By this
€a-prehonsiva realiss and deftly controlled narrative

tatruchuta,tha novel achioves inprassively, a sense of density
and largenass that makes it touch tho level of the o ical.
By this distinctive form, Achebe capturcs sagniiicently the
realities of the traditional Africen lifo at o apecific
historical period,

Stylistically, this illusion of roal African life and
socio=higtorical experienca ia the result of o creative alliance
of several factorss First it is a by~product of Achche's
intuitive underatanding of the toxture and nuances.of traditional
African life, as monifoatod particularly in the Ibo socloty of
Uzmuaroe £qually, it is also the result of Achebo's masterly
use of tha basic astratagies of the reallatic novol forme
Spocifically these include (&) the realistic control of plot

sovesent in relation to social and psycholojzical factora,
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(b} the use of the conflict resolution pattern as the
arnature of tho narrative action, (c) the insistent endodie
oent of sociowcultural details within the focus of the
narrative pregsentation and {d) the sophiasticated handling of
thoe causal chronological framework in teras of which the
narrative experiance 1s pressnted, tie shal)l consider the
creative use of each of these podalities in rolation to the
forna)l effects and guality of exparience gencratsd through

thema

3 ture Plo

In its narcative roveasent, Arrow of Goq is as much an
image of tha soclal experience of Usuarc as it 1s of Lzeuluy
the focus of the narrative actions In terms of construction,
tha novel, -micl-n is cozposed of 18 chapters, can bo seen to
fal) into thrse distinet sections, each of which develops the
ditferent phases of the dramatic experience prosenteds The
first section cosprises chapters & = §, tho second; 5 « 12, and
the third 13 « 104 In the first section, chapters 1 = &4 (pp.
14 « 54), tha narcative establishes both the geographical locus



and historical background of the narrative actions In

the flrat chapter, Esoulu, as the principel cheracter, ia
pronsonted at "home” in his religious role as chief prieest

of Ulu, ani as watchman for the now moon. In the following
chaptars {pp. 14 = 548), the novel prescnts the setting, the
world of Usuato. Retrospectivaly, the narrative shifts five
yeors inta the past, %o give a history of the clan gspaciallyy
the coming together of the ;é;g}vlllagus of Vauachals, Tmwnneors,
Usuaguy Unueseani, Usuogwugwu ﬁnd Usulsiuss to form one united
villags group "Ususro® capable of withstanding the attacks of
{ts anclent ensmy, Absses’ It was during this time that Ulu
had besn *installed™ as the guardian waregoed of the clnncz
It wag at this time that the Egsulu family was alss chosen

to be ths houss of tho chief priest. Along with this backe
ground, the présent sac{nl 1ife ia presantsad as being lived
against a background of various forces of disruptions Okperi
with vhon thcyﬂp.di a land disputs stands es threat to their
soliderity and harmony. The forcas of social change are also
at work, Thmse ara coinly in the form of tho nev western

influences, the colonisl administration, with ite concern "to

teacrow of dod, pe 14s

25 1hide, pe IAEE
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lead the backward races into lineﬁi to establish the
system of indirect rule and the new education in responsa

to which Oduche is sent to school.

The second saction of the novel continues the presentow
tion of the first section. Banically it devalops largely
through detailed presentation of the day to day life of the
community, focusing, particularly upon the typical events in
the 1ife of Eseulu and the soclety of Umuarc as an organic unit,
Of the wide range of dramatic events presented,two are of
special relovance to the central theme and axperience of tho
novals The first is Oduche's indiscretion in lmprisoning in

2 This act of sacrilede

a box the sacred python of Idemili,
genorates and furthers the soclety’'s hostile reaction to Ezoulu
and his entire family, The second is the construction of the
roed from Okperi to Umuaro by the Otakagu age groups This
provides a context in which Oblka is severely £logged3 by

Mr, Wright. This incident not only symbolises the highe

handed and blind attitude of the colonial masters to the local

population; significantly, it conatltutes an indirect

Learrow of God, ps 33

2’Ar£gg of God, chapter 6, pe 59
S.Ib,.dl' chapter 8, p. 87,



attack as well as a slur on Ezeulu’s soclal atanding which
1s already baing underained in several respects. Along with
thesy two dramatic incidents, is the celebration of the
FPestival of the Pumpkine In this we seo dramatically enactad

Essulu's nebulous Sdentity as priest, nan and qod."

In the last section of the novel, chaptara 12»18, the
dramatic movement is intensiflied and hurried to a dramatic
resolution that movingly evckes the traditional African sanse
of what §s really tragic. Against the background of the social
tensions aiready built up in the firat two asctions, the narrative
actiono!awmwlmwmmioclctum. The atmosphare
sghickans® with suspenss as crislc bagins to foliow upon criasis.
This intense dramatic quality is realised largely from the fact
that now, the three basic motive forces in the narrative actlon
are simultansously presentad as the motive forcas of the tragic
expariencas of Ezeulus 7irst, there is the presentation of the
pounting ettack and criticiem of Ezeulu following Oduche's

& saorileds ; and Lzeulu's defisnt attitude to the peoples
Supérimpom on this charged social stmosphere ace the new plans
for mocial change being introduced by the colonial rogime.?

Le1nid., chapter 7, pe 67£fs
Ze1nidey pe 1084
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rhis historicel davelopzasnt bagins to strain Eseulu's mind,
and to test hia political skill and powers Thiz developmant
doubles thse nitrix of the narrative drams, Pinally, the
reality and pGwer of Ulu is krought into the forsground,
coaplicating further, tssulu's life and concerns. Thus as
already chserved, Ulu reacts to Essulu'e decision by
asserting his supremacy snd power, He questions the wisdom of
Egaulu's decision to fight him people as a neana of protecting
his (Ulu) powsr, instecd of walting for the god's action

patiently like an arrow in a houbt

In the rss&liatic presentation of the historical Llssues
involvad, the novel develops dramatically, & saries of highly
critical actions and situations which, working cusuistively
anhance the tragic possibilitiss of each other, bringing Eaeuiu
to ani inavitable and yst unforsssn disastrous snd, Two of thess
deciaive developasnts may be notad as they Llluminats fssulu's
character and the intricats naturs of the forces which he is
conpsiled to deal with. First is his nonzhalant handling of the

1'Ihxd.. pe 19%s Here Ulnu asks "dho told you that this was
your own #ightl.ssI say who told you that this was your fight to
arcange the way it suits youl™
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call from the colonial office at Okperis On the ono hand,
there is the extrenely arrogant message ho zent back: ™You
must ficat return, howsver, and tell your whito man that
Eseulu does not leave his huts If ho wants to ses ne, he
must coma heres”? On tho other hand is also the extrscely
inciting way he handled the sumcon as it affectad his own
peonle who ars indirectly involved in his fate. Ho tails
reslly to seek or even take thalr advice in hia overbearing
self=assurances As he zurprisingly confessed "when 1 called
you, tojether, it was not because I am lostessAs for what I
shall do, i had set my mind on it before I asked Ikolo to
Sustaon you.“z This incident continues and acceleratos the

process of allenatlion already czet 1in motlion.

Second to this is his ill-sdvised and undiplomatic
confrontation with rir. Clark the deputy to RNre <interbottom and
the reprozentative of the colonial powsr. Responding to ths
offer of the post of peramcunt chief, in the new system of
tndirect rule, Lreulu refuses with tho sane infurlating alr

of arroganca and inssnsitivity to the wood and feelinjs of tha

Yeareow of Gods, ps 139

2615184y pe 145
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peo.lo hoe is desling with. The sequence of his replies, and
his final refusal with the words: "Tell the white nan .zeulu

1

will not be any body's chief except Ulu® indicates a quality

of pride and self essurance that are; “however, vitiated by the °fF
elenent of naivete in dealing with bggple. This posc of

excassive pride not cnly prolongs his detontlon,z but also it

sets up whole sequence of new incidents that create a charged
ataosphere of mistrust, anger and bad faith that culsinates
ultinately in his slienation and final overthrow. on the one
hand, he succeeds in alienating himself from thse colohlal powers -~
representad by Mrs Uinterbottom end Hr. Clark, By the same
undiplonatic sensibility, ho also alienates himse)lf from his
people including his friends. Characteristic of the extremely
difficult situation he occupies is that his decisions are often
fraught with highly ironic consequences through the complexity

of tha socloepolitical factors around him and partly as a cfesult
of his insensitivity and lack of conmunlcativenasa.3 The nat

result of the charged social state of affairs which he thus brings

Leprrow of God, pe 175

2¢rhide,

3'“£von at the bast of times,Ezeulu only spoke when ha
wantod to, and not when people asked him®, Arzow of God., pe 1584
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about in Umuaro is that Obika is compslled to perform the
rite of Ogbozulobodo even st the time when he is not physically

£i¢ to perform such a strenuous task. As he sgys:

If I say no ... thay will say that Ezeulu and his
family have revealsd a sacond time their determinstion
to wrack the second burial of their man who did no
harm to thez.

As a result of Obika's conssequent death, Ezeulu is physically
and psychologically shattered. The event is a tragic blow that

is beyond his comprehension. As the novel represents iti=-

Ezeulu sank to the ground in utter amaszement,

It was not simply the simple blow of Obika's

desth great though it was. Fen had teken greater

Plows: that was want made a man & man. For did

they not say that a man is like a funeral ran that

which must take whatever beating comas to it

whthout opening its mouth; that the silent tremor down

its body alone must tell of its suffering? At any othear
time Essulu would have been equal to any pain not compounded
with humilistion. But why ha asked himself again and again
why had Ulu chosen to deal thus with hia to strike him down
and then cover hinm with sud? 2

1. Ibid., pe 224.
20 Ibid., pes 229
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s

This overwhalming perscnal loss and humilliation

. constitutas the central dranatic irony implicit in the novels

Basically, it underscores Lseulu's lack of attuncment to the
roalities of tho world of vhich he is the apiritual custodian,

To the peoyle of Umiaro, his fate and suffering is & direct

~ visitation of the god Ulug = it Ls an act of divine petribution

in support of thoir struggle against his {Lzsulu’s) solf

srcogated power and selfish scheningse Prom.gﬁéljbént'of'iiéw’of
ths tragady,the untisoliness of tho death of Ohika, his nost
promising son, coupled with his own alienation froms his god and
pacple together reprosent the basis of the traglic charactn? and
pathops of his experience. In their total effect, thess expariences
reprasent Lmculu's loss of those very things which within tho
traditional African systen of veluas, have given worth and meaning
to his 1life.

The analyais of Czeulu's character in connectlon with his
slow but steady alienation froo his society underscores the sense
of tha complexity of his character as an individual, it &lso
1mndicates the distinctive nature of the tragic pattern which
Acheba in evolving in tha novale Opecifically, tha otory
presents a nuiber of iniicators in the form of incidents which
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help to ostablish tho lecal (African)® character of this

tragic experience. This it does by dbringing into focus why

his fate is felt {or could) be felt to be particularly painful

to the people of Umuaroc. FPirst, is the death of his favourite,
mature, and indeed, most promising son Obiks. This 15 &n expes
cience which most traditional people regard as a tragic blow to
any man, Second, there is also his fall from his unique position
of gocial eminence and great respect due to his offica.

After the toll of the various incidents, he llves the rest of his
1ife in “the haughty splendour of a demented prleat.® Further,

- 4

there is also the omphasised connection of his suffering with ether

i spite of the much discussions of varlous aspects of
African literature there has been little or no discussion of the
traditional African oconse of the tragic and the influence of cuch
a perspective in the development of charactox and narretive action
in the modern African novel. Chinua Achebe's quotation from WeBe
Yeats in the opening pages of Things Fall Afnrt scens to have
guggested to eope critics the idea of the ect influence of W.B,.
Yoats theory of tragedy on Achebe’s tragic form and vigions A.Ge

Stocks papor "“W.B. Yeats and Achebe” Critical Perapectives on Chinua
Acheba Ed, C, Innes, and B. Lindfors. 1979, ppe B6£f, which pronlscs

to treat rolationship batwaen Achabe and W, 8. Yeats rather digsappoi-

ntingly fails to evince the pointe of similarity and divorgence in
the two writers' philosephic responsc to the probleas of individual
fate and poclo-historical change. Other critics have cuperficially
analysed Acheba's tragic pattern in terns of Aristotle's doceription
of the forn of tragic oxperience. Our study of Achaba'’s novels shows
that these fereign models are not significantly pertineat. In actusl
fact the quotation from W.B, Yeats is of a limited direct rolevance
to the understanding of Achebe's tragic pattern. 7The use of the
quotation is that it functions as an affaective metaphoric expression
of the process of social disintegration in an age in which change has
becoma rather inavitable. W.B. Yeats trajic vision as expresszed in
nis pootry is essentially doctrinaire, being a kind of dispassionate
exprassion of the idea of the cycle of cocial chango that is recurroe
ntly steeped in blood and violenca.



intangible but insistant forces « the force of history, and
especially, what wa have refsrrad to as the "Cyclic frame®.

A basically intelligent man, prompted at tises by doth good sense
as well as stubborn Lmpulses, Ezsulu suffers precisely becruse,
as & typical traditional African, he is enswshed in his soclety
end sntengled almost fnexcrably in a network of soclal pressures
borne of inter-personal rivalry end compilcotad further by the
introduction of new and unfaniliar forces into his soclal system.
Indesd, .m its narrative form, the development of Epeulu's fall
from his initial position of socliel importance to his final ruin
is 8 finely realised drematisation of the dlalectical conflict
between tho inner forcea of pearsanslity and the cuter objective
pressure of scclal milisu and history.

By working within this thematic structure, Achabe nakes
Ezeuluts condition snd experisnte perssnéntly enthralling.
Affectively, the stxucturs anables the narrative acticn to chart
and evoke the fatal complicity between personal responsSibility
and the accident of hiastory, and betwwen the personsl and the
unforseable bound up ydl:h men's politicalesocial nature. Basically,
the central positicn Essulu occupies in soclety as Chief priest and
the unique role this confers on hinm impose & set of nmoral
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constraints and obligations which raquire him to act in
conformity with the social wills Even when his own soral
judgement differs significently, his position becomes one that
requires axtrems diplomacy, csution and wisdom to handle
succesafully, It Ls however part of the condition of his tragle
fate that he lacks most of these necassary qualities st the
pcacise historical time in which they are msost needad,

In his characterisation and in tha developmant of ths
fictional exparience, Achebe couabines & subtle rather than
strident satirical interest with his intensely realistic approach,
gpecificelly, in the poctrayal of Exsulu's fall through pride and
excassive salf-confidence, and in the presentation of the colonial
masters, = in their blind conduct and overbearing attitude towards
the traditional people, - there is delicate fusion of satire and
reslisms. This mixed mode is a continuation of the noneidsalising
attituds which underiie Achebs's firat novel Things Fall Apart
and continued through the sacond novel No Longur at sags to his
fourth novel A man of the people, Throughout Arpow of God this
satirical perspective is, however, deftly auted and subordinatad

to the migetic pressntation of nerrative vision and experlencea.

14
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This ninotic emphasis is reclised effectively in the novel
through the recourss to several creative factors. Basides.
ths realistic structure and tﬁem- which we have elucidated,

"h Achabe also draws upon and nakes imaginative use of specifically
African cultural motifs and conceptual schemas, for the ordering

of fictional reality and axperience,

One of thesa which he puts to creative uss in the novel is
the traditional African awareness of the time and the seasons,
The importance of tho scasons 8z & temporal basis of socisl
activity 4s ovoked in a number of references throughout the novel.
The novel opens with the svocation of the time inmage the appearance
" of the moon, thus anchoring the readers consclousness in the natural
novement of the year, and tha importance which this plays in the
life of the community. FProm the firat paragraph, whan the
narrative action begins, it is not only dusk, but the entire
society 1s esgerly expectant of ths new moon which would mark the
progress of the year, and usher in new life activities and social

rites. ™

e e
-~ Tho two modes in terns of which time is exparienced in
Unuaro are the dry season with which the novel opens, and the wet

seazon with which it endlo‘ These o seasons correspond to the

1eacgow of God. pp. 29, 101
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dry, hard period of sowinj, labour and hopeful anticipation,
and the periol of harvest snd joy respectively. Thelr
effocts and slternation suggest synbolically, tho continucus
cycle of death and rogeneration that represent the oternal
rhytha of nature. This tine framse, which deternines huaan
activities pakes man extrenmely conscious of the rhythm of nature.
This link betwoen nzasonal tioe and coclal ectivities is part
of what gives i.seulu his enhanced moclel and political i-portancs
in the schome of Usuaro societys The foundations of the 1ifew
continuity of Unuaro and of tha harmony between the different
spherea of 1ife ~ the individual, society, the reslo of the
spirits and the world of nature are rituslistically vested on
hin as priest and watchasn who has to announcs the new moon and
also perform the hocass:ry rites for a peaceful tranaition to
new forns of soclal activitioss’ In this doudble role ho is
sy=bolically, the umbilical cord, the norve centre that connects
society to the procosscs ﬁf nature, It is precisely against this
background that Ezeulu contemplates the immensity)of his powara?
Chapter 18 dealing with tho political confrontation between

cgeulu and the elders of Unuaro led by Lzakwosili and Onsnyi

learcow of Gody  ppe 2011,

2"’.])10&. PPe 3 » 4,
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Fnanyelugo brings into focus some of the imndirect ways

through which Achebs can give imaginativa expresasion to

pooe of the socisl rselities of his worlds Tha background

of the conflict is tho elders® awarsness of tho passage of time
and tha fact that Ezeulu had not named the date for the Rew

Yas Pestival end hance preparing tho stigu for the porfornance

of the propitfatory ritusls to mark the beginning of tho harvest
seasone Lxasperated by hip uncompromising decision not to accept
the elders® practical sugge.tion to eat ths reasining three yanl‘
and nema the dote for the naw yanm festival, the entire soclety

13 stunned and thrown into a state of panic. They aro driven
towards o rebsllicus sttitude, and finally to reject Lsgulu's
suthoritys +~zoulu's externalisation of hia own recalclitrant
ssnsibility bocomes sijnificant not only in parsonal tarns, but
in a larger frace, in terms of the way it rupturcs the roligious
1ink batwsen the life of society, and the ordered rhythas of nature,
The intensaly dromatic rupture of this transcendent unity between
wsan and nature is ons of thas significant aspects of the narrative
actions It expresses and enhances at once, the trajic scope and
ironic implications of .~zoulu's selfiah act. In contrast to the

comedic form, the linear prograssion of the protagonist and his

$errrow of Gole, pe 207
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society enteils a painful transition from order to disorders
For Umuaro, tho development marks & retrogression - a movezent
from a reletively stable order to that of  dfssolution, For
fzeulu, the tragicf&bﬁégéééﬁt-lyabnliscl the irreveraible
fragmentation of the pre~established order of things which form
not only the basis of the continuity of hia uorld)but also that
of his god Ulu, and by implication, that of his own social

significance as chief priest,

Culture and Narrative Texture
Although Azrow of Goi may be seon to foll; systematically

into the thematic structuras outlined above, it is also a novel
in which theare is no palpabla impression of didacticisms On the
contrary,; the basis of its richly realised sense of social

expericnce consists in Achebe's highly realistic presentation of

life az & 1iving process. Achebe’s stylistic approsch in the novel

is one in which spontaneity in the use of narrative motif is
reconciled with a controlling sense of design and order. This

studied node of narration may be seen partly in the range and

quality of the cultural motifs, experience, and images synthesised

into the novels prose textura. An axcmination of ths organised
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ctructure of the norrotivo incidanto in tho first cheptoer

poy servae to illustrots the pointe Right from ito firot
paragraph, tha nerrative bringo insiotently into tho rogder'o
concelousncss a verioty of concrote irzgas cnd dotnailn of 1life.
This moy ba coen in tho incigtont ovocation of both -cignificent
end inscignificent incidents and cxparicnco in the courcd of hio
norrations %Thus, the firct chopter boginp with tho cvocation

of &6 roon=-inago cnd of tho rolo of Egsulu as the watchmans

Thie was tha third nightfanll sinca ho bogan

to lock for signs of tho now poone HO knew
1t would come todoy but ho clways began his
wateh threo doys before its tirs beccucs ho
pust not toke & riske In this ccacen of tho
yoar hip tack was not too difficult} ho did
not havc to poor end gesrch the cky as o cicht
do in tho reiny saagone Then tha now £och
pomatires hid itcelf for many daye behind rain
clouds go that vhen it finally coma cut it wes
olrecdy half-grown. And vhile it ployed ito
gara the Chief Priest osat up overy cvening

wadting. 1

Fron thia poworfully eveked mocamwatching situatien, cnd
with it, tho role of Ezculu ap priect of Ulu, tho narrative slowly
develops, bringing into its scopo @ vorioty of events ond lmagen,

all of which are not nocepsarily rolated either

1+ Argow of God. p. 1
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- 1itorarily or cycbolicolly to the thcomatic intoract of
the noval. Pirst, thero in the sighting of tha moche
This ic followcod caguontially by the datolled end cuccoecivo
cvocotion of the incidents typicol of tho flow of cocinl 1lifc.

'}* Thus, the norrative sequenco conciots of t=

Tho watching of the now £O0N scessssscosse Do 1
Tho doceription of Ezculu'sc ObA

Tho boating of tha M eossssnnsesnsesse Do 1

The joyful chrill of the childroh esecsssss Po a

and wivapg on oighting the DooN.

VYomen's com=onts on thoe sitting

pbn.‘l.ti.on of tho COCNe,eecssesscssassscesses Do 2
P Erculu's barn Gareribod cesesssvssscessass Pe 3

Eeoulu's peditotion on the noturc of

hio pr’.ﬂntly POWCE s cnssseseescesassssssnns Pe 3

Tho entranca of hip youngeot con Bnfor seesPe &
Tho roooting of tha ritual yon.
mmuw 0‘ gdoquco--0;.--.-....-.o.ooopo 4
Ezculuts colls of Edogo.

ya . Ezaulu's diccucsicn.with Edogo cbout tha
cm Of GﬂitYQ essssssansnsssssssnassase Po 4

Ezeulu's ceroping end cutting of tho

ritucl yon into thio hRlVCD ceecseccscscsose Pe 5
Ccoicgoll oinging ond uatching her

father cat tho yon and hoping to

m glven.‘......‘................ll.I...... p' 5
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Hip coting BONNCKE esevsccescnssssccnsntnssss pe 3
Eeoulu cnd hioc IKCNGH seeessssovevessasons ps G
Egculu cnd hio Ofg

Ritunl thenkogiving to UlUceecvesscresesves Pe 6
Tho return of Eoculu's wives frea

tho otrean ocida, Tica of day
1NAicatodecssssecscrscesssssanssnsntrsssssss Pe 7

Ecculu's cngor QUastions cessscsesensocnces pe 7

Chbikn'p story cbout his sighting
of o opirit noor Uruccholl eesesessscsences Do 8

0jiugo bringing o bowl of foofoo
and bitter«lanf CCUP cecosssssancsrsnteseds Pe 9

Ecculu's enger vith her for
bringing tho food lotlessscessvessncessnies pe ®

Tho eévecation of thoro norrativo ipcges vith cuch koon
conoitivity to the defining dototlo of Umuaro cultural lifo io
nowover, not limited to thic opening chapter onlys Rather, 1t
conctitutas tho poro insistent orgenigaticnal modo of tho cntire
noval. In tho oponing choptor, theco aopacts of tho naturol
sovec=nt of lifo ore roro of fcoily iteno, designed to precont
co=prehencivaly Esoulu's femdly 1ifo. In tho root of tho nowvel,
howaver, thoco pracentations includa o wider range of rcalitics,
faoturing in particuler, varicus kindo of fcotivols, roligicus
cercmenics, thoe gothering of oldorp, cnd o rolativoly lorgd
nucber of pocial occcoions peculior to the cultural lifo of tha

cesunitys
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ihat 15 significant in the development of this basls
of cultural verisimilitude is not simply the imeginative
fixation of the flow of local life as cozposed of both
significant and ineignificent occurrences. It ip also tho
kind of sophistication and confidence which Achcbe has brought
into the handling of tha logical structuro of the traditional
realistic novel form. In this respect, ha semas to modify the
structure of his novel in » varioty of subtle ways capable of
projecting vividly, both the illusion of reul life, and the
sense of the play of chanco, causality and circumstantiel
happenings. Thres types of stylistic approaches nay be noted

in tho noveld

Pirst, tho basic logic of narrative presentation, and hence
what provides thes basis of the stability of narcativo form and
experience iz insistently causalwtemporale In othar words, in
the ozchostration of the novel, Achsbe so-ms to look towards the
sesthetic stpucturs of the soclal realistic novel form, vhose
orderlinass dorives largely froa the use of tho dasic connective
modes of chancs, continjency and a daterministic view of the

ralationship batween character, society and human destinye

Essulu’s final isolation and his suffering at the close of

the novel elicits in tho roader, the fesling that it is an
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inevitabie and natural result of the chaln of ac tiona and
dacisions, which, he, in his arrogance has initiated.

thareas & rango of contiguous events are presented as
causal contirmities of initiated actions of the protagonist,
occesionally, Achebe does, howaver, vary his narrative mode
by presonting ssquentially, & number of svents which may have
littlo or no ovart causal connoction, but whose contizuity
alicits in the resder, tho inprossion of their direct causal
connsctodnesse Tha contiguous relationship between Lesulu's
ioprisonoent and dinterbottom's iliness in chapter 5§ bestwssn
Creulu's conflict with Ulu end the unhappy dasth of his son
Obika in chaptar 9, snd thirdly, between the sending of Oduche
to cchosl and his consequent decision to kill the sacred python
of Idenili represent sona of the sophisticatsd touches which
Achebe hag introduced into the conssqusntial 1o7ic of the novels
Uhat is being exploited in thess situations, is the paychological
effects of the elements of chance, Causality and the circumstantiale
The achicvad affocts of tho circumstantial nature of those events
is a type of embiguity that genorates varicus responses for both
praader and the fictional characterss For example, the sugge.ted
connaction Datwaen Ezeulu's imprisonment and ¥interbottom's

11lness is a particularly clever stratsgy that elicits various
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types of responsess It creatos a great deal of stir in
the world of Umarm" Soma people even interpret, , the
apparant celastionship as e denonatration of his magical
power as wall as of Ulu's readiness to pr:opect his own

pr&eat;a

In addition to thass two modos Achebe's narrative focus

can forego consciously or unconsciously, the cholics of narrative
incidenta in tercs of the node of synthesls which llenry Jamas
dascribas as "“ona centra of 1ntarut"3 that is, the selection
of ovents as they ars considercd to be strictly rolevant and
nocesasry to the central themes Indecd, in Arpow of God, Chinua
Achebe, like the really mature realistic novelist, secms to have
the intultive understanding that to tis up avery datail to the
and of producing 6 rigidly controlled and connscted sequence of
narrative expsriences, is in fect: to producs a structure that

{s toc neat to square with the rich and flowing weltsr of

—— i il i g

eacpow of Gody ps 155

221b1dey pe 178

3+5en Jonathan ftabans The Technigue of Fiction (Camelot
press London), ps 68 and Henry Jomes: M—"?m Lde Je
niller Jra (Nebrasks University press, Lincolhidy De FIY S
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impreasions which iife in its various forms presents.

Thus, while resorting to the principle of causality and
conseqguentiality in the presentation of the experiences of
hiz characters, it is also part of his development of African
realism that he strives to catch the fael of local reality

in all its motivated and unmotivated occurrences.

Some critics reacting to Chinua Achebe's use of culture-
suggestive images have accused him of gratulitous soclologianm.
Conmenting on the book, Ronaid Christ asserts that Achebe 1is
*long on native customs and idioms and short on narrative
interest.”i' In his review D. J. Enright has similarly

obhserved that Arrow of God ™haz too such anthropological

documentation® which has rendered the novel “perhaps too
elaborate, too uorkid out, too insistent, and a little too
tendantious..“g In ocur assesament of Achebe's concern with
the naturalisation of the English 1anquage,3 the usefulness
and limitations of thess images will be discussed. What cust

be noted here s that whatever short~comings these types of narrative

1'Rona1d Christ, Raview of Arzow of God New York Times Book
review., Dec, 17, 1967, p. 22.

Zep, J. Enright, Review of Arrow of God Hew Statesmen
{April 3, 1964), p. 531.

3egee p. 3452349 of this thesis.



142.

images may have, they define the sthnic *locus” of thae

novael, But they not only recreate the socliowgultursl
background of the narrative action. As we shall discuss

later, these detalls ars often used affectively as measns for

the depiction of local ways of thinking and as subtls comsentary
upon individual bshaviour and the coures of the narcative

actione

what wo seec from the formal construction of Atrow of God
and its attentiveness to the movemsnt of sociel life is an
African soclety vividly pictured in its entirety, The world of
Usmuare fs pictured broadly and in details In particular there
is an imaginative treatment of the tensions bdetween the indivie
dual and the manifold cealities of the sociowcultural milieu
of which he is an integral part, It is on account of the vivid
articulation of the concern with Afeican soclal 1ife and historicsl
sxperience that we describe the novel &s & novel of "social realiam®
based upon some of the sesthetic conventions of this novel-=type. In
order to ldentify tha scops of ite narrative focus, and to contrast
it with the emphasis ¢f ather alightly similer but limited Nigerian
social realistic fictional forms, we idantify its approach
more specificaliy, by saylng that it is parsdigmatically
extensive in form. By this we indicate upncificnlly not only
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tts large, narrative experience, but alsc the analysis
of that experience in its total socio-historical proc-u.1

The aignificance of this narrative fors in Chinua
Achebe's art is that he usaes it parsistently as the framework
for the narrative communication of his social concerns even
though the other novels do not achieve the concentration
characteristic of Arpow of God, Three distinctive aspects
of this form may be notedl

First, the narrative action often begina from, and has
its bases in the psychology and moral nature of the central
character (or characters), Second, this initial situation
grows through a single dramatically presented plot=line to a
more complex and generalized sccial issue due to a number of
social factors, reflective of the peculiar nsture of African

-oclety.a Third, in the novels, the protagonist is not sinmply

4, It is an index of Chinuas Achebe's creative intelligence
that in treating the fate of Egeulu and Usuaro socciety in this
form, he siso touches the norms of the classic historical novel
in which the dialectical conflict between the various segmsnts of
society are brought within the scope of the narrative action to
express the complex mechanics of social change,

2, Particularly, its communal structure and the moral dilemas
introduced by the colonial expsrience which often have significant
moral conssquances for the protagenist.
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on individusl, but functions o8 o representative of soclotye.
His diler=ap of fallures have significont consoquencos and
esening for the cocioty of shich ho in also the roproscntoe
tive, Uith rospect to theso formal rodes, ccupled with

tha often cchloved trogic pathos towsrds the end of the novels,
i1t pay be said thot on tho whole, the conventicns which inforn
Acheba's novels have offinity with the conventicas of tragedy
rather than with comody. Put there Lo, howaver, o iritotion
or cquation with any cpocific conception of tregedy, whother
this is Aristotolien or Yoatsien. The tragic psthoo ovoked by
tho downfall of Ersulu recults cocontielly frea Achebo's
intuitive undorstending of the cuffering of the Africen pereon

s o recult of the forcep inharent in his cocial context.

In his ovaluaticn of Chimua Achebo'’s artistic
achievemont, G, De Killen hoo reised on iozuc that 4o o port
of cur central concern, nesely, tha nature of Chinue ichedo's
contribution to the devolopmcnt of the Englich novel forn which
ho has inherited, Diccucoing this question ha cbocrvasnte
Tho modern Africen novel of which to dote

Chimua Acheba is tha major exponent 1s sinller
to and yot different from ficticn written within
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the established tradition of novel writing

in tnglish. 1t follows the main historicsal

development of the English novel and it makes

an addition of its own to that development™s 1
While Chimia Achebe's craftmanship in story telling has
generalily been recogniged, the specific respect in which his
novels make “"an addition® of their own to the development
of the English novel tradition has not been clearly stated.
These who like We. E. Abraham have maintained that the African
novelist has meraly utilized the £nglish novel form without
originality and “inspiration® are no doubt referring also to
Chinua Achebe. To regard Chinua Achebe's work as imitative
of foreign models and of no significance in the davelopment of
the novel is in fact to fall to realise the following vital
point, namely, that valuable contribution can be made to the
development of the novel in several ways « through the quality
of the themes and human cxperiences utilized in the formal

organisuation of tha novel, through the achieved structural format

of the novel, and in terms of the original use of language.’

1'8- D. Killam The Hovelz of Chinua Achebe, Helnemann (London,

1969)' Pa 2e

T T - Lo : . -
B0 ) . T L “»
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Thus, although Chinua Achebe worked within the aesthetic
franoworki of the western novel forn, our analysis shown
that his originality in the use of this form is of a very
high orderi This order of achievenent hags its bagsis in the
first instance, in the nature ef the central vision which
has animated his novels. Central to this is Chinua Achcbe's
concern with the cultural education of the contemporary
African towards a new and daepor awaroness of the African
cultural heritage — in itsi@#fﬁﬁgthg.dignity and peculiarities.
This focal vislon constitutesa hunaﬁintic awareneps that is of
profound and centinuing relevance in the social, political and
cultural development of the contemporary African world,

In addition, in his imaginative transformation of this
thematic interest into novelistic fora and style, Chinua Achebe
has clearly shown a considerable adaptive skill., Indced, the
repertoire of his narrative techniques bring into focus the
quality and scope of his creative response to ého wastern

novelistic forms The carefully establighed relationship batween

1epacause Chinua Achebe accepted the basic conventions of
the soclal realistic novel form, his innovative spirit cannot be
felt to be as spectacular as that of Anos Tutuola or Gabriel Ckara.
Significantly, it 4s his use of this novel form which has nade
his novels puch pore readily acceptable to the public and to
exercise a great influence in the developnent of tha African novel,
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the African cultural realities and the structure of the
narrative action, the approach to the presentation of his
characters, the vivid depictien of the communal identity and
history of his soclety, coupled with the use of traditional
religion as a force in the 1ife and politics of his soclety,
do indicate Chinua Achebe's deep interest and success in the
development of a narrative style that is fertilised by

the African sensibility and world view., ZIndeed, in this
respect, it can be said that while he draws on the
convertions of the western soclal~realistic novel fora,

he succeeds most remarkably in giving it a new bleood and
outlook by skilfully adapting it to the new and peculliarly

African cultural milieu.

lecninua Achebe also makes effective use of language as
a mode for the naturalisation of the novel., In chapter 1x
we discuss this use of language to reflect local speech habits.
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CHAPICR ¢

ELECHT AMADI: TH CONCURING
If the succass of Chinua achcbe's Thingas Fal) Apart
and Ho Longer At Ease resultod in tho emergence of a group
of new wrlters who hod sufficiently used him as a model to
ba called “hia follounra',i there ara aongst those, & few
who, while looking up to his thimes and techniques, had also
succoedad in fazhioning a different basis of African realioe
as woll ss new stylistic techniques for the devolosment of

the suthantlc African novel.

In his first two novalu,‘zgg*SEQEggggg,z and Thg Oreat
Pond!,3 Elechi Apadi has achieved ome of the purest expre-

ssions of a spocifically African experience and world viove
Tha notiocn of 'pu:1:1~=§§§§§;é;h‘re;tne idea of Amadi® ima=
ginative shif: away from the contemporary Africen world of
nighly eclectic values and socio-cultural exporiences to delve
ints the rural Africen 1ife with its traditional soclial noras

and primal vipsion of reality.

Legernth Lindfors, “Higerian Piction in .nglish 1952~1967%,
PheDe thesis (University of California, Los Angoles, 1969), Anne
Arber Xerox Coupany Michigan, pp.177=-178.

2s ;echi Amadi, She Concubina, (Hoinemann, A=S, London, 1966).
3'u1ech1 Amadi, Ihe Grgat Ponds, {lininemann, A«<SsLondon, 1970).
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The new intereat which he offers in thess two novals
consist in the way 1in which)in aoeking to raprosant the )
characteristic Africen social reality, he is able to axtend
tha easthetic logic of the reallstlic novel into & locallsed
form that evokes noat iopressively, tha traditional African

religtous tamper. This dlstinctive achiovenent derives from

Anadi's understanding of the actualities of the conteamporarcy
African worlde In a dlscuasion held at Lagos tnivorsity? in
1973, and addressod to the issue of what tha contemporary

Africen world consists of, many African novolists and critica

outlined a ranga of factors, such an padarn econonic prossures,

bad governaent, developaent problons and coxruptlons In contrast
to thepo sorts of answirs, Amadi had pointed out the role of

the "supernatural" as a reality as wall as an explanatory concept
in traditional African thought. Spesking to the iassue, he
developed the following argument which we guote fully in order

to indicate his lime of thinking.

Let pa come to what I have in nindaes There

ip this idea of tho supernaturale in the typical
Africen society, you find the 20 called supernatural,
plays a very vital role. Ths pan in ths village is
enmashod in his religion. Ho does not merely go to
¢ish. There is ritual in fishing. He had gods of tha

1'?0: this trenscript of Amadi’s vicws, gee Tho Rovel
Deality in African and smericaj Transeript of & cymposium hald Jans
26, 1973, Universlty of Lagos, under the jolint sponsorship of the
tniversity®s Jepartment of Lnglish and the V.3« Board of Forelgn
dcholarshipss eds To Vincent, pe 138f.
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s0a, gods of the strofn. Tha farpoer
does not just form, thora is o ritual
to it. Thore 43 a god of the faern.
And go on African writer, who roally
wants to interprat the African ccena
has to writo in throa dicensions at

oncoessThore 18 the private 1life, the

social life and what you may call tho

supernatural. S$o you nay find things

happoning in tho African novel which

normally would be quits untenable fron

tha wastern point of view, ¥hy should —F
a nan dle boceuso cono gods Lro GNGTYase ’,x/,]
It i3 c¢hildighese

And yot down 4n the village this is tho

ronlity. If gomcona is alck in the villego

it is not aoncugh for the medicine nen or

even the doctor to give hin injection. It

nay bo a purely erganic dicoasae Now Lf ho

has not lost his innocence you will alco

#ind that he will not rocover until ho has

clso satisfied hin goda.

while this idea of tho role of tho supernotural in tho

troditional African lifo forme the centro of his creative
interastn, Apadi oxpleits other aspects to schiave tho paculiar
aesthetic offect of the novel, Of particular significance ic
the way in which he oddressos hinself to tha depiction of tho
nature of tragic experience in the rural Africen world. In this
raspect, o vital part of the merit of his novels lioo in hip artistic
handling of the supernatural theme in a woy that
reveals the mystary of human tragedy and tho continuous strugglo
of the human spirit, against tho pany obatoclons of 1ifas In his

highly realistic responce to this coaplex exporiencazhe
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has developed a narrative form in which the conventions of

the soclial realistic novel-type are fused with a peculiarly
African world view., In this way, his two novels, The Concubineg
and The Oreat Ponds are najor novels which express effectivoly,
the classic African worldeview. In thips chapter, we exanins
particularly, the first novel The Concubinm, in order to

reveal the narrative techniques which Llechli Amadi utilizes

to givo an Africen Aidentity to the novel,
II

In Tho Concubine, Amadi gives expression to tha nutaphysical
background of African experiencae through the story of Ihuoma.
The story is relatively simple in form. 5Set in the village
of Omokachi, the novel's central character, Ihuoma, is a young
woman endowad with great beauty, grace, and good mannars. In
this way, she i very much the centre of attention in her
villago. Ihuoma's story, and the tragic experiences prosonted,
derive fron the hidden fact that although living as a normal
human baing, she is really tho wife of a god, the "aea-kl.ng."1
Apparently dissatisfied with living in tho world of the spirits
and gods beneath the sea, shs had asked to bo allowed to live,
at least for a short time, as a human being. This request her

godehushand grants but on the condition that sho does not narcy

legee Anyika's divination = The Concubinae p. 253.
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any —

In his peculiar oppro&ctw Apadi has tronsformed this
religious motif lnto a narrative plot=forn whose logic derlives
froo ths rural peocple*s bzlief in the close interaction between
carthly life and the epiritual world. This ootif of *iateraction”™,
and with it, the sensc of the reality of tho spiritual beinga
and forces ; is fleshed out through the fate of Ihuoma and tho
very unfortunate nature of her love relationships with three
cuccassive mon - Lanenike, Madume, and Exwueme, Through tho use
of thesa throe pon, the novel presents threo different experionces.
thile thase exparicnces pro-suppost a cozan theme, thay are
also used to portray threo diffecent typ=2s of African characters,
The first phase of the nacrative action dnals with Ihuoma's
1ife, o3 the wifo of imenike. This coaprises chaptoers 1 = 8.

The second phace consisting of chapters 9 = 12,deals largely

with Ihuoma's brief but harrowing cncounter with the "blg eyed®
bully, Nadume, funning through tho troatoent of the first two
characters as »a submerged” story and "maturing™ into the main
narrative experience of ths novel, 1s the rolationship betwsen

Imooa and her thizd lover-artist Lkwuome,

1"1'he Concubine, ps 255.
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In telling the story, the novel focusses our attention
on the destiny of each of these three men as they relate
fatally to lhuoma. Gach dies.in the attesmpt to woo and win
her as wife, The cir;uustancos leadiﬁg to the death of each
of them look natural and ordinary enough, and require nothing
other than a natural explanation., Emenike, the first and only
husband dies as a result of the “lock chest"i injury which he
receives in his fight with ¥adume in the hush.z He fall and
hit a tree stumpe. During hisz days of sickness, sona diviners
are called upon who foresae the involveacnt of cca spirits whom
they proceed to pacify. In spite of sacrifices, however, he

3 Hadume cormittad suicides as

dies whon he seems all but cured.
o result of the blindness® inflicted by the spitting cobra.

As in tha case of Ewanxke; a dibia s called upon who asks for
sacrifice to be made. In spite of this, ha too dies. Similerly,
Exwuesma dies when Lt ssemed that he had all but bound tha malew

volent spirit and attainad his dearest wish.

1+ tne Concubine, ps 255
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In terns of narrative span, the first two narrative
phuses which are dranatically »intoarlocked” are quickly passed
over, By quickly passing over theso experiencos, tho narra-
tivo focun falls sharply on the development of Ekwueno's
charactor,; and brings into sharp rolief his personality and
the courtship and flowering of Ihuona's 10?0.1 Indead, tho
detailed presentation of Lkwuene ond his environment is such
that tha novel can slso be read as & novel of character with
Ekwuene as protagonist. thile Amadi's awaraness of the role
of the supernatural in the shaping of human exparienco has
doternined the plot-structure of the novel, therao are also other
foatires which intensify the African quality of tho experience
presented, In this regard, while the interest in the power and
role of the supernatural provides a unifying thone, the harndling
each of the three man's love of Ihucma often leads to the
evocation of new cultural motifs and episcdes. In this way,
the cocisl milicu becomes effectively linked with thae pattorn
of narrative evants which constitute the plot-movaencnt of

the novel.

Yerhe Concubing, pe 249
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P L/ an on of Liv

Hany cchelars have conceivod the originality and
gource of the relevanca of Elochi Anedi's work to consist
largoly in the themo of tho supernatural which hao inforeed
the novel. Although this viow ip right, it is important to
approciato tho fact that tha significance of Llechi Azmedi's
novels is not simply o matter of his basic themo. It &8 olco
his creative use of thip thome as & framework for tho inaginge
tiva ovocation of tho othos of the rural Africon world in its
prinal vision, Specifically, the theme of tha cupernatural
funetions as a modiun for the croative evocation ¢f the rural
African conccioucness ond the patterns of life which thig
ossentially roliglospythic icagination has cvolved, Thusy in
suggestively expressing tha themo of gupornatuxal clecants, o
prings into focug the quality of actual rurel lifo -~ its
raliglous beliofs, people's temperaments, sagical and occult
powors, and above all, tho practices of divination, sacrificos
and consultation of madicine men which ore tho rmodes of living
that have arinen through man's spiritual.atnugqlo against tha

occurruhccn of personal tragedy and the securing of happinacs.
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. It is these evoked life patterns and deflant
quality of the human spirit which are j;?the foreground
of the narkgtiva actione These are the qualities that enable
the novel to achieve the quality of being a mirror of the
rural African life., In chapter fowr, Elechi Amadi offers
a detailed description of the gods and spirits like Amadicha
and Ojukwu in relation to the role they play in the lives
of the people of Omokachi and the neighbourhood of Omigwe and
Aliji. 1In this sanme spirit, the description of Emenike's
journey to the shrine of Amadicha, his iicr1f1c¢1 at the shrine,
the description of Madume's consultatiocn of Anyika.2 and the
detalls of his subsequent deathj the descripticn of the effects-:
of Ahurole's love potion on Bkwueme,3 Ekwueme's consultation

of dibias, and his gathering materials to bind the sea god...

1. e Concubline, Ppe 20 = 21
2.
xb’-d_.’ ppl "4 - 75

3+ 1psd., ppe 232 - 234
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all of which form the key incidents in the narratiye‘action

have an important communicative significance. For the

Nigerian reader especially, they convey a refreshing truthfulness
o the incidents and situations which are the very fabric of
rural life., They are also indicative of the religious-mythical
mode of thinking which underlies every activity and individual
experience in the rural African world,

Throughout the narration, the dibias like Anyika, Agwoturumbe
and FwokekoIo play a vitel role - the role of doctors and wise
elders. .Th;§ are described in touchingly realistic images.

The following is Amadi‘s presentation of Agwoturumbe in a

divining sessiont

You have guessed right. Anyika the dibia said, ‘it

is no ordinary injury ..... Anyike cast his cowries to
and fro for some time. Then he chewed some alligatar
pepper and spat it out in a fine spray in front of his
temple. Madume watched him keenly, wondering what
pronouncexents he had up his sleeve, He thought himself
clever to have come to Anyika to know the true story
behind what he thought of as his toe disaster. He had
not baen mistzken. The gods were behind it. It was
certainly a premonition.

"You were lucky, Anyika said slowly, "te have come ocut
alive from Emenike's compound.” 'Ojukwu forbid', Madume
stampered. ‘Several spirits swore to kill you there and
then'., ‘'Emenike's spirit must have been among them'.

*No, you are mistaken, He was not among them. Unkiown
spirits, some of them from the sea, teamed up to dastroy
you. Lat me ses, oh yes, Emenike's father was among then...
There will be several sacrifices to appease Emenike's
father and his train.' Lat me know the variocus items
involved in the sacrifice, Here they are: seven grains

of alligator pepper, seven manillas, and old basket, three
cowries, & bunch of unripeces.
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palm fruit, two cobs of maize, a small bunch of plantains,
scme dried fish, two cocks, one of which must be white,
seven eggs, some camwood, chalk, a tortoise (or the shell)
and a chameleon, ‘'Hei, this is a costly sacrifice. Can
we not omit a few items? I wish wa could, but we dare not.
Nothing is more precious than life
It is the behaviour and proficlency of the diviner that are here
being evoked. But it is not only the realistically presented datails.
There is also the distinct suggestive presentation of the reality
of other forces beyond sense perception and in a way that enforce
fucrther, the theme of the invisible realm of magic, deities and
ancestral powers, The role which these forces and the frequent
incidents of sacrifices,divinations and charms play in the novel is
not merely to provide qultural information. They are integrated
inte the vision and narrative action of the novel in the sense that
all these items express vividly, the African people's profound
attachment to life = to "vitality" - the pursult of wealth, longevity,
the avoidance of disaster, the attainment of physical well being, and
the love of e¢hildren, which constitute the psychology of Nigerians

whether urban or rural.
II1

Aesthetic form and structure

The narrative structure of The Concubine is such that it
can generate the impression that it is repetitious in its
organisatiocn, and didactic in itsnihglé-miﬁ&eafcommitment to

the portrayal of the effects of the immanent world of invisible

1'Tho Coencubine p. 75
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forces. This kind of impression arises largely from the

deaths of the three men which form the core of the experience,

and which seems to constitute indepsandent narrative eplsodes.
Thus,in reviewing the novel, Dipoko notes that the novel

*reads like a collection of short atories"1 loosely tied together.
While Dipoko's judgement is basically about the quallty of the
narrative structure, other critics have expressed dissatiafaction
with the presented experience on the grounds of the incredibility
of the myth of the sea<king upon which the narrative experience

is founded. Along this iine, it has been suggested that the

theme of the novel should not be taken too literarily; that the novel
should be read as "a presentation of the myth-making procesl,"z or

as & dramatisation of the consequences of the breach of social

_gﬁé&g;? This view which seems to ignore Elechi Amadi's realistic

portrayal of rural African life seems to imply that Amadi is
"more interested in an idea than in plot”e

In response to these kinds of criticism of the novel, two
typés;of suggestion have been made. Eustace Palmers has outlined
as a guideline the criteria that has to be used in the evaluation
of the kind of narrative form and experience being presented.

According to him, the success of Elechi Amadi's novel has to be

geen as a matter of whether he can "convince us of the reality

1. M. S. Dipoko, Review in Prasence Africaine. 30/58, 1966, p.248

2. For a fuller discussion of these critical views, see D.S.
Izeubaye, "The Relevance of modern literary theory in English to the
Poetry and Fiction in English speaking West Africaop.cits p. 299

3, Eustace Palmer, Intreduction to the African Novel.
(Heinermann, London, 1872), p. 125.
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of the incldents he is describing or the world ha is
presenting.” 7Towards this end, Palmer suggests that he

(Amnadl) has to show us that the events ho is presenting
wcannct be explained by other social factor:'} and that "ha
must persuade the reader to suspend his dlsbeallef,”

In sharp contrast to Dipoko's obsarvation, Bernth Linde
fors' stance is that Amsdi's handling of his subject is
artistically successaful, and culturally in place. As he

observest

“The social setting of the novel is 20
completely and convincingly evoked that _
the supernatural does not seem ocut of place.- 2

Lindfors' observation hare is not only well made, but also,
touchez anothar point that is highly relevant in the evaluatlon
of The Concubine. This relates specifically to the ideca of the

proceedural approsch of the novel as a genre. Outlining the

3

mathod of the general noval form, Dorothy van Ghent™ has pade the

LR SN Y

le1p1a.,

2'B¢rnth Lindfors, teview in 0Sooks Abroad. 41/3, p. 366.

de

Dorothy Van Ghent, The English Novu% Fors and Function.
(Harper and Row Publishers, Mow York, 1953}, p. 3ff.



161

illuminating point that the novel as an art form has to be
viewed as '"a logical hypothesis." By this is meant the idea
that a novel sets its own moral premises, limits and logical
space within which it explores such given data as life-
possibilities. Its basis of narrative procedure is the un-~
ravelling of such possible experiences in "a cogent pattern

of cause and effects",

It is from this perspective that the outsider to Amadi's
cultural milieu has to respond to the mode of narration, and the
issue of the plausibility of the myth of the sea-king upon which
the narrative action hinges. Within the novel, this myth functions
as the "given data,"™ a culturally determined reality which has to
be assumed for what it is. What this implies is that Elechi Amadi's
task in dealing with this possible source of human experience is
not necessarily to convince us, or lead us into a state of belief
about the reality of the supernatural as Eustace Palmer's criterion
seems to suggest. The success of his imaginative response to
this order of human experience will emerge from the possibility
that within the limits of his created world, he can treat the
supernatural theme as a creative issue. This he could do by
skillfully unravelling the operation of the world of invisible

forces upon human lives through "a cogent pattern of cause and
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effects™ acrtistically prosented.

txanined against this xind of critical parzpective,
it 12 a testimony to Amadi®s intultive mastery of the
artistic prodblems involved that he is able to tranaforms this
ant of African aythic ballefs into 4 woll erticulsted narcow
tiva fors that angvers most gatiasfactorily to our sense of a
germuinely Africen novel. In comnection with this, twn creative
features must be noted as they show tha linttation of Jipoko's
critical judgment. Pirst, is the dramatic continmuity of the
novale In doweloping tha fates of tha three characters around
Imuone, tho drasatic interest of the narrative action i3 never
slackened, but custalried)in en evereiocroasing narrativa pitch
and reslics to the vary onde Thusa, cven aftar the dencuement of
the story and the novel is about to close, the narrative sguspense
alrasdy gencrated through our interest in tkwusme's pursult of
his fated passion, maintalned in the tragic pathos which
surrounds Adoku and Ihucma as they both scek to conmdt gulclide,
following Ekwuenme's deaths’

Murther, while tho pattarn of recurront deaths scoms to
be zn exprozzfon of a didactic point of view, thase expericices

d>s not read as contrived and isolated episodes., Rather, thay are

temme Concubine, p» 2850
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affectively interlocked in a number of ways: by being
dramatically presanted as part of the unusual experiences of

Thuocma the central character.

In 1969, Elechi Amadi wrote his second novel, The Great Ponds
We shall discuss this very briefly to establish two pointsi-
Amadi's sustained interest in the use of the thene of the
supernatural, and the maturity which he achieves as he developas
in his use of this African religious belief in the presentation
of 1aagiﬁat1ve experience. In The Great Ponds, Elechi Ammdi
continues to explore some of the i{deas of the earlier novel in
a mich more intensified form. What 1z interesting in his
developsent 1§ that he seems to bring to the treatment of the
theme of the supernatural a much higher level of narrative
craftpanship as well as a greater sensitivity in character
portrayale

This new sensitivity is displayed most significantly in
the novel in the apparent shift of the narrative point of view
towards the insistent presentation of the smotional and
psychological tensions which his characters undergo in thelr
encounter with the immanent forces of evil.

Chapter twelvei dealing with Olumba‘s sudden collapse

1.
The Great Ponds, ppe 116 - 123
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is not only central in the dramatic structure of the novel, but
iz remarkable for its effects of psychological anxiety which it
generates in the reader. The realisation of these effects darive
from the initial conception of the noval ~ the repraesentation of
the vision of a universe of occult powers. They arise also from
the reader's suspicion of the potency of the oath and the possibi
lity of the evil charms of Allckoro paople acting on Olumba from a
distance., While these feelings are sensitively conveyed the passage
also reglsters the pathos of Olumba's condition, the sympathetic
participation of the society, and the ease and directness of social
relations in the rural world of Omokachi. By imaginatively
insisting on the acute paln and suffering of Clumba as a result of
the futile strugg1§ for tha great ponds, which are very scon to be
rendered worthless through & ‘2 aishapi and the forces of soClo=
historical change Amadi's novel succeeds in capturing lmpressively
the tragi~comedy of real life cvnrywhere.a

Through this new emphasis upon the quality of experience

presented, and through the development of the character of Olumba

throughout the novel the total experience which the novel effectively

conveys 13 not simply the underlying theme of the super-

natural cause of the hero's suffering as much as his passion

3exrt the end of the novel, Wago the leopard killer drowns
himself in the Great Pond making it for ever worthless for the
pueople by his act of suicide,

2'3y this 33 meant the comedy of endless human struggle and the
tragedy of the waste of human lives both of which are the inevitable
consequencies of man's futile and egoistical striving.
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ez o hunan boing and the coving traumatic offccts vhich his
gufforing has firot,for hic irmediate femily and for his
pociety as o wholo. The cvocation of tha roality of hio
physical and psycholegical pain enablos us to roed batwosn tho
1inco by cuggesting to our cons¢iousnaep tho possibility of tho
influonco of tho oath pode in tho none of tho gode Tha doceripe
tion 8lzo sorvesto cnidot i-.m rosdorts aynpathatic rosponsa
to hin ond his family as living peoplos

Although tho lator noval 4s in many rospocts much caro
artisticelly hendled, tha carlier novol Tha Concubing hao nany
touchos of cxcallancae It highlights oven coro than tho laotzsy
navelug;tho tochniques which Elechi Azsdi uces to give on Africen
identity to the novel form he han eloctcd to use, Ono of
the wojor aspect of the novel which deconstratos thic originality
in hig mathod of charsctarisation, In tho presentotion of hio
charactors, Elechi Amadi does not rocort to thoe initative usc of
such rodarnist tachniquas of charactar prosontation as tho otroen
of conscloueness, dotailed emotional and or psychological
analysis, Inataad his mothod is siecple, subtle in effectn, ond
based upon local condition of life cnd bolicfa,

Ekwucno ond Etenike's porsonclities are in torns of
spocifically locsl occupation with caphasis upon thoir trapping

ond wrootling ckxills, their deportacnt, gentlenans, and gosd
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behaviour to elders. Ihuoma is presented and identified with the
local earth., She is a woman of “"ant-hill" colour. Anyika and
Agwoturumbe and Anwunanwu are all presented in texms of the familiar
and highly recognizable traits of the traditional dibias, Basically,
to present characters in The Concubine, a culturally bound notion
is often creatively used as the sffactive source of experience, acod,
and behaviour. In the case of Thuoma it is the myth of hex strange
identity as a goddess temporarily incarnateds. in the charactar of
Exwuema it is the position of being “a mother's bay."z and in the
case of Ahurola it is the myth of being possessed by, and regularly
troubled by agwu « the spirit of madness.

But Elechi Amadi's success does not consist exclusively in
the use or presentation of characters in this forms It is also
his portrayal of characters in terms of specific imaginative
actions, individualities, and in relation to the achievement of a
sense of place in the novels. Basically, what Elechi Amadl ssems
to recreate quite impressively is the fact that a givan socio=cultu-
ral continuum is not oniy a factor in the lives of the characters,

but more vitally of the uniqueness of their personalities. Thus, in

lema Concubine, pe. 14

2epor the use of this term as description of the peculiar
relationship of Fkwueme to his mother we are indebted to Eustaca Palmer*
suggestion in Introduction to the African noveil. opscits pe 120.
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verious deepatic ecenes and narpotive descriptions; ha
presents individual pehaviour and parconalities as &n
expragsslon of tho cultural norns and conceptuel sosunptionso
of the rural society of which the individuel in a parte
Chapter 19 recreating Ihucma's foolings r . tor life and
love after her long perlod of mourning nay serve to Allustrate
the lovel of realism which Anadi can achiova in the dolinaatien
of the nuances of African character and pexsonolitye

The guccass of this pessage s tho vivid illunination
of Thucma's unique individuality, Hor intekligence, fonini-
nity, and grace of character &8¢ wall as the pathoo of her
widowed situation = all of which endeared her to her progspoctive
lovors snd women folk - are vividly prosents Put, socondly, and
blendod with thig, is alpe the deftly controllod usa of her
peroovad condition as a basis for precenting the realitien of her
social cnvirenment = its cultursl gocunptiono md the subtle but
rool impact of these upon her own reactions in the given
situation. Thusp, while the paosaga gradually ceeks to proccnt
her image as a quiot rootrained woman of great charm, it usce
this picture op a literary vehicle for the portrayal of the paople
in hor world at the pozent, and the naw avenucn of 1ifo which m2y
epan oncae ageln for her in the courte of tics, Hexr own colf

restraint « her charecteristic gensibility that enobles hex to come

™

.
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to 4 atate of being in which "whatever she felt wers
locked up safely in her mind"® are all but reflections
of the local culturas of Omokachi whicha

was noted for its tradition and propristy and
decorum, Exceasive or fanatical feslings were
frowned upon, and even dascribed ae crasy., Any

ons vho could not control his feelings was ragarded
ais being unduly influenced by his agwuesesesiven love
and sex were put in thedr proper place. 2

Her rasolve to take up life and forget the past tragedy
clinches the idsa of her own good sense, and intelligence,
This resolution brings into focus the valuss of Omokachi
worid which deteralnes the worideview, deportment and horisons
of the individual. iIn & style that is at once aiople and
sophisticatadi, Amadi's prose conveys the uniquenuss of
individuesl identity with an awarensss of the reslitiaes of
the surrounding circunstances of Afgican life,
38 had had her chance, and 4f the gods had besn
rather crual there was nothing shs could do about
1ts 5he thraw herself into the business of
switching her aind from whataver had gona bafore,
Sha worked with ranewnd anergy on har farm, gave

her childean extra care and attention; and danced on
scon=1ight nights as happily as anybody eleas 3

»*2he concubing pe 165
2o thidey pe 185,

Ythe concubine, ps 166
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For hergelf tﬁe struggle is against the 'decorum' that
limits the freedom of individua) action and the upsurge
of peracnal feelings. With respect to Omokachi the descriptive
focus is upeon the network of constraints imposed upon the individual.
If the passage is a deftly controlled analysis of the relation
between individual and . social assumptions as these are
reflected in Thuoma's life at a particular mement, the passage alzo
underscores Amadi's habit of easy transition from the sharp focus
on the individual character to the "wider circle" of socio-cultural
relations. Through the portrayel of her waking love~feelings for
Ekwueme, the passage introduces in a relistic rather than satiric
manner, a range of other characters in the world of Omokachi, and
in their social relations to Ihuoma's situation. Pirst is Ekwueme
and his singing friend Wakiri who fell off the palmtree, and their
soclal activities of composing songs. The progressive narration
widens, gradually leaving the initial analysis of her inner life
for the portrayal of the life patterns of the comrunity. Specifically
evoked are the dancing at night, the gossips, the composition and

learning of songs, and trading and farming activities.
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This link up of the narrative movement with particularities
of African life may be seen in the presentation of most of
the major characters - Emenike, Madume, Agwotorumbe, and
Ahurole. This is especially so in the case of the portrayal
of Ekwneme's behaviour through which the novelist evokes the

texture and feel of the world of Omokachi and its neighbourhood.i

While theme and character presentation constitutesthe major
elements which Elechi Amadi uses to give cultural identity to his
narrative form, he quite often exploitsother aspects such as speech
and dialogue to achieve certain desired effects.

In The Concubine for instance, he uses these modes to express the
nuances of personality in a way that gives subtle realistic touches
to his characters. The style of the presentation of the following
passage brings this quality into focus:

‘IPor some time mother and son sat motionless

in the smal) room. The sun sent two stralght

red shafts through holes in the roof. Outside

a black and white goat heavy with child sauntered

across, It stopped by the doorway, locked

intently at the pair of unhappy human belngs
inside and

1e  gee The Concubine, pps 229f%.
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moved on to forafe for food. Adaku blew her
noso, wiped her rod eyes and studied the
floor. Her toes twitchad as her thoughts
darted this way and that, Here was a raal
mystery. Most young men would be impatient
over a girl like Ahurcle, vhat had come over
tkwe? 3Someone must be involved, He must
have been bewlitchad. If so Anyika would soob
set that right. Dut if Exwuene had not been
bewitchad, what then? Haybe £kwe was interested
in another girl, but who? Ahi “hat a fool she
was; Ihuomay of courses It was just as she
feareds

Heaving arrived at this conclusion she felt
calmer. Ihuona should not be too difficult to
deal with. She cleared her throat and as
casually as it wes possible she tried another
line.

‘fkwe, by the brsssts that fed you, and by
the laps that cacried you, I coznand you to
answer this question truthfully. Have you any
other girl in mind?' 1

The passage is a recreation of a little fanily crisis, =
a quarrel batwesn m&thar and son. The success of the passage
13 not only a matter of ths realistic depiction of the scene,
but the use of tone, construction, and diction to illuminate
several realities -~ the mood of both mother and son, the love
and kinship feelings batween mother and son, and the anxiaties
which both feel ‘about the reaction of each others The sense

-

of real “myater}' is not only the fact of fkwueme's unwillinge

1erne concubine, p. 135
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ness to marry Ahurole. It derives from the fact that as
fully realised individuels, these characters exude mental
perspectives and a sensibllity that also remain a nystery

to use This ia go in the specific sense that their beha~
viour in the scene reveals shades of responsea uhic%;gﬂa

a8 Africen readers, can recognise as African without at the
zans time being able to predict. As Adaku, Exwuema's cothar
quietly reasons wlthin herself, the categories of thought
registered in her musing over the possibility of bewitchment
ipoyesl - @ oind shaped by local beliefs. Yhatever demerit
it may have, har language "by the breast that fed you, and
by the lap that carried yousss” astablish successfully the
familiar voice of an African sother addrassing an obstinate

chil¢ in a recognized local idiom.

Although the kind of realism which £lechi Aimadi achioves
in the delinsation of characters in The Concubine constitutes
a vital part of the authenticlity of his narrative art, this
approach can also be sald to have a built in criticism of the

novela.i The grounds of the criticism involved hera can be

1’Cf C. Larson?s general critique of character presentation
by African novellats C,. Larson {1971}, The Emergence of African
Pictien. (Indlana University Press, Bloomington, 1970)y ppe 146 -

147
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gtated in such terms as followsi= That his keen con-
gclousnans of the link betwoen African personality and
the background of African social and cultural realities
geems to lead him into a ratheor dognatic manipulation of
characters and events in order to make a point that io
more cultural than humanistic, This emphasis aeems to
result in an unrealistic delinitation of the minds, feelings
and imaginative responses of his characters, naking them
psychologically insensitive to the non~religious possibilitiesn
and wider sociow=historical issues of their world.i By
insistently representing the mental consciousness of his
characters in & stakis of mataphysical assumptions he scens
to fail to handle tho novﬁl as gonre in which charactaers
sre involved in a process of moral and intellectual devalop~-
unnt.z

Thase criticioms seem to apply especially if wo restrict

our consideration to soma of the nmalin characters.

1'amndi'n characters seem gtrangely unaware of tho dilermaa
posed by forces of socio=historical change, and the crippling
problems of materialism and poverty all of which are real enough
in the Af rican rural world.

2., penetratively roalistic prosentation of the moral and
psychological devalopmont of the characters is ona that wvould
also involve the queationing of tha traditional beliefs about
the nature of reality and the basis of human experiesnco at
certain moments of their sufferinge.
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Por instance, Ihuoma hardly doulops.1 Cur awareness of
her humanity seems overshadowed by the initial concaptien
of her identity as a goddess temporarily incarnated in a

human mould,

Beyond these kinds of minor limitations, the validity of
the above type of criticisms cannot be pushed too far because
of one important reason, 7This consists in the fact that it
is only by virtue of the extent to which Elechi Amadi has been
able to present his characters to be 8o possessed by ths conscious=-

ness of the supernatural forces of their world that his novels

lern Culture, tradition and society in the West African
nove) (1975), pp. 97-98 E.N. Obiechina takes the view that there
is an element of davelopment in the character ¢f Ihuoma, This
development he analyses in terms of her growth from her divine
qualities towards the increased expression of her human aspects.
Although there is a justification for this view, Ihuoma still
fails to engage cur attention as an active human being. Two
factors are responsible for this, Pirst 1s the novelist unwa-
rranted assumption that his largely apriori statements about
Ihuoma's many sterling qualities are an adequate basis for a
sympathetic response to her as a living person. 3econd is a
factor which Larson (loc. cit) has rightly identified, namely,
the relative lack of positive interaction of the heroine with
the other characters in her world. Although this is bound up
with the condition of womanhood in the traditional African
society, it has undermined her effectivenass and humanity as
a fictional charadter.
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have been able to flluminate more than any other Wigerian

novel how deeply rooted this belief in the supernatural is

in the mind of tha typicsl traditional African charscters

It is this Fact which Ansdi recognised and atated clearly in

his discussion of the African approach to 1ife when he noted
™™ with telling franknass thats

At & mattar of fact foreign religion formse
only a very thin venesr on the ainds of most
Nigerians. When thes worst comes to the worast,
most people rasort to thair antestrel gods for
whom they have unbreakable smctional and
paychological ties, 1

The general covoment of the narcative action, and the
presentation of characters in The Concubine and Iha aresi Fonds
sarve to establish the fact that Elechi Amadi is a novelist who
has bsun ssricusly alert to the problens of developing a

3+, Anadt *The Novel in Migerie® ODUNA, ed. T. Vincent,
VYolsd, Moel, August 1574, p. 20. o
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fictional form capable ¢f expressing the feel, tone and
substance of real African 1ife.

In the imaginative reprzsentation of tha ralation
hetwean character and environasnt he seans to glve a vivid
and paychologically satisfying exprassicn to the significance
which the background of African cultural valuas can
have for tha dynanics of a realistic African noval fornm.

The avocation of the transcendent world of gods, spirits
and forces, the recreated inpression of the drematic effects

of the oath and charms on the health of OClumba and'finally,

the mysterious death of the three men in The Concubine all
exprecs the limitedness of the sclentific {western) realism
which often consider the occult as illusory, and presumptuously
seaks to explain all phenomena in terms of the limited range
of forces in the world of sense-perception, MPurther, through
the myth of Yhuoma's life, the narrative vision also entails
the African religious conception of human life as a continucus
process in which human identity, life and consciousness are
sean to begin not with biological birth in the world of sense,
but transcendently before, and surrounded all along the way

by terrible powers and beings.
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Eyechi Amadi's imaginative recreation of the Af‘&éé?ﬁﬁr
primal vision not only underscores his originality as Qn afcican
novelist, it algo constitutas a further development of Chinua
Achebe's concern with the projection of African reallsms In
spite of its many positive qualities, Achebe'’s trestment of
Ezaulu's fate tends towards being "historicsl®, and involving a
dislectical explanstion of the process of fLgeulu's fall, In
contrast, Amadi‘'s novel seems to touch and invoke more than
Achabe's the disension of the mystericus, creating in the readar
the mixed feelings of belief and unbelief about ﬁhct lies behind

the world of appesfrancai.

But the artistic significance of the novel is not simply
a matter of its achleved local flavoure. The details of Elechi
Anadi's social pressntation of parscnality and tha type of
axperienca with which he chosze to explore the African reality
enables The Concubine to achisve a quality that transcends the
general merit of the local colour novel form in which socio-
logical details often overwhela artistic vision, By choosing
bad-luck, pain and parsonal misfortune as signals of tha back~
ground of metaphysical forces, the nevel becomes a localised
expression of the univarsal thome of human suffering. By the
revelation of the reactions of individuals to their instinctive
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meticulously handled, It shows in a positive nenner, a
graat conaxrn with the cenlist navelist criteria of AP Ow
prioteness = the appropriatensuz of langusge tn sharscter type,
and the sppropriatensss of the basls of fictional ection to
ocal soclal-cultural essuaptinnge Indeed, although the thesatic
focus of his novels dirfers plunificantly from those of Gecrge
Ellot and Jana Austen, and furthar, while the achiavad imapinative
scops of his bovels L6 nore lisitas, the artistie skill with which
b atches tha plctute of the societal 1ife of the novels boars a
comparison with the rich seuiel realisw snd nagrative axill
iapliciv in Osorge Lliot's depiciian of Hiddiemarch in
hiddiempreh and in Jone Austen’s ploturs of Highbury in Swme,
¥hat woe maan by this comparison a8 mot the schleved

Wﬂﬁ acope or subtiety in reslistic portrsyal in the
Jiven novelss It Le Blechi iwedits tntultive undarstanding of
the basic logic of tho wastorn sucisi reaitstic novel fora he
had inheritod.

But in addition to thiz guality there 16 glso the aven
groater creative t_utﬁlmm wvhich he hes brought into the
tnfusion of this narracive ooz witn the cultural othos «rd
rhythm of his Afgican world, ‘twe infusion of this lucal
axperience and worldeview into the novel, and the creative
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use of this in the modulation of the identity and
experiences of his characters on the one hand, and on
the cother, the way in which Amadi has consistently explored
these realities in his two noveis constitute the specific
areas in which he has made a positive contribution to the
growth of the novel in Nigeria. While stylistically, his
innovative spirit is not so spectacular, the theme he

'b introduces i1s one of the most basic and ralevant to the
process of giving an African identity to the novel which 1is

new to the African literary scene,
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[ONARDS ALLEGH SATIRIC

- Of tha variocus Nigerian novellist's creative cesponse
to the western novel form, by far the mest idicsyncratic
in ite expsrinental wpprosch is Gabriel Okara‘s, In The Voice,?
his only novel te date, Okara has not only pressnted a typically
nodesn African socio=political suparierncs, but has also evolved
a range of highly perssnal modes of harrative reprasentation,
The combined effects of the presented axperience and styls have
resultsd in a strikingly originel noval form that could be said
to rapressnt s significant achievement in the African writar's
adaptation of the western novel to the realities of his environoant,

A in the dass of Anos Tutuols, Okara's “personal™
atyle and level of deviation from the conventions of “the
wall mads novel” has produced a mixed critical response

1eg, Okara, Yo (Andre Deutsch. 1964), References to
Helnepann, AWS, 1970, '
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to the novel, and the kind of originality which it repre-

1

sents. In his evaluation; G.Ds Killam”~ who had warmed

greatly to Achebe's more conventional basis of narration
considers The Voice a disaster, and Okara's experiment a
failure which he feels "must give a genuine cause for alarm.”

Prom thelr own independent studies of the different aspects

2 3

of the novel, Edgar wWright™, and Peter Young™ have similarly

expressed the view that inapite of L{ts genuine innovative
spirit, Okara's work i1s unsuccesasful. Expressing his views

Wright notesss

The case with Qkara in The Voice is one of a writer
who has failled to create any unified style,,sthe noval
throughout mixes formal and informal; the prosaic and

the poetic. Okara has failed to handle the registers
and their implications of maod and social context that
are inextricably involved in the use of language, ner
has he like Tutuola been able to skip the difficulty of
creating a consistent style easily comprehensible but
Clear of language<tied goclal or emotional overtones that
creates its own level of registers.™ 4

In effect the attitude of Okara's critics seems

-

to be that he reysals a fundamental miscone

ception about the nature of language and the logic of the

1eG.D, Xillam, "Recent African Piction®, ZIn BAAL, (1965),
v°1.2| p.' 3'-

a‘s. Wright, "The Critical Procedures and the Evaluation
of African Literaturs® in The Critical Evaluation of African
Literature, ed, E, Wright (Heinemann, London, 1973), pp. 15, 16e

3'9. Young, "Tradition, Language and the Re-integration of
identity in West African Litarature in English", E. Wright (1973),
WQC’. o Do 42,

£. Wright, The Critical Evajuation of African Literature,

ODe Clt. D. 16,
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oovael fom.1

¥hile a number of people have passed adverse critie
cal commsnts, others - who dlsagrse with such verdicta,
have scen in Gkara, & aajor novelist parhaps the only
novelist; who has extanded the possibilitlies of the novel
forn 1nh§ a now - and euthantically African form. In his
review, Bernth Lindforss ssas this quality in Okara as he

hed sinilarly observed in the case of Tutuols, Writing in

Booka abroad, he arguesi= »

The Voice is the most successful novel
to come out of Nigeria so farceesefit)
is Higeria®s greatost contribution to
fiction in English,t:3

In o similar commendatory apirit VWilfred Cartey
goes in it the succossful eipression of the African senile

bility and identity. For him "The Volce ranks among the

ie1hid,

2o, Lindfors, "Five Nigerlan novels.” in Books Abroad
39/4 1965, pe 841e '

3 Ibig.
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best of the new African novels. It is uniquely African,
but it has universal ovu'i:lut'ms."‘1
It is not our aim here to show the success or fallure
of Okara's linguistic c:parlunut;z rather we shall be
concernad with the analysis and description of the structural
erganisation of Ths Volcs us & novel, This we shall do to
1llustrats the way in which its narrative form has been -h;pud
Sy the contemporary Nigerian socichistoricsl expexisnce. As
a background to this ansliysis, we shall examine briefly, some
of the reascns that have led Cabriel Okara to have an interest
in the writing of fiction,
Although completad snd published in 1964, Okara started
work on The Voice before Nigeris achieved Indapendance in 1960,
Around this time too : Okara was also writing postey, producing
a number of important posmses As evident in thess posms and as
axplicated in other contexts’, Ckara had besn concernad with

A

1o y, Cartey, "Gabriel Ckara's Search” in Afgicsn FoRums
Vol. 1, No. 2, ‘196’)’ Pe 112.

2e per this discussion sse chapter IX, pe 430 of this study,

3¢ B. Lindfors, Ed, | Zatarviews with Efchs Nigepian
Mriterg, Publication of rican and Afro -« Amsricean 3tudiss

Shd Ressarch Center, University of Taxas, Austin. 19744 DPpe 41w47



104

two najor problemg, the one purely literary and related to
the awarencss of national and cultural idontityj}and, the
other related to his own perception of the roral roed of the
peried, With regards to the first, Okara had been concernad
like gonme of his contemporaries with the urgent need for the
develepaent of & nore relevant and exporientially irmediate
literature, This was thea concern with “how best to hring out
our own thinking, eur own imagery, our owm ideas and philocophYeee
reflected in what we urite."1 But this artistic awareness was
alse conditioned and modified by a profounder ncod of
pessinisn brought about by his own perception of the breakdown
of poral order and human values in the wake of an overpowering
materialisn in the country.s |

As it was for pbany people, Okara's nood was one of deap
anxiety about the prospects of 1ndopendencqi)an wall as about
our capacity as a nation to lead clean lives, and develop
a soclety based upon pesitive human valuess In effect,the
informing secial reality ef the Yoice 12 the wide range of
experionces and moral perceptlens which have been porsistently
expressed by various nigcrian writers, particularly Chinua

Achebe in A nan of the People, Christopher Okigbe in Path: of

1'6. Okara, "African Speech, English Words" in African
writers on African Writing. BEde. G. D. Hillan, pe. 137.
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Thundeg, and ¥ole Soyinks in The Interpraterg., The social
relevance of the themes which have determinsd the form and

style of these works is the cbnoxious naturs of the contem
porary Nigerian value sy:t-mt:which continuously presents
the indivicdual with the enormous problems of how one could
sctualize one's personal morality, one's concern for the
spiritualijand yet survive without either being regarded as
a fool or swept aside in the growing pressures of progressive
materialism,

In am1 of tha interviews recorded in 1973, Gabriel
Okara has given an indication of his deep concern with the
achievement of suthenticity and relevance at the level eof style

and vision, Concluding his discussion he says)

So I arrived at the conclusion that probadly, if one
wrote as closely as possible, not in the way that
Putuocla has dona in his books but in some consclcus
way, one might be able teo bring ocur ideas, our thinking,
in fact our whole mode of speech, into whatever wa wrots,
Okara's view here is a clear recognition of the need
for the artistic indigenisation of the allen novel form in
terms of culturally relevant communicative modes and vision.
In the writing of Zhe Vejce, the concern with thess values

functionad as a source of stioulus. It forced him not only

1, B. Lindfors, Damesay, Znterview with eight Nigerian
writerss (Austin, Texas, 1974), ppe 4121,
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away from the use of English in a manner initative of
typical English usagsj more positively %t seems to have

1ed him towards his own conception of the sppropriate form
and structure of the novulufns well as the fashioning of

a prose styla that is at once relevant and uniquely personals
Thess creative interesta are imaginatively realised at the
level of the quality of experience delineated, and mors
strikingly, in the formsl and stylistic erchestration of

the novel.

b &4

Vis ear 5

Por the crestive realisstion of his many-sided litsrary
aspirations, Ckara hss set up an intensely concentrsted stoty
of a politicelemorel confrontation betwesen two charsctars, Okolo
and Chief Izongue. This story he has also developed into a concise
postic image for the imaginative repressntation of
cartain aspects of contamporary Nigerian consciocusness, and
attitude to life, In its basic thematic form, the story is
an exploraticn of the problematic choices inhersnt in the
current phase of Nigerisn life, «~ the choice betwsen the
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conflicting pressures of adaptation to tha athos of

corrupt social wuluag;t and a personal unrality; and between
paterial success and the stignma of fallure that follows the
honest, but materially poor worker. Ukolo, the protagonist,
is a visionary with an intense social reformers's Sinstinct.
He 15 a man with a tenperamental concorn with soclalereligious
values which give order and meaning to hunan aexistence. The
essence of his activities throughout the novel consists in a
sustained ideslistic search for the human values of intagrity,
truth and beauty in both personal and public iifes These
valuss he cannoﬁi)houovnr. find in an increasingly decadent
world already saten up with gross naterlislism, powar struggle,

and opportunizm.

Ths narrative action in terms of which the morat vision
has bean recraatad in tha novel ia relatively slight in
scope. This 1g 5o at least when conpared with the ampler
scope of narcativa experienca in say Acpow of God and The
Intecpretacgs Por various ressons, the narrative action is

1imited to a small range of spacially aslected sequence of

legee Interview with Lindfors ope cits pPs 43e
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narrative events presented in a dramatigzed and highly

poetic form.

If In terms of the formalistic approach of E. M.
.P.orster1 wé consider Mplot™ to consist in a sequance of
narrative events. causal-temporally ordered, The Volce can
be sean as a carefully “plotted" novel. This is so in the
sense that what events it preasents, are causalechronologically
ordered, and directed with calculated ralevance, towards the
communication of the moral basis of the narrative action and
conflict. § - b

The development of the sfory can be seen in terms of two
maln soclal éettings, Amatu and Soluga, with thes journey
from Amatu to the city of Soluga functioning as an inter-
locking episode for the two situations. In this limited
sense, the plot = atructure falls basically into four2 major ©
episodes, which cepresant successive stages in the moral
and emotional development of Okolo. Amatu forms the main
locus of dramatic action and experience. The first section

chapters (1-2) deal with Okola's initial moral predicament in

1'8. H. Forster, Aspects of the novel. London, 1927,Chapter V.

2etnis suggested way of reading the story is not intended
to rule out other possible approaches.
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the town of Anatu, focusing our attention on his conflict
with the moral values and politicians of the town. Tha
sacond episode, (Chapter 3}) deals with Okolo's journey by
river to 3oluga.; as a result of being forbidden on pain of
death from ever 1iving in Amatu. The third set of episodes
{Chapters' 6, 8, ) deals with Okolo's traumatic experience
in Selugs and the last section {(chapters 10 « 12) take the
narrative action back to Amatu where Oxolo masets his tragic

and.

In chaptar 1ﬂ= en ths novel opens, Okolo whose
education had “openad® him up to the peinful awarencss of the
corruption of his socicty of Amatu, is already pricking and
challenging ths general soclal consciousness by seeking to
examina everybody's “inside” to see if they have'got “"I§™',
the unidentified moral essence which constitutes the object
of his searchs As the noval ostablizhes in chapter 1, the
back  sround of his search is the atmos hare of optimlsa about

the “coalng *hing'.i

lepom Okara's interview with Lindfors in Dem Say loc. cit.
4t becomes clear that "the coming thing® ref :rs to the approaching
rigerisn political independence of 1960.



55&010 started hls search when he came
out of his achool and returned to hia
peopla. then he returned home to hia

people, words of the coning thing,
rusocaira of the coming thing were in
the atri)

In s world in which each rcan is for himself, caring
for no one eclse's intarcst, Okolo's belief in "I{" and
concern for human value-CDlead him into doing good for otherss
In & boat crowded with travellers being dranched in a raine
storm, he innocantly uses hic overcoat to protect a young
girl from tharaim1 1ron1C411yC}houaver, his good intentions
becoma the reasons for his accusation and open disgracs, He
13 accusnaed of pexually aspaulting a bethrothed gir {3Ebier¢.
The protective mother ine-law who had been praying to the local
gods for marcy only a few seconds sarlier scandslires him.
the raves and creates a stir in the enginesboat by har ululaw
tion and shouts of Apol, Apol,Apol. In his sensitivity to the
situation, Okara's narrative action in this siction blends
tho trivial with the serious and the comic with a subtle

satiric touchs

Tomm Voica, p. 59
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satiric touch.

The innocent girl looks on in wonder, and unbellief, 88
Okolo, in spite of his innocence, is gradually incriminated
and herself disgraced, by the dangerously suggestive innuendoes
of the fellow travellers.

Although superficially isolated, structurally, this river=
boat episode does . in fact, knit both parta of the novel
tog.thetl into one /ls.ngla coherent story. Specifically, it
reinforcas the atmosphere of hogtility which infects the
novel's world. Thus even though the claim is false, not only
does no_one actuslly come to exonerate Okolo, but later - in
Soluga, the accusation is blown up into s big 'palwéx:‘;/uith
trouble for both Okolo and Eb!.orc} as a rasult of the lack of
communication between Ckolo, the girl, and the mother-inelsw.

The third set of experiences pressnted begin with his
arrival at Soluga where he also continues his search for “IT".
In this section of Soluga (chapter 6-9) the novel assumes a
much more harsher, tougher snd grimmer tone of s political l;tm..
Strident decadence and terrorism, sxpress an 1m1nnt1§e vision
that is 8lso more penetrating than political satire per se.
Here. too,: Okolo, now disorientsd and transplanted from familliar

grounds into strange and hostile
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world finda himself face to facoe with nore negative

forcas of "darknaess®™ which confirm Tebsowails wa:ning thatie
"things are not only worse there, sut it s dog eat dog
thara."i Confronted with thas crushing political realities
of Soluga(} with its brutality, and the corruption of a police
statn, Okolo comes faca to face with the harsh reality and
tha doomed pature of his guest for values in a morally unree

gensrate world,

By slow but steady degreas, tha truth of the ultimata
reality = the moral nature of things, bsgins to break in
upon him as we shall show laters Faced with thess ultimate
realitiap, he resppraises his next course of actien, = what

he pust do now and where he mast ¢oe

The lost sot of apiscdes marks his return to Amatu to
£aze his enemy Izongo. But ho returns a changed man keeping
hinself to hinself: The finalé of the novel {chapter 11)
pragents not a search but the continuation of sociotal
nagative reaction to what Okolo stands fore. iith the seed
of the light ho has sown already taking roots, the citizens
of Amatu led by Izongo are only too glad to destroy him

= m L o T
fordver., VPG

Sariea,
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Mode and Style
Okara's stylistic organisation of this story represents

effectively an innovative spirit that is quite unequalled in

the wurrent Nigerian fictional output:, While the thematic

basis of his novel continues an area of moral awareness common

to a majority of the practising Nigerian novelists, the

narration of this awareness 1s significant more for the

"1ndapendencé" of techniques than for hiz indebtedness to the

nore general and established conventions of the typical novel

of accial realism. Significantlythowever, the sense of

independance of style is not only a matter of hils deviation from

the cenventional approach of this novel type. Okara's style and

narrative form are peculiarly interesting in the sense that while

drawing its creative strength from the traditional rhetoric and

linguistic features of his African lécality, the aesthetics of

the narrative frame into which these traditional elements have

been integrated transcends also the organisational mode, and

content of such African narrative models as myth and the folktale.
The novel becomes in effect’ a peculiar narrative whose form .

lies between myth and the novel genre. Indeed, in its development,

The Voice is a novel in which the method of traditional African

nmythical narrative and those of the mocdern short novel are effectively
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brought into play. In the first instance Okara's main

criteria for tha cholce of narrative incidents is not strictly

that “Q'T"erfflﬁﬁt‘;*;éf« but of what is symbollic, especially

of what i:-;ividly-uxpressivn-nf the archatypal impulses of man.
in this aspect] the novelist not enly exploits our senses of
suspense but vary often presents incidents that bear upon the

fantastical saven when narrating familiar political experiences.

But in a manner that brings The Voice within the scope of
the modern short novel, there is nothing that is strikingly blssare
tn its stylistic deployment of these incidents. Bothing is
presented in the unrestrained prolixity and surrealistic exaggeraw
tions of Amos Tutuola's mythopoetic approach, Purther, like the
contenporary Rigerian novel, and,as an expression of Qkara's own
ains, the overall experiencs uhié;ﬁkhe novel presents has a topical
significance — being something immediately reflective of the
political and woral issues of its day. For example, the motives
of those who decide Okclo's fate (especially wien we think of
their ruthlessness and singlemindednass) are based upon actual
social and psychological tendencles of contemporary African

political leaders.

As a novalist )Gabriel Okara also shows his own uniqueness

in the way ha evolves his pecullar modes to demonstrate his vision
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‘; without caring for the conventional soothetics of the novol,
A nanifestotion of thip ic the way in which the focus of the
noval is deliberately restricted to the depicticn of the
society's negative recction to Ckolo a2lmost to the exclusion

< of other imaginative aspects of socisl life. As a regult of
this the novel is not & novel of zetion, when by this vo moan

what Edwin Mulr means wvhen he saysi

?}In the novel of action, a trifling event
* will have unexpected consequencesj these
will spread, and goon they will be numberlecs,
and apparently inextricably an inextricable
web will be woven, which will later be
mirsculously unravelled, In the action, its
complication and its resolution, our interest is
’ taken up, and being interested we are pleased,1

\y

on account of its restrictive scops of narrative asction
and point of view, what the novel succeeds in recroating is not
a reslistically complax experience roalised in terms of a wide
~ range of activities involving many charactaers sharply delincated,.
It is the sense of Okolo's pufferings . -5 = end the brutality

of his society that hit.] the roeder,

1. g, Mulr, The Structure of the Hovel., The Hogarth Preso
Londen, 1928. 2nd edn. 1967, pe 20
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For all its tight structure and limited scope of
narcrative action and felt 1ife, The Voice is a complex and
highly sophisticated novel by any standards. It is a novel
that 1s exceptiocnaily rich in its symbolic suggestivencss.

The achievement of thls rich imaginative life from so

1imited infrastructural materials is due, essentially, to
Okara's pecullar mode of novelistic representation, aespecially,
the organized pattern of significant events pressnted in the
linear chronclogy of the novel,

Predominant in its process of communication is its
poetic mode, the insistence on the primacy of tha poetic over
the realistic. Thus, instead of being based on tha aesthetic
conventions of the more popular social realistlc novel, with
its emphasis on the nimetic presentation of situations and
actions, Okara's novel draws its‘QtTGﬂF?hg/and significance
from the suggestive power and interplnyﬁof a number of creative
devices, aspecially, the modes of metaphor, synecdoche, symbollism,
and allegory. Significantly, Okara's basic approach to narrative
representation is ‘synecdochicals

In order to elucidate Okara's use of this mode, we shall
exanine two related aspects: (a) his narratlve descriptions

and pattern of images and (b) his basis of character presentation,
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Pirst, through his instinctive emphasis on the
poatic rather than the realistic, Okara presents a
pattern of fictive realities that seem to lie between
the real and the fantnstica;j and tending often towards
the leval of the symbolic. The focus of narrative
movezent is rarelyiyif aver . directed either towards full

»
human qualities of his characters or to the details of local

coloury sound, or ritual in the manner characteristic of

most of his contesporarisse that he invokes as texturing
narrative unitq@'are the bare “agpacts™ = the {solated parts
or featurees of phenomenon. The pressntation of the crowd of
Soluja is on extress exanple of this poeotic mode of novelistic

pr sentation,

“80 to the inside of Soluga of the Big
Ono he walked with cach step degging

the ground. 50 Okole walked in 3oluga
of tho Blg Ona passing frustrated eyes,
groundlooking scyes, hot eyes, col! eyes,
bruised eycs, despairing eyes, nothing-
caring eyea, :rabding eyes, dustefilled
eyes, aping oyoas... Okolo walked passing
eyas, walked pasaing eyes, walked pasaing
oyes until hungeT hald him., ™}

The reputition hare §ip not tho recult of the kind of

nacrative verve we havo obsarved in Amos !utuola.z The

1’359 Voice, ps 80

2'G¢hriul Okara scess conscious of meeting the demand of

astablishing continuity b tween the modern and the traditional in &
radically different sanncr from Amo. Tutuola,see Dem say,0p.Clte psdd
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striking descriptive quality here 1s *disembodiment® the
narrowing of the narrative focus upon the *ayes” and the
repetition of this to an extent that transforms the descripw
tion to the level of the “surresl™. Generally, enveloped
in the darkness of moral evil, ths pecple are revealed
aspectivally, that s in terms of either their “yoices”, "oyes”
‘hands" or sharply discriminated moral personalitles. It is
in this poetic use of aspect or part for whole that we deacribe
Okara's The Voice as synecdochic in form. Taking a limited
aspect of human behavicur he makesa this an affective symbol
of contemporary Nigerian sociu-poiitical behaviour. Through
this poatlc modeg;Okara's novel achlieves significant sesthetic
effects that aru-quite peculiar to his novel form. One of
these consists in the "blurring® of our sense of the actual or
the possible. in a special way that contrasts with the intense
and coaprehensiv.r'A£rican realism® of Achebe or Amadi.

The imaginative presentation of Okolo's first dramatic
exparience in Soluga1 is anothar example of Okara's habit of the
evocation of "aspect™ as an intensive image of behaviour and

experience, In this passage the recr-ated impression is the

yd

1 ohe Volca, ppe 15 = 16.
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stark darknoss, and its oythic conflict with 1lijht. Tho
concrete reality, the specifica such as what kind of people
have co=n to arraign him, just why, and what kind of place
he hao beon thrown into are not within the focus of the
narrative description. 7The entirc em_hasis is the darkness
intenaified to a pitch of syndbolic significanco. Tha grim
foca, the eyes, the voices, and tho intensity of the darknass
functisns to interpret ' the nmoral and political naturg of the
situation being dascribed. As o motif in the narrative it
can bo sean at many levels of thoe novels es eclally in the

conco, tion of characters,

Thae pro ontation of the najer charactaers -~ the younj girl
Tuere, Chicf Isongo, the "Big One™ « the white nan and the
police~en of Soluga arc exanples of this singularly poatic
axpro.ch to the representat.on of cha.acters. There is also no
descri tive presentation of any ona of thess charactors even
though they are of cardinal importance in ths moral ataosphere
of the novel. Tuere for instance, ia introducsd into our

consciounsness as followsie

Facan, a mas; of faces glistening with sweat

in tho moonlijht atood, talking, arguinjg. drim
foces like the dark mystecious forast atire with
flies. Thon a shadow blo._ked his view, thon silence.
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And the voice clear and cool 1ika a glass of
woter, from the stonding chodow sallied forth.

‘What {g it? ¢hat again do you want of ma?
vhat do you want of a witch?

1¥e want nothing of you', & volea ces froa
the crowd, ‘e want nothing of you. Ve went only
the men you keep in your house

'I keap no one. Why chould I eony of you koop
whe enlled ro a witch end have kapt m2 away frona
tho town?

Ag the narration contmuoﬁ.1 ghe ig seon ap part of the

syobolic longuago of the novel « aspecially tho symbolien

of light and darknoss. In the prescntation of tho charscters

4t 4o only just a cuggosted poral quality or pattern of bahaviour
that is used to "fix® and sharpen the parsonal fdentity of tho
charactar, For Tuerc it is tho accusation of baing "a witch”,

in the caga of the "Big Ona® it is his unaxpectsd roral cynzcxcn.z
hio loss of faith in the possibility of moral goodnapos For
Chiof Suongo it 1o his greed and political ruthlosecnosss Thus,

in the precentation of charsctor, Okara's work cuggasts a forn

of litarary reductionicn, something of a povenent away froa
raalien towards tho uce of sharply differentiated poral or
poychological statos as narrativo pernonun;}end gourco of conflict.
Through this inpistently poatic modo, the characters cchiove
pyrbolie asgocioticna that enhance tha underlying allbgorical,; :
frama, Okolo's lifo gpont in soarching for “"IT" io & syrbol of

1e g Voice ppe 30 = 31
2s yp1d. p. B6£2
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the yearning for moral truth and idesl goodness. His
suffering which form the focus of the narrativa action ia an
image of a wider range of decadent behaviour in a highly stavistic
society, Tuere, who is kind, sympathetic, and unjustly accused
of baing a witch ia at once a symbol of the oppressed and
of the christisn victuss of charity and patient enduranca,
Chieaf Inongo is the incarnation of tha misuse Of power.
He 18 the oppressor and an ensmy of light. He and the elders
of Amaty symbolize the over—conscicusness of satarialistic
successe The "listanars" of Soluga ara the agents of tyranny and
oppression, Tebsowei and the ln-i;inqnﬂ sre “Yooral pawns® who
have no £ixed stand but sre ready to be swaysd, Indead, the
active beings, the protagonist in this novels « Isongo, Abadi,
Okolo and Tusre are significant mors for the kind of moral) forcas
thet they reprasent in tha conflict than in the fullness,
subtlety end comaplexity of their Snner 3ife and psychologys
shatavar shortecomings Okara's stylistic “deforsatisn"
of the real may have, it does very often result in a prose atyle
of great lyric beauty and deep aynbolic significance. In & mmber
of psssages, the prose in its purs evocative intersst creastas
conplex suggestive effects that have certain religious overtones.

Por instsnce iz the followings
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Outside, the dog barked, the pursuing feet
of the world stopped and the shout of triumph
from the ground reached the eye of the sky and
all the town shook. As the shout shook the town
1ike a cannon blast, fear entered Okolo and he
thought of escape through the hole, the sole window
at the back, But a hand reached him from the dark
vold. °‘Stay quiet,' the darkness vhispered.
*Nothing they will do to you's Next, Okolo saw the
mat covering the door move aside.

Faces, a nass of faces glistening with aweat in
the moonlight stood, talking, arguing. Grim faces
like the dark mysterious forest a fire with flies:
then a shadow blocked his view, then silence. And
a volce clear and cocl like a glass of water, from
the standing shadow sallled forthe.

‘What s 1t? VWhat again do you want of me?' 1

Considered in its dynamic structure and in its formal
approach to the presentation of characters and human
behavicur, Tha Volce 1s insistently intensive, presenting
charscter and life not in teras of the inclusive possibilitles
of good and avile No character is seen to possess at once
both qualities. Social and political reality is also presented

in this distinctive forme In these respects The Voice is »

diametric opposite of both the "extensive forn'z

1e phe Voice, p. B0

2 see ch-ptu,fﬁ_p. 142 of the thesis.
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and intense social raaliss achieved in Arrow of God.

Inage Pattern and tbxtgge

Okara's instinctive eaphasis on the peatic has brought
into play a pattern of highly evocative symbols which act as
leitnotifs in the novel. Each of these aspects of Gabriel
Okards narrative vision are intensifiead and more or less given
special exnphasis in each of the differcnt sections of the novel.1
In the first section of the atory, Amatu {Chapters 1«2, ps, 1=57)
the two dominant motif~ipages are ®darknesa® and "fear® with
the ezphasis falling upon “fear®.

In the last section of the novel, the fear and darknass
image still persist. But while in the firat section, the
greed and “obscurantisn® of Izongo hai been the zmajor focus
of lmagery end action, in tha later section, in which a ore

or less satirical treatment of rodern political activities

1'rh15 variation of tha enphasis upon these is bound up
with the shift in the locus of the action (from Amatu to Soluja)
and the rew roalities which confront Okole.
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" of the Big One are dealt with, the butt of the iwmagery is

political fascism, terrorisa and moral hopelessnass. In this
saction of the novel the image of darkness and conflict between
light and darkness cones into tha foreground as tho darkness
saen to be imaginatively intensifled in proportion to the
rrounding moral nullity. Of these various forms of expericnces,

the leitmotif of fear has a pronounced dramatic role. It is
c;ncievud as a eixture of ecotional and psychologlcal fear
of facing ths truth, of being exposed: and through this, losing
a social standing not legitinmately schisvads Chief Izongo
and his cronles ara thoss who most exhibit this fear. They
will do anything to presarve their smug com.lacency and the
political limelight which thay are snjoyinge The effects of
their "fear™ is strikingly ravealed in the course of the main
nazrative action of the novel, and in a aimute gset of symbolic
izcidents, statements and emotional raactions of the characters.
The hounding of Okolo into the forest, the way ho 1s tortucgsd,
Tuere's banishaent inéo ths evil forest for no just cause, the
extrexnely brutal and cold-bloode! mannec in which shs and
Okolo are set afloat to drown in the river are sxamples of the
operation of this fear.

Concurrent with P=ar is the notif of Darkness. In his

narration Okara presents this motif in its moral implications
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tQ;ough the traditional Christian symbolisa of ths

opposition betwean light and darkness.

Chapters 1 {pe 32 - 33) and chapter 5 (p. 76 ~ 77}
sre recr.ations of this allegorical conbat in which darkness
encapsulates light, This nejative encapsulation of light
by darxness has special sycbolic significance in Solugas
wicre its reallty and soclal effects ssen to bs more pro=
nounced. Hsre nan's self aliznation frow iight, his bruta-
i1ty and hostility are rore oppressive, more potent, and
crushing than even in the town of Amatu. The world of
Soluga had symbolized hope for Ckolo. BRBut ironically through
the fascist ectivities of the Big One, through his thugs and
list:nars, Soluga represents the nadir of anarchy, despalr
and cynicism. The parallel develo ment of the darknass image
with that of “fear"™ function throughout the nOVaI{)al two
celated central leitmotifs that are sustained, amplified, and
repeatad as postic inages expressive of the oppozite of all

that 1c good, humane and godlye.

VI

Anongst the resources which Gabriel Oxara draws upom

to give concentration to his fictional experienca, language



plays & major role. Generally the Izon linguistic
structures utiliged intenpify the form, force, and

A atmosphere of the novel. The varlcties of linguistic
structures utilized in the noval inc{ydn direct translatlion

of Izon syntactic forms into Bnglithéuitha imposition of

-

specifically local meanings and ideas upon ordinary uordlgt:

-~ and the use of repatitions, especially of images, motifs and

synbolss The way in which some of thess stylistic fornms

ace crectivoly used will be exanined closely in the

course of cur tu.sn::ulsn.'lar:m..:':'JH Hhat we observe here
briefly is that the use of language highlightsthe
different leitmotifs of the novel., iIn this respect an
effoct which muat be noted is the suggestiveness of the
verbal transliterations used in the novel. OGenarally,
through tho imaginative power of these transliteraticns,

and the concretely evoked local imajes, the realities which

A "Soo pe 184 ©f the thesis
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constitute the focus of the narrsative action are vividly
imaged, revesled, and randerod as active forces of avil.

By this wode, greed and fear are rendered as negative forces
that reduce man to the level of an anianl. This quality

18 imaginatively conveyed by Okara's poetic language which
brings out moat strikingly the atavistic lapulses of thase
aliensted from the knowledge of "IT%:

on and on they pushed and dragged him.

Round and round they went with thelrc blind
fest. This way they turnsd and that way they
turned 1ike a dog with a piece of bone looking
for & corners Nobody talked, nobody whispered,
They pushed and dragged hiam in tramping silance
with buzzing mosquitocsses 1

the experience which cmergos from the different aspects
of Gabriel Okarats narrative presentation — from the plote
movemant, from the poetic symboliem, and from the original lang=-
uage use, is & very intense feeling of despalr, « a terrifylng
awarenass of & soclo-political world polluted by moral esvil,

fear, selfeinterest and barbarisa which underlis Okolo's cryt

1 am moving round and round caught in
a whirlpool of hata and gresd and I smellese

1“&‘ Voice, pe 39
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tha omall of hata in their aweat
glictening on their backS..e .71

& 4

v;glun and A;;tgg;x

e = The sustained evocation of the themes of “fear",
"evil®” and symbols of wiolence and the pattern of narrative
action defins the formal quality and theomatic interest of
Tha Voice; Thase evoked thcmes are expressions of the
decaience of tha society which contenpo:nr} aan 13 evolving.
“hile this theme of soclal decadence is directly derived
from the realities of the period lumediately proceeding
Hational Independance of 1960, the range of the quality of

~ ex.exience delineated in thas novel transcends the imaediate
Kigerian sociow~political ethos to the level of the universal
state of man, The nature of Okolo's ocwn moral experiences,
his "discoveries™ in the course of the novel; make this clear,

< Much ajainst his earlier moral naivets ani idealiom, in the

1°Ibid., p. 39
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end, he is brought in a mowent of ana norisis,i to a

new state of awareness that ls religious in nature.

The river=boat journey to Soluga marks the beginning
of this process of new and crushing discoveries. First,
while he had hoped that what the world requires for its
regeneration 15 & good heart (a good *inside®), it was a
harrowing discovery that his good intentions could even
become a reason for his further victimisation, and trouble
with the law. Soluga thus presents an even bigger shock
as he learns that it is no haven. Through his personal
experisnce of its infrastructure = its cﬁrrupt and non~caring
police, "listners", the Big One, and the surrounding crowd
of indifferent and broken eyea of disillusionment and
despair, the reaiity of the moral nullity and hopelessness
of the world bkegins to break irresistabiy upon him. The

knowledge of this "dark"™ reality is brought home to him

Yethis concept of tragic experience is advisedly
used to suggest at least in a lirited respect, a parallel
betwean Okolo's experiences and that of the real tragic
protagonist. Okolo's discoveries and reflections in Chapter .S
not ohly involve an awareness of the unredeemable nature
of the world and man, but also the hard fact that given this
knowledge his own stance might conceivably be mistaken in its
thoroughgoing idealism.
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not only through these street experiences, but explicity
by the more experienced people, by the kind hotel keeper,
by the white secretary of the Big One. The cynical police=-
men at Soluga “hammer®™ the knowledge literaily into him,
Raving arrested him, and forbidden his sojourn in Soluga,

they advise him:-

Look, my man, stay here with us,
This thing you are searching you
cannot £find here. You can only
this thing find in rubbish heaps
or in night s0il dumps, and those
who go there do not come back. If
they do, every body will run avay
from them = the high and even the
low = hecausge of the stench
wo here too, we have our best tried,
but it isg llke trying to see if the
baody of & person who i3 in the water
with you is dry. 1

Next, completely broken, exhausted and denled even
the right to aee the Big One from whom he might discover the
"bottom of things™, he learns through the whiteman, and
sacretary to the Big One;ﬁof the utter impossibility of ever

finding 1T, and the pointleasness of trying at all. Even

1'¥h¢,?o1cq, p. 83,
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faith, the faith of the christlana, faith in the traditional
apirits, and even high sducation, the possession of Ph. Ds
do not mean moral attunement to religious ideals and sense
¥ of values. For in the general ethos, in tha wild enveloping
chaos of Soluga, and Amatu, in their growing moral myopia,
education and ignorance, law ablidingnesas and lawlessness,
faith and faithlessiness add up to nothing and mean nothling.
> Education, traditional religion, and even Christ have all
failed. What matters is cash, = the new intoxicating
"trinity of gold, Sron and cancrete”.1
Abandoned by the whiteman whom he had hoped would listen

p to him, Okolo

Sat on the bench along one forbidding wall of
the room and waited, speaking with his inside
and thinking of the proverbkb of his people the
4 ljaws, which says "If you roast a bird of the
air before a fowl, the fowl's head aches". 5o
his mind inside many questions asked, Falth and
faithlessness adding up to noethings. Belief and
unbelief adding up to nothing. Han has no more
shadow, trees have no more shadow. Hothing has
any mors asaning, but the shadow «~ devouring
trinity of gold, iron and concrete. Then he asked
~ hinself what road to take, in the immediate problem, -
to go back home if that i1s possible,; or to go teo
the asylum, ' 2

1'Tha_Voice, pe 89

2'Ibid.
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This moment represents the culmination of Ckolo's mcral
experience and spiritual growth. It is the dramatic point
towards which the narrative action has also been leading

and directing our consciousness. Okolo, stripped now of

the buffer which youthful idealism had provided discovers

an ultimate reality about the nature of man, society, and
Wh§ conflicts and hostility, bitterness and evil nust be
part of the continuing state of man's existence. Against
this background of the overwhelming spiritual decadence, and
brutality of his surrounding world, he opts out for a return
to his home town in spite of his knowladge of what his end

might be.

!hegﬁ two choices which he was confronted with are
ultimately, choices between death and through this, the

A affirmaticn of hils faith in his mission on the one hand, and
on the other, survival and failure. To go to the asylum is to
‘silence' his moralistic voice and admit that he had been
crazy according to popular opinion. To go horfto Amatu is

T to face the music of death from his enemy Izongo'and the

peorle of Amatu. In choosing the latter he chose the path
of matyrdom and the vindication of the asincerity of his

belief. 1In his spiritual quest, progress, and discoveries,




"y Ciolo rapresents not o ruch tha nystic dut tha tregis
messianic i figura, vho ceos only the inmpossibility of o
coral conproaige with tho prossure of his world, and henco
for whes the only way cut is ontrocisation or deoath. |

o

Through tha inaginativo linke-up of Okolo's anile
with opiritusl and moral "diascoverics", Otara nskes Qolo's
journoy assume en allegorical form in wvhich thorao 40 o
gsynbolic cuggestion that the irrationalitics found in Azatu
- are baged upon univarsal iopulses externalized in pon ovorye
wherees Poxr Chief Isonge the banigh=ant has bosn porely o punichoent.
fut from Okolo's oxperlonca it in journoy of initiotion, o
porconal tovement towards a maturor understanding of tho
world. OXolo's gubrequent recognition of socioty's spathy |
to hin quant for moral goodnoss cyrbolined by “"IT* in not
only partinsnt to contemporary Mlgerian moral lifa,
Transcendenkally,it s & dirccovery of the otate of humen

< sociatiosn ovarywhoro,

‘np N o Critical A a
Wharcas for moot criticn, the source of tha falluxa of
Tha Voica on an oxporicental novel secas o 1io in Ckara's
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us¢ of lan uvage, therc aro a fow who have castigated Ckara
for tho natura of his respongse to the fora and structure

of the novel. Anosiots view of the 'pavorty'1 of Ckara’s
ada tive vision, reprosents one of the noat scrious and
thoroughgoing deprecation of tha formal quality of the rovel.
In his view Ckara's fallure stens not only froo the nistincss
of his artistic vision, ocut essentially from his baing
inadequately equip;ed to hanille tha structural roquirements
of the novels Uhere wo have caintained in agreeuent with
Lindfors that the significance of thes novel derives largely
from Ckara's insistent pootic ap, roach, Anozle identifies this
ap, roach as tho basis of the unsatisfactory quality of the

work as a roal novel. As he argues:

Hre Okara 1s first and foremost a post, a gifted
lyrical post. In lyrical poetry his art and viaion
find a roady-pade spontanaity of aspressions But
when ha traspassos into the extended and epic
dosain of the novel he is automatically challenged
by 1lifo with a moro than lyrical confrontation.se
To meot this chellenge, would requirs a new
dynanic art and an aduptive vision to life « realle
ties in an African context = But Mr. Okara betrayed
povarty in both except in his language of folktales
with its annoying literary squint. The fallure of
the work is in {ts handling. MNev:r beforw has so
large s vision been imposed upon S0 small and
linited & craft. 2

1'Sunday Anogzio, "Thame of Alienation and Comaitment in
Okara's"Ihe Volga® BAAL. Vole 3, (Hov. 1965), ps 63a

2e1bid., ppe 61 ~ 62.
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As his arguczent further suggests, the "fallure"
of Ign_lgiggﬁgs an African novel derivesfron ita fornm =
tha abaeacs of the "right type of actiun‘t, its lack of

2 and the extrexely asbigucus nature

*concrate African sense®
of its vision as expressad through the vaguaries of the

notio:. of "IT". A3 he cbservesi=

svesanseselity Okara hejs the question and
hopes that his rea.ers will understand by
disgulsing the central conflict under the
saarch for "It"® -~ & univorsal fdeal “it" -
a namoless abstiraction which traces the
course of morbid eccentricity. 3

that is effectively suggested by the scathing tone and
dognatisn of these judjements 1. ironically, not the “morbid
eccentricity® of Ckars, but the rather stunted response of
Sunday Anosle to Oxara's novel ap, roach. PFore significantly,
the judgenzent reveals Anozie's insennitivity to the varieties
of narrative structures and styles within fictional form and
a lack of awareneas of the poasibllity that a novel need not

conform to the social=realistic model to be artistically

1.Ibid.,

Z.Ibldo, Pe 624

3erbid.
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significant and viahlewﬂfrxn effect, Anozla’s kind of
critical stance, and indecd a groat‘dell of the dgpfecatO:yJ‘
criticism of Ckara's novel which it represants, are only
expressions of a myopic response to the fornm of the nowel,
and the seriousness of Okara's novel and the various meanings
which the novel manages to convey through its essentially
postic approach to the presentation of characters and
narrative actiocn. Tha general allegoric-poetic structure

of the story makas the novel schieve a vythic quulity that
allews, as sarlier suggasted, a sulti-levelled reading of

the story. Thus, further to the central soclo-political
theme, there is also added the u-defined quality of -"IT*

the object of the search. This functlons in the novel as

a dynamic concept. Its refer:nce is not singly discriainated
Boral value, but a variety of values defined by the narrative
context of its use. Out of this elastic use of the expression,
™" achiaeves the referential quality of an open concept,

designating at once the following set of idean:

(a) The African traditional valuas of moral
goodness, honesty and intergrity,essces

(b} The African traditional valuss of com.unal
spirit and sympathy.

(e) The Christian virtues of love, charitableness
and tolerance.se
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(d) A practically esncofiitant - faith
and belisf in a higher Power

{e)} The Power of ths Crestive word,

In accordance with each or combinations of thase suggested
noanings, and the parsistent allegorical structure of the
narrative action, the novel works effectively as an

allegory ofie

(a) Ran's quest for moral goodnass and truth,
{b) The animal instincts of manses

(c) Han's unregenerate nature and of the
continuing state of sin,

{d) Ran’s self=alienation from the spiritual
basis of life,

{e) The conflict between good and evil, and
{f) The victory of the Powaer of darkness over
the creative power of the word.

Through the achlevement of this form, Cxara's The Voice
is unique in many respects. It represents a work of major
creative initiative and originality, and an important contri-
bution to the development of the Kigerian novel. This conclue
sion iz basad upon two major achieved aspects of the novel.
First is the social relevance of the moral vision of the nov:l.
This is reallized through the relaticnship °fEQ52§EE@il#tﬁﬁﬁ:;z

epstabli.had Detwean the soclial and political behaviour of his
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fictional characters and the actual patterns of the

behaviour of political leaders not only in Nigeria but in
many African countries of today. But the merit and
significance of Okara's novel do not derive only froo its
thenatic vision and relevance. 3tylistically, the allegorical
form achleved through the use of the synecdochic moda, coupled
with the original use of rhetorical and linguistic dovices are
of literary value for two reasons: PFiratly, for being a
guccessful experinent in narrative form and style, and secondly
for thea effectivenass of these modes in adequately conveying
some of the harsh realities of modern African socio-political

experienca.
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CHAPTER SEVENR

JOHN MUNONYE: A DANCER OF FORTUNE

Although John Munonye has not attracted much critical
attention, he is in soms respects a major Nigerian novellist.
By using some of the conventional modes of the realistic
novel=form, he has written a number of novels which though
not so remarkable éor- theizr skill in technical exscution, are
nonatheless isportant, especially, in respect of the kind of
hunan experiences which he often seeks to express, From the
point of view of our interest in this study, diohn Muncnye's
novels provide a partigularly interesting perspective #ir two
reascas: First, for what he did and 614 not try to achleve in
his use of the structural format of the Fealistic novel, and
in the presentation of contamporary Nigerian soclal experience
within this form. Second, given the particular quality of
his adaptive akill and visicn, his novels do Lllustrate for
us an aspect of the variety of stylistic approaches implicit
in thu‘ Nigerian nml. as it has so far evolved, Against this
background, we shall examine in detail A Dancer of
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Fortune,1 one of ﬁunonye's later and maturer novels in order
to indicate an aspect of his contribution to the growth in
form and style of the Novel in Nigerla. Where possible ve
shall focus these qualities as they relate to his first two

novels The Onl Son,2 and Obi.3

-4

Born in 1929 at Akokwa a few miles from Ogidi in Anambra
state, Munonye studied English at the University of Ibadan,
worked in the civil service; and as the Frincipal of the
Advanced Teachers Training College in Owerri, Imo state,

John Munonye started his writing'bf novels as a result of a
longing for the full realization of his potcntialitiu.4
Frustrated by the stfifling bureaucracy of the civil service,
and longing for another area of self-fulfilment, he was
stimulated into creative fiction by the example and success

of Achebe's Things Fail Apart, Since the awakening of this

A 1s , Dancer of fortune. References throughout this chapter
are to Heinemann African writers series (AWS) paper back Edn.
1975, :

2, John Munonye, The Only Son (Heinemann, London, 1966).
1, John Munonye, Obi (Heinemann, London, 1969).

4. Bernth Lindfors, Dem-5ay: Interview with eight Nigerian
- writers, ope. cit. p. 37
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interest, he haﬁ,been comparatively very productive,

certainly no le:* than Chinua Achebe and Elechi Amadi in
terms of novel wgiting even though the importance of hia
contribution to thh growth of the novel in Nigeria has not
been fully realisedr

His first novel, The Only Son, came out in 1966,

followed later by four other novels Cbi, Oil, Man of Obang01

A Wreath for the naiden=,2 and A Dancer of Fortune.3

There is now a sixth novel - Bridge over a Wedding., From

Obi tc A Dancer of Fortune there is a noticeable development,

especially in the ccnception of the themes treated and the
experiences presented. In his first two novels, Obi and

The Only Scn, Muncnye, following the example of Chinua Achebs,

deals with the general theme of culture conflict. In the

later novels, A Wreath for the Maidens, and A Dancer of Fortune,

the focus 1s on contemporary issues, - the casualtfiis of the
last civil war, and the ruthless commercialism of today.
While the novels explore these general themes as the bases

for narrative movement, the literary interest which John

1. the 0il Man of Obange (Heinemann, AWS, London, 1971).

2¢ A Wreath for the Maidens (Heinemann, AWS, Londoen, 1973).

3 ) Dancer of Fortune (Heinemann, AWS, London, 1974).
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Munonye offecrs d%r1VQa partly from the kind of satiric
realism which he %rings into the analysisz and presentation
. of some of these z\\ealitiu of contemporary Nigeiian soclal

condition. Linked|to these is also the presentation of the

i
harrowing experien&pl of the individual as he responds to

the constraints poaLd by the complex ethos of old and modern
values, Within thié basically humanistic focus, his work
shows what we may déscribc as a persistent interest in certain
forms of African human relationships, such as tha relationship
between the African mother and her child, between husband

and wife, and between father and son, as these relations are
affected by the conflicting values of the new social milleu.
These forms of personal relationships constitute the thematic

focus of his first three novels = The Only Son, Obi and

The 0il Man of Obanqe. The novel A Dancer of Fortune shows

a development a way from these types of family relationsh&ps

to the theme of modern commercialisgm, and the way in which

this determines the moral relationships between individuals.
As suggested by its title, A Dancer of Fortune, what

the novel presents is the story of a popular dancer, "Ayasco",

His profession is the dancing of highlife as a means of
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attracting public attention to the ssle of drugs of the
company to which he is attached. Through his daxterity,
and consaguent pojularity with the pubdblic, ho 15 an
invaluable aszat to whichover druge-store he 1s attached.

By tha ond however, through the assimilation of the dis=-
honast logic of the surroundin; business world, he cute
manoeuvres his employers and plecas hicself in position of
envy as a prospective ownsr of & drugstore,while fronic.lly,
his successive mastors whon he had desarted, end up ruined
and bankrupt. By treating this story from a human point of
view, John Funonye achievas ona of the croative iantentions
of the novel = *£o tell a new kind of story that have some

deep weaning for sociutyo'z

In order to establish a framework for thae di cusslon
of Hunonya®s adaptive vision and skill, we shall exanin: in
groator detall the form ans developmsnt of tha cxperience

prasentad in tha novel.

b 9 8

Throughout ths novel, the dynamic principle which

1"&nu' in contrast to the rood and point of view of the
earl novelss
*Interview with Bernth Lindfors, Deme3ay.opecite pe 38
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Munonye uses for the development of his theme and narrative
experience is the conflict which arises from different

people's materialistic interests. This form or conflict also
functions as a basis for the analysis and pres#ntation of
characters, It is alao the butt of the satirical point of view
of the novel, It establishes for the novel the essentially moral
nature of its realism, and the ground of its relevance and
contemporariness. Dramatically, the confliict involves the turning
of money, &n innocent object of a certain amount of positive
good into a matter of life and death, Ayasco, an essentially
comic hero functions as the passive centre of the comic-satiric
plot form. He i3 the figure around whom the action develops and
whose surprising financial trciumph at the end acts as a wry
ironic comment on soclety, and the overresponse to money and

the consequent futile rancour of the varlous characters.

Structurally, the pervasiveness of this conflict is
conceivad and dramatically portrayed at ﬁwo related levels,
First, at the leval of what we can describe as the
"intercompany rivalry,” and second, at the lavel of inter-

personal clashes amongst the employers in the Avarido drug store.
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Tha cuccassive interecospany struggle provides the
outer and larger freme within which the potty end selfich

perconal conflicts cro dromaticed,

Towards tha dresatic rendoring of his coaicesaticic
vision, the novel procoents threo perspectives through which
tho thematic rcalitios are cxplicitly inagad, First, and
central to the narrative structure iz Avarido, and hiz toon
of workorate= Ayasco, farianns, Ogoroda and Sopolu. The
activities of this group repraszant tha focal centre of tho
norrative action and the major wehicle for satirical exprepss
ion. Second is the prosentation of tha background to Avarido's
present success (chapter 7); and thirdly, is the rcecreation
of the continuing otate of struggle; firstly betwoon Avarido
and the young “"new" cooor £d4dy Chindi, (chapt. 10££), and
secondly,botucen Eddy Chindli end Ayasco his uncxpected but
deternined cuppliant. Through thaens differont cogoants of the
narrative the moralistic thens of gread is sustalincd, eaplified
and projected along with a rather a=bivalent focug upon tha
naterial develop=ent of the contral figure Ayasco. Through
Ayasco's centrsl position in each of thepe pections of the
narrative devalop=ant a basioc of unity and continuous devolop=-

pent 13 achioved for tha novel.



226

When the novel opens in chapter one, the Avarido
drugstore has already secured the position of monopoly,
having destroyed and ruinea his one time bitter rival Marabu

In the opening chapters (chapters 1 « 3) Avarido and
his team of workers are enjoying the trade monopoly, and
exploiting with ruthlessness, the ignorance of the illiterate
rural people. The only possible source of anxiety is the
possibllity of danger from the defeated, ruined, and disgruntled
Marabu who 1t is feared might send an occult thunder”i as a
reprisal measure to destroy his enemy Avarido. In his growing
affluence, and lntoxication with the charms of business and
monetary success, Avarido does not however realize that in
precisely the same way by which he had displaced Marabu from
the trade, he too, can be undermined, and reduced to such a
bitter end by others who are more subtle and more ruthless
than himself, For a time he enjoys the monopoly and success
until Eddy Chindi emerges to displace him only to be
out=manouevred by Ayasco, whose exposure to the mad ethics of

grabbing and self-interest has already had its

1. A Dancer of Portune, ps. 37

-
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effects upon his moral consciousness and aspirations.

In terms of this insistent drive for monetary gains, and social
success, the line of the novel's plot movement evokes into the
reader?'s conaciocusnesas a state of affalirs in which each man
1ives in a terrifying negative manner for himself - aware of his
own ambitions and desires without caring for the basic values

of human life or what is conductive for the good of all,

Thus, as presented in the many scenes of sales promotion
drives,1 the business of making money thrives on the merciless
swindle of the illiterate rural people through the sale of
impotent, dangerous, and irrelevant drugsz to unsuspecting
people. As Ogoroba was led to feel in a rare moment of sober

reflection what cbtains in the business is "bad blood".

.That was the nature of the trade.
The small tablets had become the
source of so much hate, intrigue,
and bad biogd, Yet, those who had
made them intended that they should
help people to live well. 33

1. A Dancer of Fortune, ps 7, pP. 9 P. 54

2+ Ibid., po. 7.
30 Ibid.' p. 43



From this initially established atmosphere of
commarcialism, the novel shifts its focus in Chapber
four from the present into the past, to give a dramati-
cally recrestsd account of the rivalry betwasn tha now
affiuent and self-intoxicated Avarido en the cne hand,
and on the othethand, the once successful but now ruined
Marabus and of Marabu's earlier triumph over Sebanco.
Cantral to the narrative history is Munonye's sharp satirical
presentation of the intense hostitity of the rivals, and the
crudeness of the means which they adopt to outdo one . ‘;3mtmt.
in his own struggle to pressrve his hard won success over
Sebanco . and not merely his own success,but alsoc the ruin of
Avarido. his new rival, Marabu does not stop at anything,
howavar mean.  He resorts to blackmail and bribery, using
his influence to persuade wholesalers not to sell drugs to

.'h'u'au.-.i.elo;x

Avarido in turn bribas the police to arrest Marabu
just to harm hiam and undo his {Marabu's) success.’ In his
growing bittarness and desperation, Marabu resorts to crude
tactics calculated marely to seil Avaridot's reputation and

soclal standing in

1s A Dancer of Fortuna, p. 27, p. 29
2. Ihj-db"_ ps 30
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Dakko. Tha ceapaign ho forcen his employcrs to lounch: ageinst
Avarido. to hawvo hit nemn end popularity cosared with rumours
and slanderous songs® oro oll indicative of tho bod blood and
tha unsicrupulous spirit of thio now cloass of businaschsn end
the hostility thoy roprocant,

Eddy Chindi's relationchip with Avarido end tho final
ovarthrow of the latter by hin {(Chaptars 11 - 12) 4o
significant not only for the toenmporary naturo of Avarido's
hard won victory over Horabu, but for the light it throws
upen pocial valueg, aspocially upon spiritunl valuoep, Eddy
Chindd hed boan rent to the ceninary to train for prioothood.’
It ip howevar, thoe lifc of busineoss = the now craco for busincoo
end ponay that he finelly succurds to, In hio dealings with
Avarido, the yearo of the coninary appoer to hovae left hin
untouched, Ha ¢too bringo down Avarido with maong that aro
nora cruching than what Avorido hed employed agoeinst Hnrabu.s
Tho imaginative devolop=ant of Avopido's fall 1o significant

in tho norrative otructuro of the nova)

1+ 5 Dencar of Poctums pe 20
2+ Ibid,, p. B9

3¢ Ibid., pPps 1182¢,
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not only as it relates to the anti~social bshaviour of
the drugstores, but it enhances the satirical intarest
of tha novelist in the way in which through it, Munonye
presents the craving for materialistic success and the
attendant iack of scruples which has infected contamporary
man in his alienation €rom the apiritual checks and balances
of traditional 1ife, Thus, from the intarnal logic of the
narrative events; Avarido falls largely ocut of the bitter
rivalry batwean his workers, Ogoroba hatas Ajasco, HNarienna
hates Ayasco, Ogoroba hatas Marianns and Ayasco in turn hatas
Marianns. Marianna is sick with envy., UHhile she proatitutes
hacself to Avarido the Dicvector, she doss not allow any othex girl
to coms to tho company office for fear of the relationship which
Avarido aight astablish with such a girls

Acting as the spark of the interparsonal hostilitiesa,
is the conduct of Ogoroba who has his eyes on posssssing the

buslnass should Avarido die suddenly.” Jealous of Ayasco, and

fealing his familiarity with Avarido threataned by Ayasco's

1.”3&50. pe 76,

Zo11:1de, po 48,
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growing popularity and his rapport with the bouss, he

schemos to poivon the mind of Avarldo and his : istreas

to have Ayasco dismissede In tha end however, and by tha
rebounds of his own illwadvised sction, Avarido loses his
hold on Ayasce and finslly finds his coupany collapsing.

Tho imaginatively recreated world is & world whose law is
tho law of the jungle, that of the survival of the atrongest
in whom the finer scruples of norality and consclenca have
boen estiolated in the wake of the passiona of greed and the

new drive for materizl waalth and soclal 3ucC283e

111

In the fornal exprossion of this viaion, Hunonye has
created an inmaginative experiance whose quality and natuce
contrasts significantly with those of Achebe and Amadl in a
numbar of important respects. Pirat, in the literary . rojection
of the drematic scope of the actlion, Munonye's imagination
rarely oxtends to the wider level of tho entire zocietal frame -

to the social background of the dramatic action, the motaphysical

basis of the African cocial life, and the ldoa of the possibilie
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ties which all of these realities have on the movement of
narcative action, Thus in contrast to the “extansive® Fourm
of Acheba's novels, Arrow of God and Things Fall Apart,
Munonya's novel is 'intensive’ in €orm, and personai in its
orientation., 7The notion of "intensive™ here designates the
characteristic foeus upon a iimitaed ares of personal experience.
Unlike the complex and sophisticated focus of the extensive
forn, the level of penatration in this is limited, baing more
mora) than social or historical. Within this specifically
moral perspective, Munonye has forged a nerrative fora that
is farcickl in its effects.

Thus, the crudeness and opportunism displayed by thess men
are used to depict from a humorous peint of view, the bshaviour
and motives of the major charscters especially Marabu, Avaride
and Ogoroba. With a humorous touch, greed is shown to underlie
also the progress of Ayasco through the novel. First, he had
bean a school drop out, rejected, and estranged by his step
mothers But £inally, by his determination to succeed materially
and by the sxperience of the ethics of the new commercial

practices, he successively outeflanks his employers to bacose

& Company oOwWnar,



In its noral foras the pattern of hig progress

from poverty towarda prosperity in the end, is aliso

a growth from innocance to the atate of the corzupty
Hy 45 now no longer thoe dancer but grabbec and opportunist.

Pacading hinself as the simple honest warker, he is the
typical oxample of that kind of Aigerian who tru.ted by the

canter will cutflank and dupe him for his own gaine

Ays:co’s monclogus gives an insight into the real
personality that hides banmath the cloak of his jovial axd
aloost vague parsonality. Unknown to his sasters, he too
1ike evaryone alse has his cyes on the wealth and the prospects
of ono day being the bosse Telling the rising Eddy Chindi he

Bayss

You, Eddy Chindi, are a young manes
Ayasco too &s a young mafn, and the
younj should understand the younge
Alleloyah} Just & few points. UFirst,
don't behava liko Avarido or Maratu of
even {in your own intersst) likxe Sabanco.
Tho sscond point is that Ayasce has been
dancing for years and his legs are
baginning to aches Third point: Ayasco
now knows a great deal about patent
medicines., And thic is the last points:
I, Aya, bettar tnown as Ayasco, desire
to live in comfort, like anybody else,
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in proof of which I shall chango house
in a few days® time; I shall move into a
two room spartment. This iz ay velce
and it sounds like & song. 1

Although, what Juigs Lanson sald is not totally right,
4t tou:hes the essencs of AyasCo's coalc exterior,; when he

obsarved!

Ola is a clover fellow. Don't bo niasled
by his jokes and his dances. 3ce how

hoe has usel each of you in turn to destroy
tha othere And now ho has the parket to
himselfy 2

%,
ihat the judge did not observe is that Ayasco did not
start by using people but jearnt to usq Chindi by being

gontinuously used by these menj and that his success in
the end is An a sense, an act of justice. Just as they

had expioited the innocance of the rural illiterates with
their lies thay too cooe almost to the sase end. Thus at
the end, broken, tired and chosted by time, they appear

bruised, helpless and outdone by an inscrutable ironic force.

1'5 Dancer of Portuna, pe 132.

z.l.bld.’ pe 1884
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i’fhey kept gasing, gaming into tho air, vith

oyen dilatad, like beings bereft of roacon, indcod

mero hurks of hunen boings inpressive in attiros” 1
Fornally, the pattern of plot-tiove=cnt and the point of vicu
utilipad have on affinity with tho poral fables Ehile tho story

4s oieple and entertalning, the concern with husan valuos in insistant,
iv

Stylistically, John Funonye's approach unliko that
of Chinua Achebe, doas not show striking flachos of invente
jvenegs cither in the use of lengulga or in the norrative
stratogies drawn upon. An aspect of thio which innediotoly
Atrikes the roader faniliar with the works of othar Africon
novelists like Gabricl Oxara and Chinua Achebe or Cemara Loyo
45 tho linited pengitivity of John unonya's prosa stylo to tho
diotinctivo-azpoéis 6&1315 cultural environment. This ocy bo
_readily soen in the uco of diction &nd the devalopoent ef
dialogue in his novols. Tho procontation of tha dialogus

batweon Ayasco and hio uife in chapter coven pay bo zoasidercd ¢

She clucked. Sho was purcuing ond ho wd running,
round in a circle. ‘'You will navor tall £ how cuech
ho poyoc you lost I ask you vhat you do with it,* cho
croa out plainlye 'Accn.t ‘Ha dodges cgain. And che
oddod: Tho nexnt ono will BO #sAllcloychi®,. Ho yavnode
Did you say thore wero two others who work with Avaridoless
Aftor a pauca choe oxploded: *I have ackad you to find a
better housa for us to 1ive in, but you won't do that -
you coapledn abdbout leck of ponoy. You hardly giva D2sesese

.xbidt
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enough to buy any dresses for the children these
days - not to talk of Bessiel It would have been
all right 4f I knew you were saving the money to
start life with, but there is no sign of that. You
go on flinging your legs for the public to watchl
Is that what will feed your wife and children?
tNever you mind,' he said coelly, almost callouslye
*Hever you mindi‘’ she mimicked with scorn.
*We may soon find another house,®
f¥hen the earth has met the skyl Do you ferget you
gald the same thing months ago?' Her volce sounded
broken, she was clearly agitated. 1I1¢%s time to talk to
you seriously, to tell you that this thing you do will
not carry us through life. He swallowed, thereby nearly -
betraying his true feelinge And then he bejan to hun,
tapping on the ground with both feet. There was knocking
on the door. It was followed by a female voice.
*Come iny he cried with considerable relief.
She was the wife of one of the neighbours. There was
agitation written on every square inch of her face.
*Chinwe, what's wrong?' Bessie agkeds: - - - - «
‘Do you know, my sister,' she panted
Her husband had left hone for the office an hour before
office time. He still had not returned. Could she borrow
a torchlight to go out and look for him? Sha knew whergs to
go to; she would search at a particular location in Dekko.
And she knew too who the women was. That at least was not
her husband’s weak point, Bessie thought. To, he was not
in any way like Ekeledi, Chinwe's husband. Ekeledi was
a Chief Clerk, or something like that, in the United Africa
Compény. They said he was paid around five hundred pounds
each year, Yet Ekeledi was 8 great disgrace to Chinwe, his
wife., He spent most of his salary on drink and what went
with drink = roast chicken with tomato sauce, and giggling
young fenmales sitting round the table at his expense. Ytho
did not knew that there were foolish men in Dekko who
lavished their earnings in that way? Ekeledi was certainly -
one of thoseo.
Aya? lo, you could never associate hin with reckless
iiving, although she had still to f£ind out what happened
to his money. In spite of the dancing and jesting, he also
had some dignity about hinj indead, he nanaged to give her
status in the community. In an unguarded moDant one day
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she had. commended him from her heart of hearts

for the manner in which he conducted himself

whenever, as she put it, he managed to step

out of character, which was not rare. However,

she had to retract what she had sald almost

immediately when he started crying ‘Amen' one

finger pointing upward in tritgph , which he

followed by flinging up his legs.- 1

This passage portrays & mlld confrontation between two young
married people. Its tendency is to be humorous and the achieved
effect i3 a subtle and rather genial kind of humour that depends
upon the reader's knowledge of the type of character and situation
being presented, What is striking about the narrative style is
the almost total lack of interest in the presentation of
sociological informations. The various images whirh define the
background and prdsence of this dramatic situation are completely
winnowed out while creative effort is directed towards the
description of the tone, manner and behaviour of the characters.
Generally, through this affected mode, combined with the

light breezy rhythm of rmarration, the simple language, and
short sentence structures, Munonye's prose, like that of the
general popular novel form seems toc be aimed at being readily

intelligible to the general reading public of limited literary

educaticn.

1. A Dancer of Fortune, pp. 62 ~ 64
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These genaral stylistic approach do’,  not only nake for
intalligibility of tho cxparience being presented. It

~
“.‘

enhance the farcical: satiric quality of the experlence baing :

prosentead. /

At the level of creative strategies the major technique

/

which Hononye persistently exploits in his sovel is the

ironic pode. Just as uniquencss of nacrative fora in Ihg

Volga i3 realisad largely through a network of symbolic
incidents and linguistic modesjin PMusenyc's nowols vision and
moral point of view arc pressnted lacgely in taras of a natwork
of ironic reverssls. In fact, in the novels, the ironic mode
1a what John Hunonyo uses nost of the times to solve tha problem
of how imaginative exparience, narrative suspenso and humous

can ba effectivaly presanteds

The rolo of this narrative node in Joun mnonye's novels
umthafustmmubwndupwithmmtnred the
comunicative structure of tha novel as a genree Aa Jonathan
Culler rightly affirms, “the novel is a form most ropitious
to l.rauy_."‘“ in the sense that irony forns an intagral aspect

of its communicative process. “"2aferring us constantly to &

1 Jonathan Cullere Structuralist posticst opecite pe 156
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world whose reality it asserts it makes relevant our

@odels of husan behaviour and enable. us to detect the
foolishness of ap.arent necnj.ngs.1 In Punonye's case,

the use of ironic patterning has another basis of referances
As evident lﬁ hie novels it seems that Manonye sces irony

ag one of the b;slc forms of human exporiencoetragic or

comadice.

Tha type of ironic pattexn oxploited in the organisstion
of the novels is the form connonly referred to 8o *the irony
of directicn.' The characters in striving to get somewhera, -
te achieve an end considered important - say, to get rich
quickly or to satisfy some desirey, end up . howeaver, in being placed
i{n tha revorse situation. In A Dancer of FPortuna, the
denocucment of the nevel iz executed in terms of this opposition.
Sebanco, Marabu, Avarido, and Eddy Chindi, who had sought to
wonopolice the medical trade in Dekko and get rich over night
ead up destroying themsalves. 3imilarly, Ogorchba who had scught
to ruln Ayasco in order to advance his own promotion ends up by

being pathetically beaten physically and morally as wddy

Ibid.
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Chindi's thugs set upon him and the driver, destroying the
raputation and property of Avarido,

In the other novels of munonys ths presentation of tha
axpeciences of the majoer charvacters s also in terms of this
dranatic reversal of expactationses In Obi for example, Jos
and Anna turn away from traditiona)l hellefas and practices
because being Christian converts, these have becoms sins, but
not only does the new God seea to fail tham in their longing
for a child, but faced with psychological snxieties of a barren
marriege, it is to a traditional wedicine men Cmaniko? that
they turn for hnlp.; Iroenically, thay also discover in the
pradess that other christians including even the headmaster?
have all basn turning back from the new God to their cultura)
roots in tioes of difficulties,

Gansrally, ths unexpectsd expsriences in the lives of the
characters are used to prefigure ths dilesmaas which zesult from
acceapting too readily new social snd cultural valuas that are
alien to the traditional African spirit. Thus in A Dancex of

1ﬁ2§§§ Pe 111,

2’1"1@.' pe 117
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Fortune, the moments of ironic reversal function as the

goal and direction towards which the narrative section moves,.
They become climax of the action in that they confront the
charactets with the unexpected and unanticipated expariences
that bring, out dramatically, the moral limitations of their

desires, decisions and actions.

In the particular context of A Dancer of Fortune, John
Hunonye's insistent use of ironic experiences coupled with the
typically Nigerian experiences presented serve to underscore the
relative seriousness of the moral point of view which undarlies his
surface homour. In particular, the ironic mode of structuring
the fictional experience serves to transform the story from
a mera purposeless comic narrative to something of a social satire,
expressing a moral vision that is altogether not too lighthearted.
In this particular respect, the "war" being waged through excessive
self-interest, and directed towards the destruction of the other,
images the crudeness and greed inherent in the activities of the
men of the business world., In the manner of a moral fable the
novel seens to present in & velled form, the realities of
contemporary African sociow-political life by suggesting obliquely
:Eééiéfgiiszg;aaisible leaders, Thus, as in T, U. Nwala's

Justice on Trial, Ayasco's own rise and success at the end of
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the novel shows how with the complicity of.chance along

with his adroitness in the manouevering of people, even

the man without credentials or training or innate intelligence
can cise into a position of weorldly success, and at times

of power which he does not know how to wield. As in contempora-
ry African political reality itself, the tragedy of the

various characters involved in the novel's narrative action

is that they could neither outgrow nor tranacend their over-

response to materialistic gains.

This implicit commentary on contemporary African socio=
political life is indicative of the way in which some of
John Munonye's novels achieve significance as imaginative
compositions. Without being intensely pre-occupied with the
depiction of psychological states of being, man's amotional end
or intallectual life, the novels are still insistently about
the contemporary African, about his modes of responses, his

priorities and social problema.

One of the guiding interests in the development of

A Dancer of Fortune is the achievement of a c¢omic rather
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than & tragic form of ficticnal exparienca, 1n this
particular respect, in hio characterisation and in tho
orgenisotion of the narrative experience through the ironic
rode, there io & constnnt.uffort to be humorous. The opening
paragraph of the novel, the daseription of the physical looks
of Oqoroba.i Ayasco, the other dancers, and the portrayal of
the conic intrigues of tho businossmen are oll handled not only
to convey thecs, but 2lso a8 neans towards the achiavensnt of
conic effeocts.

The question of how far the cchicved humour in the Africon
novel iz opecifically Africen hes been raised and discussed
generally in the criticicm of the African novel. ordinerily,
the iden of s socio-ethnically detormined sxperience generally,
and hunour in particuler depend upon effects which reveal aspects

of group connclousnass. As Haoltsr Dlair has observed:

Humour is national when it is impregnated
with the convictions, customs and sssociations
of o nation. 2

¥hile this repressntation ccnnot be taken literally, it does

ey pancer of Fogrtuns, pe 45.

2¢ yalter Dlair, Native American Humour, {1800-1900),
(Amsrican book Company publication, New York, 1958), Ds s



expross the fundamental principls upon which a given
soclal comedy or farce or satire depends, W, He Abraham
writing in She Min1 of Africa 1 has ipolated two qualities
intrinsic to the reslization of the African farce and/ec
comic cxperience particularly in its continuity with

authentically African sensibility:

‘Mt i evident that a novel which is about
traditional Africans has to show finesse in

tho construction of and huilding up of situa-

tions. It 13 & featurs like this which will

mako ocodern African Literature in Luropsan
languages, African and pot the fact that they

aro written by Africans. Tho type of mmour

which can be ascribed to thae African is another
clenent which is firaly rooted in the vernacular,
and 15 nourished by the bizzaro and the fantasuc.\ug

Tho i.cus herc iz not the correctness of Professor Abrahads
formulations It i that there is & quality of humour whose

affectivity depends upon local assusptions and sensibility,

If by trying to project the humorous John Hunonye is
striving to create a novel that is espoclally antertaining to
the Africen roader, it 1s casy to sce that he has succeeded

1+y.E. Abraham, The Find of Africa. (University of Chicago
press, 1962), ps 40 '

2'11:16-



248

B! even though not in a dazslingly brilliant fashiocne
Throughout his narration,especially in the portrayal of the
experience of -his charactars, Munonye organises his
materials as if consciocusly aware of the comic possibilities

- of local behaviour and ways of thinking. But although often
effactive in this particular respect, the resder often fesls
a certain amcunt of limitation in the achieved gquality,
range, and directness of thase effects. There are nany

" factors responsible for the limited aesthtic affectivity
of Munonye's treatment of huméur. Ons of these is the
problem which Vincent! has rightly outlined in his discussion
of tha African novelisth's responss to the use of humour

T ‘&8 a technigue., This is the difficulty of recreating the
humosous without Jepsing into farce and banalities.

In addition thers is the general lack of presentation of
nis situations in & way that rescnites with a mixture of

* humour and moral suggestiveness.
vI
In our examinstion of John Munonye's crntﬁo response
- tothcnntemnml!mhnnanccrofggmthcmm

not bsen to show its success and limitation, Considared

1. T. Vincent, “Humour in the African Novel”, An unpublished
papec.
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as a novel, A Dancer of Portuns is a competantly written
and engaging story, whose technical qu.lity 1s of ths order
of tha "po;mlnr"1 and moderately good novelsttes which come
out in large rumbers yearly in cost western countries, and

J.denlin; largely with urban experiences.
fgre -
Our interest in its fors and style derives from two

considerqtions: first for the particular kind of contribution
which it makes to the growth of the nove) in ¥ijeria. This

has to do with its intense satirical vision of ccntemporary
Higerian economic aspiratioens., 3Sacond i: the way in which this
satirical vision has been conveyed briskly and effectively in
terns of a popular form conceived sp cifically in relation to
tha rowestablishment of a moral communicative link betwesn
himzelf as writer and the Higerian masses with limited

literary education. In the first instance, Munonys®s satiric

visien of contemparary Nigerians' cravo for wealth is not aeroly

lemme notion of “popular” as used here does not necessarily
inply the scope of the reailng publicts po 1tiv: res,onse to the
novel as much as the idea of Mononye's resprt to canc-ntional
narrative form csther than any literarfly significant experimeat=
ation with rgdically new norcrative strateglec.



entertaining. In a way that transcenda the humarous
surfoce it 45 a serlious rominder of the aano collapse
of values and the growth of greed ani individualism which

iz the bane of many Africen oocietioa.z

By tho depiction of this moral vision, and in terms
of th= simplicity and effectivenens of the literary nodes
hs had utilized, coupled with ths range of the experiences
ha vividly presented in his novols, John Munonye has cloarly
astablishod hinself as a najor Higerian novelist, By ths
achieved ainplicity of his parrative style in A Dancer of
Fortung and tho consequent nﬁccacibillty of the cxparionces
prosented, the novel functions as a powarful and relevant aode
for effective communication of tha secial criticism which
Bigerian novalists strive to impart to their readsrs for tha
purpose of tha raegenerstion of society. Through thess qualities
of forn and function ths novel also continues in a senso, the

rolae of the traditional African narrative artist,

T™his is very cuch tho ssmo theme which many African writers
articulate in torme of narcative form and stylistic sodes that
vary in their achioved complexity and sophiastication.
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In a way, this achieved simplicity of narrative form 1is
quite an important consideration in the development of the novel
into an fndigenousa art forms For where Wole Soyinka's
welitist? style seems to find very little audience cutside
the University departments of English, this class of novels
often provide a highly readable form to which the larger
proportion of the Nigerian reading public can easily respond.

In this respect, the novel is not only an imaginative
expression, but also a reallzation of the need to create through
the appropriate form, style, and experience, a reading

habit in a soclety where literary education is low, and books

of appropriate content and style are few and far between.

Tt must be noted that Munonye's A Dancer of Fortune is L
neither the first nor the only successful attempt ° . in the
development of a popular novel type geared towards the catering
for the interest of people of limited literary education. As E.N.
Obiechina has demonstrated,1 the beginning of this type of less
sophisticated reading materials goes back to the Onitsha market

chapman books, and to Cyprian Ekwensi's novels like Jaqua Nana (1961},

4, E.N. Cblechina, Onitsha Market Literature (Heninemann,

London, 1973.
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faople of the City and Beaytiful Festhers. Where A Dancer of
Fortuns is historically isportant is that of the new braed of

novels espacially those vhich started with a concern for the
depiction of African cultural reslities, it is the ons striking
novel in which there is a uidn; and realistically conceivad range
of social experiences. It is also the novel in which the popular .
pode is reconciled with a morsl earnestness and subtle satiric

humour that cuts across variocus levels of the Eigerian soclety.

VII
A Dancer of Fortunas and the © lar®* novel o
The stylistic organisation of A Dsncer or serves

to bring Ainto the foreground an jmportant group of Nigerian ncvels

and novelettes of which it is representstive. These are novels

of restricted complexity in style and form. Statistically,

they cutenunber the novels of much complex form and style like
Int .es.wmwymum

spite of the reservations of high=brow literary critics, these

novels are more popular with the general reading public.

Included in this stresm of novels sre Cyprian Ekwensi's Jaqua Nana
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People of the City, Iska, Flora Nwapa, Idu, John Munonye Obi, and

The Only Son, Kole Omotosho Cembat and Fela's Cholice, Nxem Nwankwo

My Mercedees 18 Bigger than Yours, Fastus Iyayl,i' Violence,
Vincent qu,a Sunset at Dawn, and Toads for Supper, Obotunde
Ijilero,a The Pall, and T«Me M.uko‘ His Worshipful Majesty

Although the generality of these moderataly good novels
may not be noted for their narrative or stylistic innovations,
some do succeed in treating certain aspects of local experlence
¢n a peculiarly insightful manner that enasbles them bo.achiov-
a more than average literary merit, In Nkem Nwankwo's My
Marcedes is bigger than yours, there is a striking original
representation of certain foras of Nigerian contemporary social
attitudes in a way that is new and delightful in 1its achieved

realism end details, ¥here the majority of Nigerian novelists®

Lepastus Iyayi, Violence (Longman, Drumbeat), 1979.

Z2eyincent Ike, Sunset at Dawn, {London), 1976, Toads for
Supper, (London), 1965,

3s6potunde 1jimere, The Fall {Oshogbo), 1966.

o5, . Aluko, His Worshipful Majesty, {(lenden), 1973
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portrayal of social attitudes is largely in terms of the

more antisocial and criminal behaviour such as corruption,
greed, political irresponsibility, Nwankwo's focus is upon
the more venial but more general kinds of’g?gf§£é§ﬁ§§§-1heaq
include éhc love for ostentatiocus living, the crave to ride
fast and expensive cars, the inordinate respect for those

who are rich or who appear to be rich, and the lack of sympathy
for those who do not appear to be prosperous, Further to
these is the frank representation of the promiscuity of city
dwellers - promiscuity of car owners, the "girl carriers"

on the one hand, and on the other, the promiscuity of girls
who without qualification and job prospects, have to approach
the problem of survival by allowing themselves to be "fucked
cut", While these attitudes pertain more to the city, the
novel also realistically brings into play, the pride and joy
of rural people in having a son who manages to bring a car

home. AS in A Dancer of Fortune, these attitudes are treated

with satiric humour.

By imaginatively exploiting these types of prevalent
social attitudes which are part of the daily experiences of

most Nigerians, the novel's appeal 1s not only strikingly
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jmmediaste but is in many respects more typical of {::;}

contenporary Nigerian life than even the experience of
culture conflict which many of the early African novels
offer. KHwankwo's senaitivity to these prevalent patterns

of sogial attlitudes which shape the lives of many individuals,
his presentation of Lagos city life, its traffic jams, slums,
and workers attitudes give the novel a pecullsr basis of
authenticity, and relevance that goes & little way beyond

the general popular novel forms.

As may be seen from our analysis of the stylistic
construction of A Dancer of Fortuns and Kkem Nwankwo's My
Mercedess is bigqger than yours the issue of the naturalisation
of these novel to the local environment is realised largely in
terms of their thames and general African satting, Further in
their comnitment to moral and or political ideas there often
jurks an imbalance between art and message that often
raise the kind of problem which Llechi Amadi’ nas
rightly pointed out, that is, how one can d4iatinguish between

what 1g art and what is nmerely journalism. The point which

1'51ech1 Amadi: "The Hovel in Nigeria™ in ODUMA, Vol. 2,
Hoe 1, 1974 ode, Ts Vincent, ps 37.
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Anadl seess to raise 43 not an obdjection to comnitmont

ap zuche It is tha tendency towards the use of simplisitic
pacrative forn and the lack of serious angajement with the
treatmant of thelr subjectesatter as a croativa issus in

which the stylistic deocunds of using the gmre in & nav
cultural context ars parcaptivoly grasped and resolved without
zentimontality.

It iz not that thess novelists sce basically incapable
of complexitys 2wo factors soen esaponsible for tho dovalope
rant of this catagory of novels. For sooe of tho novelists
tho ordinarinsss of their work result from the fact that thoy
have not r:flectad docply encugh about the problems of creating
& nationdl litarature, especially, about the kind of stylistic
innovations which need to be nada in order to achlovo as in
Chimis Achebe and Clechi Amadl, an eppropriats narcrative form
and language capeblo of capturing the totsl feel and substance
of 1ife in the new African environment. For many of the
novelists howevar, the roason is not a pakter of incompetances.
It is the sese considarations that have led to the conception
of the thome ent style of A Dancer of FPortung, « tho nesd for
tha coaposition of less sophisticated and more pojular noval

capalle of presanting entertaining qualities that can encourags
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stable basis and an important literary growth against
which stylistic lnnovations and new forms from more
talented and inspired novelists come intc and out of
fashion.

The importance of these popular novel forms in the
growth of tha Nigerian novels cannot be detersined as of
now. What can be said now is that many novelists are
resorting to the use of various types of simple narrative
structures capable of reaching a wider reading public. %he
reasons for this may be due to the fact that these foras
present less technical difficulties, make less demand on the
writers time, have a wider audience, and often offer more
economic rewards. Whatever may be the case, the development
of the Nigerian novel during the period has shown a narked
tendency towards this popular narrative forms, as expressed
in A Dancer of Fortune, Pela’s Choice and The CGods are 3ilent.
Indeesd, of the large number of novels which have been

published between 1975 . a:nd 1978, only two Wole Soyirika e

.

Season of Anomy and Okpewho The Last Dutx belong to a rather ;
nelitist® class of novels whose form and style looks towards
.the complexity and narrative tachniques of modern European
novel forms.
The kind of relationship which exists between

narrative form and audience which Munonye and other
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noveliosts secn ¢0 bear in mind in the coaposition of their
novels indicates insistently the Nigerisn novalistst
congciousnans of his audxnngc‘ and the kind of role which
he wanta his art to parform in the noral development of

his society,

legno quastion of the rolationship betwasn Migerian
sudience and the devolopment of form in Migerian fiction is
an iacua which hag not been carafully discussed or racognised,
it La howaver inportant to nota that nany of the writers have
hean, ond are growing more conscious of how to interest the
najority of their countrymen, As Bernth Lindfors has rightly noted
thio when he writes "Cyprian Fkwensi and Chimia Achebs wrote a
nuzbher of locally published chapbooks and mchool resders in the
hops of B=ing rasd by a wider cross secstion of the Higerian reading
publia, In 1967, Chinua Achebe and Christopher Onigbo ware planning
te st up a publishing house in Gastern Nigeria to producs mere
books lor Nigorian school children.” S5Sne Barnth Lindforas “"Higerian
Piction in Englich 19352=1967." ope cit., pe 8. Also poe Chinmua
Acheba, “The Noveliast as Toschar,™ Naw 3ta s Janmuary 29, 1965,
ps 181, '
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CHAPTER EIGH?T
THE CIVIL WAR AND THE NIGERIAH NOVEL
' WOLE SOYINKA, SEASON OF ANOMY
ISIDORE OXPEWHO, THE LAST DUTY.

Like any war, the Nigerian civil war of July 1967~
January 1970 had terrible consequences on the soclal and
political 1ife of the Naticn. Not only did it bring untold
suffering and loss of hunan lives, but it alse resultod in
the wastage of many creative talents. Fron the litersry
point of view the greatest loss wag the death of Chrisgtophor
Okigbo, @ man who had the qualities of a gifted poot and
a daep thinker who was killed promaturely in the war front,
One of the few posltive effects of tho war howaver ig the wpy
in which it seens to have injocted a fresh blood into tha o,
growth of Nigerian llterature by providing a fund of now
experioncaes and a new thematic basis for the daveiopment of
ficttonal’. fork and style, Thus, whore most oi the novaels of
the pre-civil war pericd had been pre-occupied with cultural
realities and economic problens, thn‘traunntic experisnces
of the political and soclal chaoé of the period secn to have
led a nunber of Nigerian novelists towards the upa of now
kinds of narrative tochniéuos capable of conveying the gravity
of the soclal tragedy and the wiiters' personal responses to
the non-human behaviour of their fellow countrypan. In this

respect, it 1s not only the presented aspocts of “African
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roalica™ that aro different froo thooo of the proscor
period, In tho arca of otracturstion, noarrativo tonmo,
end tho toamture of ioagon, cone of thooo latter pavols
roveal now stylistic featuros threugh which tho dynanic
rolationship botusen gocial psychology and tha collapsa
of roral ocder aro iraginatively portraycd.

Boturally, it is not all tho practising Rigerien
novelists who have chown o conccious intorost in tho dovow
lopoent of on opproprists povol forn and langungs for tho
co——unication of thes brutalitics of tho civil war. Of the
novels and storles vritten sinco tho wor; thoso which doal

with the war cxporiensas in ono icaginative forn or other

includote Cyprian Ckwenss, Sugiyn thn Peacns? fa Be Aleds
mmm,a Flora Ewapo, Lavor Agqain, John lunonya,

A dreath for tho l‘.-aidm,z inua Achobe, Gicin nt ';‘Jnr,d

Kolo Onotoshe,Co-bat,> snd Smerificn,® T.u. twale, Justicn on
11,7 vole Soyinka Zogsan of Are-y,® Istdare Gupewe, T
memmaMaom,mmm'u

Publichsd by:
hﬂa.lmam Ara, 3976, s’xbcden, calbenojo, 1974,

2’Btbiopu Prass, 1976, ,’Onibomjc Proa . ,Ibaden, 1973,

3¢ inincnenn, Aws 1976,  Diox Collins, Loadon, 1973,
defainemann, Aws 1975, OeLongnon, Acws, 1973
SeHoincmann, London, 1972.
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Of this crop of novels, thres stand out distinctively
in terms of their stylistic approsch to tha cspressntation
of the experiances of the war pariod. These are) Wole
Soyinka's Sesson of Anomy, lsidocs Okpewho's The Lagt Outyi and
Acheba's A RBan of the People, which anticipated the tragic
dvents deslt with in thess novels, Although each of thess novels
achieves its distinctive formal structure, atmosphars and point

" of view, all of them have ona fesaturs in common, nasely, that

they focus not so much upon the snelysis of individual charastecs
and dastiny, but on the entire degenerate national ethos in which
the possibility of the survival of the individual, and soclial
values are shovwn to be ssriocusly shdangered, while each of the
novels seek to offer a realistic prassntation of the national
tragedy, what smarges from each is a kind of satiric realiss that
develops the prescivil war satiric theses into new dimensions
characterissd at times by a dewper sense of shock, hocror and
despalc, fthrough the sansitivity of the novels to the

historical basis of the incidents and experiencas

presanted, the novels schieve e fora in which there is

an inaginative fusion of literarinass with documentary interest.
In this chapter, we shall exsmine in turn, ¥Wole Soyinka's Seagon
2f Anomy and Isidore Okpawho's The lust duty from point of view

of the relationship established betwesn national oxperience and
the form and stylistic tachniques of the novels.
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Season of Anowy is basically an imaginativa representoe

tion of a nation in a process of self dnatruction,s It

i3 alaoc a.viv.td recroation of tha thenme of tragic personal
loss in a pariod of rampant violence and sociasl disorder.

The narrative action develops in terns of tha experiences

of a young nan, Ofeyi and his girifriend Iriyis€s In teras
of imaginative presentation, not much is given to the reader
about tha emotional 1ife of Ofeyl. His significance as a
charactsr in the noval, and the motif upon which the narrative
action iz bullt consist in his rebellicn againgt the Cocoa
Corporation, its values and hls subsaquent jrowth towards the
Jroaithoon cause of saving mankind. Coployed by & nonopolistic
Cocoa Corporations bent on exploiting oimyle farmers and
labourers for their private gains, ha i3 moved by a dasiro

to break this monopoly by seeking to work towards the estom

blishoent of a now moral order and a bettar soclety.

A

AMis goala wars clear enough, the dream

a new concept of labouring hands across
artificial frontiers®, the concrete affective
prosence of Alyero throughout the land, under ..,
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mining the Cartel's superstructure of
robbery, indignities and purders snding
the new phase of slavery. 1

With this kind of sgalitarian interest, he 1s branded
an agitator, and a dangerous. Marxist by the establishment «
the Capitalistic Cartel, which is in sllience with govern=
mant's agentss In a terxible reprisal swoop, inteanded to
terrorise the Alyerc community, and to distract Ofeyli and
establish their own firm hold on the land, Irviyise together
with Zaccheus and his band are seized, beaten and sbducted,
Iriyise is locked in the midst of mad men and lepers in an
unknown destination, Ofeyi's search for her provides the
basis of the plot movement of the novels The devalopment of
narrative form and peint of view in this story is insistently
modulated by two central concerns, Vis the representation of
the shocking realities of the last civil war, and sscondly,
wole Soyinka's desirs to explode with a satiric touch the

mythical aspects of nagritude and other much wore recent

1. Season of Anomy, Pe 27+ All references to Rex
Collins, London, 1973, hard back edn.

R T



-t

262

idecloglies of modern African writers and politicians,
Through out the narratien,blood-curdlin&'vtol-nc- is
evoked and used as a recurrent motif through which these
two aspects of the novel are projected.

In the transformation of the story into novellstic
form, Boyinks has organised the exparience into five
narrstive phasest "Seminal,"Buds", "Tentaclas™,"Hervest®,
and "Spores". These concepts froa the vageatabls world
saam to be used to snalyss and depict the growth of the
Alysro idesl,~its sowing and possible fruition. But
ironnically, the "harvast® 1s not the harvest of its growth
and desired fruits, It is the inhuman harvast of the Cartel
to which Aiyero and the entire country have fellan helpless
prey. In effect, these concepts seem to be used to suggest
and evoke the growth of the Cartel's hold on Alyero and the
entirs country, and the culmination of this hold in the
total devastation of the land and its hopes.

Basicslly, the development of this story is in terms of
the traditional ncvelistic form, in the sanse that it presents

the sction progressively within a ceusal chronological framework

1. See Seagon of Anomy, pp.110, 141, 187, 270, 277,
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provided by thocs fivo narrotive phacos. In tho ficct
coction, *Scninnl® couprining pagsd 3 = 29, tho poved
ootablichan en aspaet of it theoatic structuTo through

tho prooentation of tho Alyero coimity, “a quoint ond
cingly knit*® poligiens cocmuna vhich hed covornsd iteolf

in tarog of traditional African cpiritsol valuoos  Although
not militantly engaged in ths sprocd of its lifo precoting
coclomgaligicus bolicfs, tha com—unity ropresonts in the
vorld of S~apom of Anony, o positiva croativo forcos. It 1o
tha only placa in vhich 1ifo Ltealf has conctity, ond tho
cboarvation of hrmsns reifgicus waluac are cffestively usod
as the baoin of ths life continuity of the cocloty. In tho
thematic development of tho noval, this opuniing coctlion corves
tvo functiona, firct, it provides a cedo of conduct vhich 4o
in Mp‘mttaat to tho enticecial cnd hollebont &ggressive
individualics of the Cocoa Corpocatien ond ito Cartol oporating
froo tha sainlend of Ilosa, Sccomdly, the stylo of lifo ehich
it thug ropreconts in n effirmation of tho cplrituality «?
traditional Africen lifa beforce this bogoma oblitarated by

ﬁm superstresture of western valots

1 goargn of Aroats e 2
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The focus upon Alyero community and the developunent of
Ofeyi's social consciousness provide the regenerative forces
in the world of the novel. VWith the growth of his feslings of
disillusionment with the materialistic self interest of the
Cocos Corporation, his official visit to the Alyero community
"opened”" his eyes to the spiritual and more positive possibilities
of the traditional African life, Impressed by the way of life {
of the Aiyeros, he is soon converted. Iriyiss his girlfriend ‘
and a highly impressionistic young lady with an instinctive
spirituality is naturally drawn to this new way of life. Thelr
nconversion™ £ills them with dreams of how to create & new social
order based upon the moral and spiritual possibilities represented
by the Alyero.

In "Buds", Soyinka presents another reality which is in
sharp contrast to the focus in nSeminal®s Thus, in terms of a
point of view explicitly fertilized by the sctual historical
reslities, he presents through dimlogue and mock action, the
various groups and characters whose conflicting pursuit of self
interest form, as we shall show leter, the dislectical conflict
of values which constitutes the source of the soclal tragedy.
The chaizwan of the monopolistic Cocoa Corporation, Chief Batoki,

the Cartel Superstructure,



the army, the corrupt police, the government troudls
shooters, who take the law into their hands, ere all
comically brought togethar in the pressntation of the
gigantically wasteful? party given by Chief Batoksi himsels,
Using an sxplicit saticic approach, the scens is presented
to express & vision ¢f a kind of self interest typical

of Chief Hanza in A pan of the Pasple, and which goes hand
in haxd with tragic ircesponsibility.

Dramatically, the central plece of the narrative action
of this section is Ofeyi and Iriyise's masqus of the Cocoa
Pﬁda-z This had basn designed as a2 seans for ths advertisssent
and promotion of the Cocos Industry. But in ths structude of
the novel the incident serves two functions. Plrat it reveals
to the reader Ofayl and Irivisets reﬁ*elf%ous activities to
undermins the policies of the Cocoa Corporations Second, the
context of the display performance slso shows the extent to
which the entires asocial feramant has bacoms permeated with
suthoritarian agants and oppressive instruments of the Cartel

and the mllitary regiss, Ofeyl?s show results in his i:z:u‘l'.3

A

o season of Anguy, ppe 422f
2+ 3aas0n of Anomy, pp. 50-SZs
3+ sea30n of Aoy, pe 53¢



and bogus trisl and the cventusl ebduction of Iriyim.1

Mewmtmaam-ummmum
reprecentation of tho beglmaing end csuces of reopant
violon=e in o cocloty o3 6 road to colf dastruction,
sPentecles” dsals cainly with the outbroak of anarchy
precipitated by oillitent group intorost. In this coctleon,
the decay of cen'c coral conaibdility cnd of the broskdoen
o!tMmmmxwm“ormamemuciﬂy
shocking nenner that enacts the patirical dironzion of tho
storys The Alycro coczunity end all that it ctands for oo

senselonsly nede tho victis of tho terroricn of tho Cortal,

mHarveot® ond "Poros®™ ere dresatic precontotiens ef tha
intensifying eproad of rurdors and holoczust which rosult
fron can's ?::\,, rojection of his mmmanitys Treated in tho
forn of Ofeyi's sosrch for tho ehductad Iriyico, 1t evolian
scenns of "Angay® lorge ccale killings, bloats~d bodien, end
torrerised victiss in cemps and hiding plecon in vhich thoirp
troatoent ace foarfully recziniscent of tho brutsl conduct of

tiatal guards of tho concentration c==pde Through tho

i

1’&1&., pe 61
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orchogtration of the cction, tho prescntation of tho
pohaviour of tha Cartel and it underground cg=nts, tho
soctien recreatos drasatically, o roign of enarchy in vhich
the ®victin® ip not only tho individual, but tho wry
curvival of civilisation iteolf. ot only was Iriyles =
sctist cnd gy=bol of kanuty and craativity in the world of
the novol neimdifor lustful potives,but oven the Alycro
com~unity, the only positive forco in thios fallcn vorld is
pado the targot of tho terrorirn ond vasteful victinications

Az Pa Ahime corrouvfully asserto

(Zri was Just a porconal borideseThoy wore
after tho rea of Alyere cveryvhcressbut thay
had to hido it by unloaching doath for ond vido,': @

Tha prasentoation of narrotivo oction end icagery in
Soaron, ot Moy in the fors wo hovo indicatad in not covoly fe
cancational cffecta, Thoso havo boon detormined by tvo insistont

intorasts = the presentation of "a historical vizica™ c=d o

L SR
Legotped by Zaki Acuri for hio lustful purposcse
2e5naron of Anear, pe 159

3'5::5 Kolo 3oyinka's “The writor in & codorn Africon Stato.®
A gpoech dolivered ot tha 1967 tritar's Conforenco in Stockholne
publishad in thcn tho Den Died views revices, intorvioy Al
W od, Joimn Agatea SPOPSE pose » X 37D Y
Pe 29



recroation of a mythopoetic fromewozk® that intensifies

and universalises the local experience.

Tgwaggg "A H;atoggg Vision®

Xn & spesch® ho daliversd in Stockholm 4n 1967 {the period
ef the beginning of tha Higarisn civil war treated in Seeson of
Anoay) Wole Soyinka spoake of the noed for the African writer to
maintain whst ha calls & "historic vision,™ By thin he neans a
litorary approach that desls spocifically with the objective ro-
assesssant of the moral and cultiural achievement of the Afzican in
his sociowhistoricel pasts. It implies not only the ce-exanination of
the whole phenomenon of humanlty, but alsc tho total acceptancs of
. tha human heritaga.

3 wsle 3oyinka

In his easay "Ideolegy snd social vision®
rajsen the issues undariying this “historic vinion™ 4in a quastion which

he puts thus: *vhat ia the suthontic vision of the Afxican

500 pe 291 of this theals.

a'”rhe sriter in a onodecn Africen State™ op. clts An ney bm seen
frem our study, wole Soyinke's ideas in this speech (which clearly
reflect’  the anger and shock he must have felt during his detention in
tho prison) have naturslly heen given Simaginative oxpresaion in Saagon

of Anonye
3'ﬁ¢1¢ Sayinke, “Ideology end Social Vision in Myth, k&tﬁfgtuzn,
and the African korld (London, Cambridge Univessity Prass 1976}, pe 103.
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world before the impact of the destructive culture?!

According to Wole Soyinka, this question is posed in a creative
context not merely to provide an opportunity for "a studied
repudiation” of any idealised reconstruction of the African past
snd culture, it is to lead towards "a reassessment of contemporary
Africa and its cultural equipment” as an indirect means towards < . -7
*raclal progress"c1 Purther, it is also an expression of Wole
Soyinka's concern with the depiction of a universal vision of
man's humanistic achievement, taking into account his ashes and

glory. As he tries to argue:

1"The situation in Africa today 1s the same
as in the rest of the world: it is not cne
of the tragedies which come of isolated human
tragedies, but the very collapas of humanity, ‘2

Wole Soyihka‘s animus in the presentation of Afrlcan general

gocialecultural performance in Season of Anomy seemsto stem

1'Speaking about the writfer in a modern African State,
Wole Soyinka cbserves: "The test of the narrowness or breath
of his vision however, is whether it ls his accidental gsltuations
which he triesz to stretch to embrace his soclety and race or the
fundamental truths of his community which inform his vision and
enable him to acquire even a prophetic insight into the evolution
of that sociaty."

2'wole Soyinka, "The Writer in a Modern African State%, lec, cit
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from two porcepticnss Pirst is his belief that gencrally,
the contemporary Africen writer has failed to justify hie
trus role as & writer. He has done nothing to show that
he 18 even aware of the awaful collspse of human vslues
in his glorification of the pasts Secondly, as a result of
what ha experiencad during the civil war, ¥ole Joyinks seens
to bslieve that in actual fact, the blacksan is not a batter
human being than the whiteman in the capacity for savegsrcy,
greod and bestielity, This he belioves is what any black Southw
African would ifumediately undarstand if hw sanages to escape into
any othar black Africen texritory. As he puts At
And he seas and undarstands for the first
tine that given equal opportunity, the black tin
god a few thousand miles north of him would dagrads
and dehunanise his victims as cepably as Vorstar
and Qovernor Wallaces This fact has been aver
present, this knowledge is not new, and the only wonder
is that the romancer, ths intsllsctual sythmaker hes
successfully deleted this *black portion of a common
husan equation and the Linteraittent Luropesn exercise
in genacode has heen duplicsted in the Africen continent

adnittedly on lower scale but only becauss of the
temporary lack of scientific organisation, 1

Throughout tha courss of the noval, lole Soyinka projects

1‘#010 Boyinka; “Ihe driter in & Modern African State®
ope cit,
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and troats this "historical” vision as s lelit-motif which
in amplified through direct statessnts reinforced by the
form and texturs of his narrstive inmsges, The behaviour of
ths contanporary African political leadars and regimes s
sean as a repatition of the pattern of salfishness and

inhumanity of the past:

Gfayl wvas somswhat surprised at the passion of

his resantment. The pattern was wearisomaly

clear, familiars A violent change of governmant

the naw leaders courted recognition from neighe
bouzing powver, offered dowry in the form of

wanted fuglitives from that ares of cepresssion.
Somatimes toussed and wrapped lilke mallbage. And
dosslers complets with sileses, photos, activities
arnd lists of connectiona. Dirty deals, ths 0ld
bargaining in husan flash, & siave sarket smoig

the niddle men of the black continent) perpetusting
thaly historic role in a lucrative betrayal of thelr
own akin and flesh, It boiled down to this, neither
nors, nor less, sustaining the putrid fors of power
with a sarket in flash and internal slave route
iinad in shumaeless sophistries, 14

T™he slenent of social criticism in the resconstruction of
the past has Desn the presccupstion of a suall but very signi-
ficant mumber of African novelists and drenatists notadly, Yaabo

Ousloguen 1n,gggg§L;g_ggg;=ggg,2 Ayl Kwei Acmali in Two Thousand

**seas0n of Anowy, pe 103.
2+ fanbo Guologues Bound to Violence (Paris Seuil, 1968).
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thase novels, & major concern of the parrative form is the
critical and generally unflattering sxasination of the
African craative and moral performance in both past and
present and in connection with what may happen in ths future.
For instance, in his novel Dound to yiolence, Yamho uosloguen
has repudiated in an uncoafortably uncomproaising aannar, the
myth of the nobllity of the Africen historical past in terms
of an extremsly chilling exposure of the crushing brutalitiss
perpstrated not only by Eurcpean apd Arad slave dealers on
Africans but also by African Chisfs and Sheixs on follow
Africens. In their form and peint of view, Yambo Oucloguss
andaﬁmimah'lmlammlmkth.elmto&ubk
valence in their alnost too axplicit and thoroughgoing davae~
Juation of the African historical past and social paychologye
Sola Soyinka seass to have felt? this limitation and in the
composition of Seawson of Anomy, ho secns to have borne in mind
the need for an artiatic mmhivalence: in which the nagstive and

positive reslities of African cultural history are

Toyanho Ouologues Bound to Violence (Paris,Seull, 1968).

z'ﬂoln Soyinka, Myth, Litecature and_the African vworld,
oDa dh' Pe 106,
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fmaginatively conveyed in an appropriate narrative forme

The novel realises thia perspective through the dramatic
presentation of two kinds of societal forces ~ the creative,
symbolised in the humanisn and spirituality of the Alycro comie
unity, and the destructive, represaented by the anarchic
activities of Chief Biga, Chief Datoki and Zakl Amuri tha
patron of the Cartel. The narrative focus upon these two
conflicting forcas of order and disorder, of the creative and
the destructive, represcnts a cyclic or “pario‘ic“1 phenomenon
which Hola Soyinka sees as constituting the pattarn of human
history which he believes 15 o;prossed in the Yorubs myth of
Ogun.2 Although the stylistic organisation of Season of Anomy
{8 such that thare is a focus upon the poasibilities of woral
goodness in the African warld, it is the power of darkness, the
total destruction of moral values that the dencuenent of the novel
celebrates, Indeed, Saason of Anomy surpasses its precursor,
Yambo Ouologuem's Bound to Violence in its un-

relieved pessimism and chilling images of social docadence

legee Wole Soyinka, MythpLiterature and the African Horld

ope Cite pe 37=38,

z.Ihld- s PPe 40¢f,
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Yision ative 3B

vole Soyinka's i.ntu.‘oﬂ'f in the presentation of his
spistorical vision® on a pancraaic scale seem to have Jed
him not cnly towards the conception of the theme of the novel,
but also to a rather cavalier use of a numbar of styilstic
modes capable of conveying the gravity and fedl of the
subject patter. Some of the mest striking of thess atylistic
forms include (a) chara:t’-rmuon. {b) the distortion of the
{mmediate narrative expsrience through the use of flashback,
{ec) tha mythopoatic presentation of the gecgraphical lecus of
the action and the sustained use of svocative imagary. FKach
of thase stylistic forms gives the novel its distinctive
assthetic forme Thay slso indicata the nature and quality
of Spyinka's craftaanship as a novelists as well as the source
of the strength and limitation of Ssason of Anomy as a novel.

Unlike James Ngugi's A Grain of Whegt, Isidore Okpawho's

The Last Duty and Achebe's A Man of the Pecple in which the
presentstion of characters and perscnality is distinctively in
tarms of the exsmination of personal motives in relaticn to
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the patiric intorast and verisinilitude, Soyinka's
reprasentation of his characters is "externalistic®,
rathar than being “interiorizod”, and dealing with the
personal ecotions of tho characters in their response to tho
ovarwhalning ethos of Miolence in which the charnctars £inds
thamgsolvens

whilo this has onhanced the roaders percoption of tho
yipion of the novel it has alpo driven Soyinka towards making
his charactaors core abstract than senguous and ghacply individuce
tod, Tho rother overwhelming ethos of cocial anarchy in which
thay 18ve, the inposnibility of any chance of living full emd
purposaful personal 1life in which thay could panifest them-
solves in appropriate ection soea to daprive tha charccters
of the nacossary element of vitallty and typicallity which
the characters of Achebe, Anadl, and Ckpowo achiove, For
instance, the novel prosents nine major charactersi Ofeyl,
Iriyice, Chief Batoki, Pa Ahime, Zacchsug:: the Dentlat, tha X
Indion mystic-girl Taiflzs, her brothor tho doctor, ond lMr.
Nnodl, But tho major interest in tha presentation of thoso
chérnctnxn is that cach of them functions ascentially as a

consciousnass for “"mirroring”™ tha olemental forcas of
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destruction in their world. Thus, although Cfeyi has
some perscnal relationships with each of these characters,
this relatienship is not davelopad beyond the rather
vague level of socloe-political dlscusslonse Soyinka's
presentation of Mr. Nnodi? the engineer and non-native
of Cross River working as employer of the mining trust
located in Cross River area is the most personal approach
to characterisation in the novel. The presentation of his
personal ambitions in the novel, his obsequious charactar
and the final brutal annihilation of his faniié, - an
incident ¥hat mocks his ambitious nature” ace details that
express with universiiity the sufferings of individuals in
a period of vlr;

" Por most of the other characters, however, thera is
pot the same level of specificity and subtle touchas of details.
One of the,htqat1v1 effects of this approach to characterisation
is that th§ characters remain "distanced® from the readsr.
They have not sufficient personal identity and redognisabin
traits that provide tﬂungh basis for the readex's -ynpathitic
response to thes as puman Peings. Thus, although Iriyise is
a major character of central thnnqtis':ignificance in the novel,

she remsins like most of the charactars a shadowy symbolic figure.
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Yhen wo are finally toid gt the epd that cho was
tortured and hiddon gway in tho pidst of ths lepers
snd Junatico of Te=she prison our roection 1o not ao

poignant as it could ba,

Whatovor cay Do tho linitation of tha crtistig
precentation of Ofeyl, Zri;fzgshnﬂ oot of tho chorecteras
of the novel, the otyle of procentation cdoptod corve to
bring into tho forcground, tyo acpects of tvlo CLayirita‘'s
historical vision,ncnoly, the cascculation of tho individual
cnd hic acpirations by tha ocutwsrsd prosrurco ¢ cociol
dicocders Sccond 4o ths conce of Antoswgroup conflict chich
1o treoated o5 on inportont dinensien of tho Africon £oCios
political world. Thus in & oannor roficstive of tho hintorical
facts of tha Nigorien civil war, tho charsctsricatien hi-.
{_;&@@thu roalitfios of group conflict « tho tonsions botwson
various tribal groups and betwoen variocus cocial claoses &2
thare worked as rooatecauses of the extreordinary hatred end
brutality dicplayed in tha civil ware Tho rolo of thesa groups
an dresatis poersonas in the war Are cleverly convoycd through
allusions to geographical sreas, cociol groups ard particuler
behoviour of characterse The Cross Rivers peoplo's raticaale

for thalr horrifying cassecres dorives fron rathor tribalisotic



470

centinonts oxproeced in their hatred of forcignero in

tholr nidst. There 4o alsoo & sugjestion of tho fout of
corruption and graft by particulor soclal class or group
referrod to in the novel as tha “Cocos Corporation.” Thus,
charoctaoricsd by 4¢s nilitant greedinass thoy conotituta
thencolvas into o group of hourgaolﬂﬁ@é@@@}Eﬁé}uha connive
with tho aray, tho police and other governnent cogents to
cnrich thamsolves and protact their own interosts. In tho
prasentation of tha conduct of theco interecting groups,

UYole Soyinka rocreatoes a vivid picture of tho chocringly
callonniw;f;attitudo of ons sogial or othnic group to enothor.
The tunné atooepharo of political tensionsg hatrod, uncertainty,
end cyniclea which becodes tho copscliousnozs of tho charecters
ip avoked persictontly in. ) tho roaders imagination through

various inages, ection or statements cuch 4o te

sthoover first invites tha other to doath’

paid tha Dentist, 'literally has his ccko

and dats it. For tho rocipicnt to protend
nonetecognition of tho invitation is to accept
his own demiro. To accept 4t 4o to toot tha
first man on his owh terns. To nisintorprot it
1n to dony ona's intalllgenco, in vhich caso
ioca our conco of wholenosp cfter, which io o
forn of doath. In cxchonge for tha currondcfesees
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we receive & permit to remain alive, but
1t 48 raally & certificate of death,” 1

The warciless massacres of variocus individuals, the
persecution of Alyero community and the brutal massacre.’
of hr. Bnodi's feamily, tha burning down of nonwnatives by
the Cross River psople ars insistsntly conveysd by iole

' Soyinka as reflective of the tragic loss of mora) sensibility

and tho loss of ths traditional humenion which is oftsn
romantically considered as expression of ths Blackman's
jnatinctive spirituality, and his contribution to tha aplritual
rogoneration of man and the ordecly developmant of a humane

civulsation-z

{b) Yo ot
= ,

The approach to character presentation in this novel is
reniniscent of tha way in which Wole Soyinka's satiric intarest’

e

leagqson of Anomy, pe 333 ~ 134

Ze\01e Soyinka “The writer in a Hodern African State”
-+ cike




affoct tho prascntstion of characters in his firct

novel ‘"Sha Interpratocpe Indood in neny fospects, Soniiny

of Anony roveals tho cema problens of narcotive forn cnd

otyle of tho oarlicr novols Ona porticulnr roopoct in which
thio continuity of otyle and forn cen bo folt by tho roader

10 the inabllity of tha novalist to rarolva tho difficultice
of wolding tho nasthotico of narrative povezont to tho
comploxity of tho 1osu20 being treated. In Thn Intorprotanny
for oxanplo, Wolec Soyinka hed shown o dafinite loaning towrds
the narrative stgucturg of tho typical stroen of consclournons
novel, capecially in hio rocourszo to tho uca of cpeta ond

tipe rontagas Through the distortion of tho plot=-lino of

tha story, and tho ovocation of the past of tha charectoro,

ho goako to nake tho pnpt af the charssctoers o continuing
reality in their conscloucneco and present cctiong, Thio
insigtsnt interest coupled with tho continuous shift o2

tho nacrative focup frea character to chareator and froh €30
spaticletemporal fracowork to enothor, hoo lod o cusbor of
critics to suggost that the narrativa logle of tho novol io

in tho tradition of tha atrogn of consciocuencds novols

Considered in its fincr dotalls howover, Soyinkdsnovel

i3 not strictly in lino with tho gtroacn of conogioucncad ROYSle
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Weiting of the “stream of consclousness™ novel, Davild

Daichas observes:

Looked at from one point of view, the"strean

of consciousness technigque is a means of escape

from the tyranny of the tima dimension. It is not
only in distinct memories that the past impinges
upon on the present, but also in much vaguer and
more subtle ways, our mind floating off down some
channel superficially irrelevant but really having

e definite starting=-off place from the initial
situation; so that in presenting the characters!
reactions to events, the author will show us states
of mind being modified by associations and recollec=-
tions derived from the present situation (in a sense
creating the present situation, but referring us to a con=
stantly shifting series of evant in the.past....'1

Soyinka's primary interest in The Interpreters is a principle not

of this type. The affinity which the Interpreters has with the

modernist techniques of narration rasults from Soyinka's

interast to reflect the sense of the continuing influence of
the cultural past of the characters on their present choices
and bahaviour. PFurther, the shifting focus of the novel is

also a direct result of the novelist's attempt to present a

1‘Dav1d Daiches, The Novel and the Modern World, {University
of Chicago Press, Chicago, 1960, Revised tdition, chapter 25 PPe16~-17,




202

broad view of the society, bringing successively into

the foreground, the activities of tha new tglitas? of the
university caspus, the traditional rulers, the politicians,
and the young gensration groping towards their true place in

1ifs and soclety.

ks I;é' The Intazpreters, the tschniques of narration
employed in Seagon of Anomy reflects the influence of
nodernist narrative methods, while in actual fact the novel {\[\
13 largely traditionsl in its basically linear chronological
structure. In this respect, there is a continuation of some
of the narrative methods and problems of The Anterpraterg,,
even though there is a sense of development towards the
achievenent of much more integrated experience, and the

sustainsd and patterned use of evaocative lnagtsiit}

In his narration, Soyinka has introduced a numbar of
narcative tachniques which disturb the narrative continuity
of tha story. These distortions are in the form of imaginings
of the past or sort ’jof flashbacks, The first occurs in ppe 69 =

92, After hearing the shocking news of Iriyise's abduction by
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the Cartel, Ofeyi now naturally grieved and despendent

of her life 15 taken by Pa Ahime into a secluded pool used
by the Aiyero community as a sanctuary 'to recover himaelf'.1
In his seclusion, Ofeyl's mind goes into past history and
brings into the reader's consciousneas, his own view of the
quality of the African past. From page 92 starting with
"magic mirrors“z the narrative takas us into another kind
of past - the expariance of Ofayi by recreating nostalgie
memories of hia encognt?r with the Indian girl Tailla. %Thus
through 93 ~ 104, the narrative presents in a rather inchoate

"

manner Ofeyi's.” . encounter with her at an unspecified

S

airport during his trip edbroad, and the gradual growth of a

relationship between them.

Formally each of these dislocations of the chronological
sequence of the action are not presented as reflective of the
movement of the consclousness of the characters in the manmner
typical of the methods of either James Joyce¢;;ﬁ;/11rginia

Woolf in which these modes are deployed to deplct pre-spaech

_consciousness and its myriad of izprossions which blend both

10 canson of Anony, 90ff.

2e211d., pe 89



' past and present in a unified consciousness. In the
| novel, Soyinka uses these incidents and the occasional

wanipulation of cinematic techniques largely to project
and enhance our understanding of the central social histo-
rical vision of the novele The f£irst flashback presents in
an articulated manner Soyinka's extremely non~idealized view
of the African past - a past that stinks of llz'wes, gold, oil,
the old mn,,slghmss skulls, blood and mnt"‘l... *their

' . rooted deeds, thoughts, values, tears, bile and putraescent

nmori.esz, and duspair and the impossibility of change.

The sacond flashback of the encounter with the religlous
Cgdrl . Pallla fits into the thematlc structure of the novel in
the particular respect that through it Hole 3oylnka exaninas a
mmber of possible routes out of tha vicious cycle of hrutality.
Three solutions are presented, PFirat is the way of Alyero
- community ~ the way of passive goodness - non—violenco and

spirituallty. Second is tha way of the anarchic dentist", lHis
philosophy of revolutionary violence as expressed in an

organised counter-active killings of manbars of the Cartel 1z

1. Ib’.d-' P> 90,

/ 2+ Ibhid., P» 91.
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insistently reminiscent of Frantz Fanon's ideology of
violence as a mode of liberation of Africa from the
trappings of neo=colonialism. Between the way of the
Aiyeroc and the dentist is the approach of the Indian mystical
girl Tailla. For her, the way of pesce and man's self-fulfilment
1ies in his search for the infinite and his acceptance of his
l_ “metaphysical fate.” The narration in the novel 1is, however,
not of the kind that suggests that it is really Wole Soyink;'s
interest to offer a solution to the problems of contemporary
society in such terms as these. The novel is neither a
'8 celebration of the dentist's anarchist belief in the use of
violence for controlling violence nor of Alyero or Tailla's
acceptance of suffering. Instead, these are treated merely
as suppressed motifs in the novel. The final denouement of
o the novel shows, as we point out later, an axtremely pessimistic
affirmation of not only the collapse of humanity, but the
impossibility of the survival of the basis of civiligation.
The presentation of these ldeas in terms of flashbacks and
dialogues provide additional perspective for viewing the moral
. dilemmas which the narrative action develops.
The links creatively established between the use of memory

and f£lashback and the theme of the novel is a measure of how




far ¥ole Soyinks like other najor Nigerian novellists can

use pre~asstablished narrative techniques for apecific and
iocally based creative interests. Thus, although he
occasionally resorts to the use of memory and flashbacks, in
& ntylﬁ that has sous sesblance with the post Proustisn nov:l,
tho uso to which he puts this type of technique 1s uniquely
his own = the axprossion of contemporary African socio-

historigal pexfornancos

Genarally, Scyinka's method of narration does not seen
to poroit & realistic depiction of scenes and situations shich
provide ths background of his narrative actions This aspect
is 80 ovidant in the presantation of the situation of Alyerv
community, Ilosa, Cross fiver country, and Tenoks prison,

The major resason for this is that in his narration
Soyinks puts almost too much emphasis upon the use of dialogue
as & context for the evocation of experiencas which advance the
theme of his novales Tho inaginative usc of dislogus which
incistantly roflects Soyinka®s experience in the thecatre adds
dranatucgic significance to tho narration., But it also leada
inavitably towards the minimisation of the elesent of narrations

2t also involves the delimitaticn of the realistic emphasis on
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cesnic deccription which in o novel worko to racroats cur
eonso of the location of cotion and honco feeoilitatasour

eotional and intolloctual responsd €0 tha axpericiacos

*'
the icnginative proscatation of femoo pricon Lllustpatan
tho strength and linttation of Soyinka's otylc of novaliotic
prascntatione

4

UOfeyi's oyos roansd across tha yord to o diotant
barbed=wirc topped walle Yoo thot tho legendary
wall? Thoro uap an undbrolen roll of bacrbed wira
hald in position by evenly apoced baro, V-chaped &3
the top of that walle Tho wiros thus forcad o Ve
tunnal. Porhaps it was tho wall, Ab gittcd o
doncription ho had hoapd that day whon tho pattorn

fhoy boot on Tecoke's gates as goon 4o othcy £lo0d=
gotas wore opened to terros and doathe Ths onircal
noios of foar, tho cowed whioper whon tho laot onit
i1s tried and that alco is scoledessd cound ¢ tangiblo
ho folt ha could touch ite
A now sound appoarcd to come froa the coiling

K fon, a pixturc of asthoatic ¥heozs cnd & ponting d9gese
Ofe turned rounds It was only Suberu'oc uniqus way of
breathings Ofeyl stirred hip cocoa ainlecanly ond oclpped
the tapid ninturos 1

The charsctoristic procecs of narratien 1o ono in vhich
narrative action and beckground rutuslly highlights tha cyrbolic

Y*onaen of Anonys pe 209£f.




naturo of cach othere Our bearing is illedofined. 1In

terns of thia gootic approach tha narrative renders the
country in which the conflict texes placo poetic, and hencs
situating tho reader's consciousness in a mythical landscape
of destruction. Uhile this narrative style invests the novel
with a highly suggestive power, the novel by the sams token
taxas the roader®s capacity to understand the courss of the
ections In particuler, it raises tha critical issue of the
extent to which a novelist can be indifferent to the roalistic
progontation of the backiround of his narcative action without
icpairing) sericusly, the intalligibility of his story.s

In spite of the kind of stylistic lisitations which we
have indicated, Season gf Anomy is very much a classig. It
ic casily tho most powarful African novel to date. A major
source of its achisvaed narrative power and aignificance is what
has been described above as Soyinka's effective use of highly
graphic narrative inciients and images. in a farm that
1 quits peculiar to Soyinka's vision and aothod, the use
of inajory and incidents do not seen detarnined only by the dealre
to cupturs actual historical evants énd the character of tha war,
Throughout the novel, inagas are specially conceived and set
up to convoy in a very striking manner, the savagery and ninde
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lessness of man. In particular, the lmages show a

deliberate focus upon putrescence, death and terror. The
description of the burning of the c:hm‘::h"l with innocent victims
including pregnant women, the shooting of foreigners with barbed
arrows, snd the images of wells and rivers littered with bursting
dead bodies hsuled into them to save the labour of burial are
typical of the texture of imagery which express in a single
instant the novelist's intense satiric approach and his interest
in historical documentation. As the novel moves towards its
dramatic close in "Spores®, the prose becones Ancreasingly
1ittered with these kinds of images that electrify the reader's
sensibility as in the following description of the burning of

the church at Xuntus:

The scresams appeared to come from & long long

way below earth. Loud crackles as if of sudden

downpour on overheated netal sheets accompanied, then
drowned them, Fumes from the petrcol set up an unearthly
haze high above the roof. Two kites were conjured up
from an empty sky and hovered above the human kiln.
Ludicrously the folk~tale to explain this homing of
kites of fires passed through Ofeyi's mind.

An iron sheet burst its moorings, flapped

grotesquely in the flames. As if this hesd been perceived
by the trapped people and was accepted for a signal,

some halfwdozen windows flew open, smashed through as
pefore by wielded pews. A general assault on other windows
and doors began and the sound of battering-

rams now mingled with the general roar of the flames cene
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It was a moment the attackers had awalted,
Ag the first man leapt out an arrow flew towards
the flames, trensfixed him briefly. The figure
staggered, recovered balance and fled towards
inaginoed safely. More followed hin, and so did
the steady procession of arrows, thudding into
thelr targets and wringing execrations fron thelr
1ips. The last man turned, pulling at the ghaft
cobedded in his throat and, crazed by the pain
tried to clamber back into the inferno. Another
arrow struck him in the spine and he ghuddered,
f81l1 over the sill snd hung there as flanes
licked his clothes and soon engulfed him completoly.l

Ehu evocation of sheer barbaric behaviour is obvious. The use
6& arrows as weapons, the nanner of shooting them at the human
targets are shocking. These narrative images are startling
rocreations of tha do=hummnisation of both killers and victims
alike, In the contoxt of the lNigerian novel, these inmznges

are also nevw in the sense that no other novel, including the

war novels evokes the horror, shock and brutality characteristic
of them., Soyinka's method is exaggeration and intensification
that tend towards the macabre. VYhat is quite striking in tho .5 !
passage is that through the use of these fornmp of imagesn,

Season of Anony roads inpressively and realistically like

ra war novel”, Purther, it not only affects ona as 2 war

novel, but alsc ac & tale of terror and genocide, Deoconposition

and the loss of the sense of the sanctity of 1life are presented

1, Soazon of Anonmy, Ppe. 199=200



291

in & way that suggests that quality of terror which

Joyce defines in The portrait of the Artist as a Younge

mans
————

Terror is the fesling which arrests the
mind in the presenca of wvhatsoever is grave
and constant in human suffering and unites
it with its secret cause. 1

Through Soyinka's style, it is not so much the spectaclas

that shocks and perplexes the reader. It is the depravity

of tha scldlers and agsnts of the cﬁrtelvﬁuho are ri;ponlibat
for the assaults on life, In his strikingly suggestive use
of language, the taﬁuting prison of -amoke, its unfolding
labyrinthine interiors, the lepers, the lunatics, and the
dcril;nunt of Iriyise in this environsent function as highly
symbolic references charged with satiric meaning,

Soyinkas Myth and Social Vision

Soyirka's use of a natwork of narrative symbols of

1. Jamesa Joyce, A Portrait of the Artist as a ¥
Penguin Books 1966, Section 5, p. 204.
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striking suggestive powor serve to transform the novel
from thae level of satire and documentary into a novelisgtic
form in which nyth and allegory are used to intexprat
national oxperience, Ofeyi's journey through the blrzarre
landscape of the novel ig not simply the literal search
for Iriyisa. It roprescents an entry into tho soul of nan,
raevealing as in Conrad's leart of Darknesgs an unuttorable
pavagery and bactiality. GLhat the novel thus recroctaes
10 a nythical exparience « a nythical journey through a
vaotaland,

Tho forn of the aythical node which Jole uoyinka has
drawn upon to convoy tho totality of hisg vision ig difficult
to dafine in sinple tarms. This is because what he has
utilized is not only a single myth but a fusion of several
oythical cotifs derived from both the African as woll as
the classical literary background. In his discussion of

1

the novel Eustace Palmar”™ has posited the Orphous~iurydice

lep,stace Palmerts argument ip that “"Ofeyl and Iriyise
are intended to be lilgerian variants of the lagend of Orphens

and Euridicae®, See E. Paloer The Growth of the African lovel.
(Hoinemann, London, 1979), p. 2061,



myth as the intagrative slement in the novels. In his own
independent study, Izevbaye has aimilarly advoncod the notlon
of dole Soyinks imaginative use of this ayth, Expressing his

views ha obhsarvoes!

I: will be observed from this summary of
plot that the ocutlines of the Ocpheus

myth are ptrongly pronounced in EM—‘;}
Anomy, and that Soyinka adandoned the ve lad
allusivenesa of The Intecpreters for &n
explicitness which ensures that no reader

uilluutmmmaruufmmthemul
significance of the myth. 1

Ofeyi's role as presented in the plot=movament of the novel,
Soyinka's own educational hackground, the allusions to Greek
myth in The Man Died, along with other correspondences
clearly establish the pelevance of the Orphsus myth in the
interpretation of the experience presented in tha novel.
However, to take this as the basic mythical concept that
animates the novel is to ignora the insistently domestlic
origins of the mythical vision that fertilizes the novel,
enhancing its social relevance, vision and the evolution of
its symbolicel language. This is the myth of Ogun as formulated
and celebrated &n Yorubaland., Essential to this myth is the

lep, Izevbaye "Soyinka's Black Orpheus* in Meo-aAfrican

Litarature Culture: Essays in menor of Jahetnz Jahn, eds.
Be Lindfors % Uila Schilds.(D. Heymann, Malnz, 197635 pe 153
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character of Oqun1 in whom a numbar conflicting principles
of being are maintained in a tension that deaands resolution
an a condition of its continuing being. Ogun 1o the god of
creativity, an artist who taught man tha art of patallurgy
and smithinge But he i3 also the god of war, an irascible
destroyor. Ona of the qualities and sourcae of tho dignity
of Ogun as a god in the Yoruba pantheon is his control of

tho nagative aspects of his personality to achieve a stato of

fitnaps for living in tho society of nen and other godn.z

1'Soy1nkn's early faccination with this indigenous “nyth of
Ogun and his many contradictory qualities is first nade manifcst in
several contextsi in his essay "The Fourth Stage” and "Ideology and
soclal vision 1", now published in !lyth Litacaturg and the African
world,op.cit, and in his intorview with John Agetua in Intervie.g with
pix Nigerian wrlters, ops cit. In these contexts, -oles Soyinka
discussos tho complex mode of balng of this divinity und tha relation-
ship of hig nature to the Cosmic order and the conditions of tragic
experience, Two aspects of his personality nrovide the source of the
fageination which this divinity has for the novelist. Pirst in his
Pronitheaii™ role as bencfactor of man = tho artist, and creator, -~
which express the positive aond creative will in liaturc. Second, is
the violent, = the dastructiveg which express the negative aspect of
his nature. In addition, there is also tho novelist's keen awareness
of tho existence of these contradictory moral qualitics in man as an
individual, and in tho scciety of which he 48 a oember,

2°Rmr. B, Idowu: QOlodumare: God in Yorubs bolief (Longmans,

London, 1962), PPe BS£F.



The most significent aspect of Wole Soyinka's
creative adaptation of this nyth to modern experiencc, end
what relates his use of it to his hiﬂtorlcnl.vinion is the
introduction of the central cotif of man's insbility to
repolve snd balanéo the two opposing helves of his sensibility
through the trenscendence of his antis;c;nl nature. Wole
Soyinka had described fhia reality as the "gfllnpan of
I-n.mm'tit:y'."“"l The tragedy which his myth of Ogun oxpresces
4{s mon's continuocus reification of the negative polority of
his being through his self surrender to the dastrpctive inpuloen
Snherent in his nzturey The use of imagery and incidents in
Seanon of Anomy, and Nadmen end sagcinlinto is not only ¢
chilling expression of non's self dehumenisction; the inages
sre suggestive of how through his instinctive self dehumenigation,

1.
Yole Soyinka "The Writer in A Hodern Africen State®.

op. cit.
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has croated & diccaced and irredosnadly sick world, =

a vorld of lapers, lunntico, prluoncrn.i carnibalictic
wall gockes and unardn.z in vhich tho cocialining instie
tutions, the low courts, justice, governmeat, lifo, ond
culture have bocoms nothing kut o pockoery of tholr trud

nature and valuecs,

Tha porception of tho elooental instincts of dostruc-
tion gnd palfishness inharent in pan has introduced into
Yole Soyinka®s vision the quast cotif -« the search for o
restorative encrgy capeble of taming the nogative
forcas of society, and providing a remedy for
rocial 1318, It 18 at this level of awarcness that the oythieal
potif; of Orpheus and Purydice exproszed in terms of Ofeyl
end Iriyise enters into the narrative structure of Soason of
Ancaye It is olco in this respect that it enters into

C eginkats othor uorkn.j Iriyisc end Ofeyl, Euridice ond

i‘gggson of Aneny, ppe 300ff.
z‘ﬂiﬁ nan diﬂ' PP» 263ff.

321n vole Soyinka's other nowvals end plays, motshly, A
Dence of tha Forest, Konglis Harvest, hadnen and tpecialists
and Tha Interprotern, certain charactors ere censcliouoly croated
whooo role i5 to oynboeliss caral poaitives sgainst tho epprossing
beskground of coclel deczdance, It 4o they who by thoir
resiliences Dy tholr determinction cgainst epproccive foreed
can bring order and life to sociotye The fact that thosd Procoe
thoan spirits like 3ckeni, Ofcyl, end Iriyloo ore overesan
provides the tragic pathos in tho works.



297

Orpheus and the god Ofun as varlants of the same motif,
are_synhols of the c¢reative apirit and of moral conscibus-
M. They are the saving energy of soclety and who
society ironically oppresses and rejects in spite of
the fact that it is they who constitute the source of
society's sanity and continued existence. The ideal
which these artists representi ' is that of resilisnce,
the synthasis of the opposing qualities of strife and
creativity - "the chanelling of anguish into creative
purpose which releases man from destructive dupahr."i

The kind of narrative form which emarges from
Soyinka's style of narration is one that inssparably walds
a humanistic vision with the historical experiance of the
Nigerian civil war. This achieved novel form can be
describad analogically in terms of the mrrnuﬁ form which
marvin Mudrick has refarred to as "double plot" in his
analysis of Jossph Conrad's originality in Heart of Darknesg.
By this notion, Mudrick suggasts the idea of & kind of

mxntiu form which is

naither aliegory (where surface meaning is
something teasing to be got through) nor a catchess

A wole Soyinka, "The Fourth Stage" in Wole Soyinka, Myth
Litarature and the African World. Cambridge University
Press, cambridge, 1976, p. 146.
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all symbolisn {whers every psrticle signifies

soma universal or other) but a developing oxder

of sctions so lucidly symbolic of & developing

- stats of apirit...from nomant to moment, so

morally ddentifiablé...as to suggest the condition

of sllsgory without forefeiting the reslistic

claims of the actions and thelr actors.l

To describe the narrative form of Sasson of Anomy

in terms of this specific notion of "double plot” could be
misleading. As our anslysis shows, we do not have in the
nerraticn, a main plot and a subeplot as in Middlemarch,but
only one linear set of plotted action with Ofeyi's expariences
as its focus, However, the texturing of this narrative form
insistently invites two ways of reading this experience, Flrst
there is what we can refar to as an "extrinsic” reading in which
we can locate the meaning of the novel in terms of the imnediate
higtorical and political background of the Nigerisn civil war, But
parallel with this, the novel alsoc solicits an‘intrinsic'reading in
which Ofeyi's frustrated humanistic dreams function ss &
poverful poetic symbol of the destruction of spititual values

in an ;-mo:al world,

1, Marvin Mudrick *The originality of Conrad" in 2%3 Hudason

m XI, Noe. 4, {Winter 1958.59), rpt. in Marvin Mudrick ade

Conrad A Co critical essays. Twentieth century views
Eaglewcod, Cliffs Ne.J.}, Prentice Hell, 1966, p. 38.



The vision %Wole Soyinka presents, gh. mythical
mode adopted and the relatiocnship of these to contem-
porary Nigerian moral predicament indicate thn
essentially humanistic nature of Vole Soéznka'n contri-
bution to the growth of tha Nigerian novel, Charascteristic
of the kind of interest which he offers are the two
qualities slready highlighted, First and most striking is
the insistent imsginative use of contemporary soclio-
historical experience as s mode for giving local interest
end eocial relevesnce to the novel, 3Second is the high
erder of crestive power and moral fervour which he displays
in the formel and stylistic orchestration of the novel,

Although Yole Soyinka's handling of novelistic form i»
in 1teelf significant on account of its overall
aesthotic effects, Soyinka's resl importance in the develop-
ment of Nigerian fiction lies ultimately in the nature of the
profoundly serious human swareness which he brings into his
nerrative art, His scute awareness of the lack of morel
integrity in the modern Africasn world generally, and
particularly in Nigeria, has led him not only towards the
evoluticn of hie own nerrative style in The Man Died, The




Interpreters, and Season of Anomy, but also to the conception of

the role of the Africen writer todays
As ha has always maintained:
g The ertist hus always functiconed in African
society as the record of the mores end experience
of his society and the volce of vielon in his own
tipa, 1
Ag he has further stated in his essay, “Fhe cholce eru‘! use of

. Leanguage''s

The writar is the visionory of the people. He

recogniscs past ond pressnt not for the purpose

of enshrinement but for the logical crantive glizmpse

and restatement of tha ideal future. He anticipates

and he warnss 2

' Por the effoctive realisstion of this kind of gosl he maintaing,

und indoed, hen also reslised in Snason of Ancwy thet e book 1f
po'auibu sust Be such that it can hit the rasder like "a hsuser®,
shaking his from his state of moral neutrality.

What the foregoing analyeis of Vole Soylnka's

_ . | T Naaens

1+ wrne Uriter in a Nodern African Stats® op. clite

2+ wpne Choice and use of Languags®™ a] _Even!
- {London LXXV 1966}, Dpe 3-3.
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wisicn in Seasen of Anomy shows, 1s that in spite of the
highly sophisticated use which he makes of the English
language and the complexity of his narrative form, the
content of hls works are oftsn purpossely utilized as &
padium for the ehlargenant of contcuporaryﬂig?f;an?s moral
‘consclousness. Through the fusion of the two aspacts of
his creative art, the artistic and the morsl, and by the
suitable choice of thcmes that are part of tha fabric of
Higerian contemporary experience, Wole Soyinka can be
dascribed not merely as “an esoteric” writer, concerned only
with the expression of his personal myths and experiences.
Rather, he has been able to write with a clear consclousness
and deep understanding of the socio=-political issues of
contemporary African life, and with an accaptance of the
responsibility of the artist to his society. By actively
exploiting a narrative fora that expresses these ideals, he
has been able to bring both himself and his art in line with
the traditicnal African view of the role of art and the

- A

artist in the soclety.

viz

Isidors Okpewho! The Last Duty

Like ©ole Soyinka many other Nigerian novelists have



baen moved to write novels about the Nigerian civi)

wars The most important of these so far, are thoss

wiich we have alresdy outlined in the introductory

section of this chapter. Tha significance which a

majority of these novels achiove derives largely from

the type of experiences of tha war proffered by the

novelists rather than in a significant addition of now

stylistic elements to tha comzunicative modes and genaral vialon
of the Nigerian nowel as thin has evolved so far,. A major novel
thnt‘damn spacial consideration is Isidore Gkpewho's The

Last Duty, As a novel it does not have the complexity of depth of
vision characteristic of Season of Anomy or Acrow of God, Its |
value derives from two pecullar and quite significant 1iterary 3
qualities: First and ‘m;t strixing is the novelist®s humanistic
outlook, that is, his intense concern with social valuss which ha
dramatires and conveys in a way that no other Nigerian novel

has domee. Secondly, thare is also the sheer technical

excallence of the novsl. Okpewho achioves this through the

supreme mastery of tho novelistic form which he has adopted
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to explore the gsocial issues he 1s presenting. 1In
our discussion,we ghall be mostly concerned with the
£irgt of these two aspects. The purpose of this is to
suggest that the commitment to the regeneration of social
morality which Okpewho skilfully weaves into his treatnent
of the wﬁr experiences iz not only a re-affirmation of the
humanistic ocutlook which has been a characteristic feature
of the form of the Nigerian novelj; it is also an inspiring
climax in the expression of this outlook.

What thechovel presents effectively is the experience
of a number of people during the civil war of q@ly’Egssr;_

:a;mari:; 1070. The fictional framework for this experience
zs fhé;war between the Pederal and the Simbian troopa.i

The specific human situation which is presented within this
framework is that of the woman Aku, & Simbian lady married

to Oshevire, a man in the Federal section. Aku's presence in

the federal sector away fro= her own people provokes naturally

1. me conflict between the Simbian and Federal troops
(The Last Duty p. 4), can easily be read in terms of the
confrontation betwaen the Biafran and Pederal Army of Nigeria.
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hostile reactions from the local Urukpe paople who would
1ike to sea her lynched or sant to har own pecple. Aku's
position is furthar complicated by the fact that Chief
Tojoythe local political leader is jealous of her
husband, Oshovira, and acranges to have him jJalled in
order to secure the oppertunity to exploit har.1 The
situation creataed by thess issuas genarates a pattarn of
human dilemmas which All,the adlitacy comsandant of the
orsa 18 called upon to deal with in a way that tasts his

own conaclience and moral callbree

The narrative organisation of the story makes the
novel achicve a dual character. Thus, while baslcally the
story presented is the story of peoplse caught up in the civil
war, it is also a recreation of how individuals can struggle
to overcoms the forces of avil even againat a background of
ivéiy diffiéhlt‘peiéonai_ci?épmsténces.'

™

viix

Structure and Technique

A vital aspect of the new interest and level of

1‘rhe Last Duty, p» 5«
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complaxity which The Last Duty adds to ths growth of

tha Nigerian neoval can be seen in the novelist's

. Pecouraey to some of the stylistic innovations of the

stroan of consclousnsss novel,, and the reflnement which
he drings into his use of these modernist narrative
methods. Porhaps the nost striking of these is the
techniquea of narration ~ the use of the multiple point
of view. Instead of using the ouniscient author point of

view deployad in such novels as Arrow of God, The Concubine,

.or through the eyes of only ona of the characters, IThe Las

Duty presents some 48 sections which are purposefully
apportioned amongst the characters of the novele The
presentation of experlence in the cpening section of the
novel is firstly in teras of All (p3~4) and then Chlaf

Toje (pp«4~6) followad successively by Odibo (pp.6-10),

Axa (pp.iﬂ-ll% Ogbenevo {(pp.14=-15) and Oshevire (pp.32-42),
All (1%5=23) Oshevire {pp.23=32)}. Through this mode, &sach

of the charactaers become in turn the perscnal point of view
and conscicusness through which both the private as well

as the general societal experiences of the period are portra=

yed, By successively using each of these characters as



the narrative point of visw, the novelist , tries to
recreata the realities of the soclal politicsl crisis

of the period while also illuainating in detall the
harrowing perscnal problems shich this traumatic exparience

brought abouts

Coupled with the shifting of the narrative focus
fron character to character, is the variation of tha
reprosentational time and space devoted to the analysis
of the dramatic experiences of the novel, Of the total
narrative 243 pages of the novel 55 are devoted to the
expariences and motifs associated with Colonel Alil, 32 ¢t
Chief Toje 27 to Aku, 46 to Oshavire, and 14 to Oghenavo,
The proportioning of these narrative tioe ratlos conatitute
what may be dascribed as quantitative indicators which throw
into relief for the reader, the centrality of the sain theme
and tho relative significance of the variocus aotifs of the
novels The dominstion of the narrative space and time by
the three characters, Ali, Toje and Oghevire, serve to
enhance the central thems of justice and the affirmation

of social values which provideggtha controlling basis of
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the narrative movement.

This pattern of narrstion which 1a effectively used
throughout the novel does not of courses originats with Isldore
Ckpavhos In fact, the use of this formal mode is indicative of
the influence which the narrative techniques and forms cf major
European masters of fiction can exsrt on highly educated Africen
novelists. In particular, Isidore Okpewho's wethod of shifting
the focus of his narrative insistantly recalls the narrative
procedure of William Paulknere. In his novels sspecially
As T lay Dying® and fhe Sound end the Fupy,® Williss Feulkner
makes & sophisticated and.highly criginel use of narrative
time and the structursl formst of the traditional novel.

He does this by distributing the narrative focus and point

of view among several charactars ssch of whom shares in,
nndnlpuxd-toacmuwimmummuutomu
unique individualities and special perscnal circumstances and
sensibility. The aesthetic result of this style of narration
18 that the reader is given a complets picture of the incidents
as experienced through the sensibility of the characters. Mt
whils Okpawho's narrative methods insistently looks back to the

nariative approsach of

s 4 pPaulknar,Ag I Lay Pying (New Yoxk,Cape and Smith,) 1930

2 W Faulkier, The ‘S6und and .thé Fury. . (New Yerk, Jonathan
Cape and Harrison Smith.) 1929 '




¥illiam Paulkner, the specific use to which tho form

and style of his novel ara put is peculiarly his owm.
Ckpowho demcnstrates this adaptive vialon by conveying
insistently through tha story his deep concern with nimxn
values, and by doing o in a way that is sophisticatsd,
morally inspiring and sestbetically entertaining.

o™
¥

-

Indead, contral to an apprecistion of the asesthetic
significance of the noval is his soclal consciousness, his
insistent interest in the themes of duty, honour, and justice
which in the novel reprosent’  suprese husan values and
paradigans for individual conduct. In the imaginative develop=
nent of thess thomes the prasentation of charactars and
parrative experience are in terms of specific patterns and
codes of human bshaviour which awaken in the resdar, a
consciousnass of ths opposed attitude of pecple towards

honour and justice,

Exemplifying the negative aspects is Chlef Toje. His
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inflated agoism and indifference to soral seruples

are porsistently articuleted in various incidents of

the novel. Expressing ths positive is All who cxecutes

his duties as military commandant of Urukpe with the
highast ideal of moral uprightness imsginable in a soldier.
Morally and psychologically,ha and Chief Toje live: in _I?-:
entirely different world. FPressnted as othar human contexts
for the sxplocstion of individual responsas to duty are

the two characters, Odibo and Okumagba, both of whom are
parsistently ordered to carry out rathar disagrasable
duties.’ Situsted in the opposed world of Chiaf Toje and
Colonel Ali is Aku, She 1s a typical victim of the exte-
nuating circumstances of the ware In a nanner that adds
considerable complexity to har morsl cholces is the fact
that she is thoroughly destitute msterially, and the busineas
of having to provide food for her child is a difficult task
pade worse by the hostility of the pwopla around ht:.z In

this conditien, Chief Toje who dasices to use her trias

lemme Last Duty, pe 6le

2’xhiﬁ., P G
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stratagically to prévide for all her needs., Her soclal
and material circumstances craate:. for her the hard and
difficult moral dilemma in which the motif of honour is
presented not abstractly, but in terms of an excoedingly
challenging and realistically concelived situation.
Specifically, she becomes confronted with two unpleasant
options= sithar to preserve her feminine honour and reject
Chief Toje's advances and consequently become hungry and
defanceless in the midst of her eneales. Else she could
conpronise harself by yielding as she did to Chief Toje

in arder to survive.

The formal orginisation of the novel is such that it
brings into a unified form, the various motifs through which
Okpawho dramatizes the intense humanism of the novels At
the centre of these is the theme of moral intergrity, and
dedication to duty in the midst of a corrupt and corrupting
worlde This theme is conveysd through the presentation of
Colonel Ali in his uncompromising soral stand against the
corrupting forces of egolism . and self interest of the world
in which he has to operats. Concurrent with the theme

associated with Ali, i3 the motif of Chief Tojes Through

this the novel satirizss the nagative pursuit of corrupt



private interests of many callous individuals who

exploit the situation of war for their own nick dosiras.

These two basic motifs are conveyed and gradually davelopad
in the course of the narrative action towards tha catastrophic

fight botwaen Chiof Toje and his servaent and go batween Odibo.

The fierce and brutal fight between 0dibol and chicf
Toje express two ironic patterns that develop and interpret
tha thems of the novele FPirst, and prescntod as tho dranatic
source of the incident, is the fact that, Odibo in spite of
his physical deformity, and low social status, has virility -~
an intense manhood which the boastful Chlof Toje has not.
Thus, where Chief Toje had tried unsuccessfully to noko
love to Ake, Odibo successfully spends a night of acstatic

love naking with Aku.2 Although this knowledge 1s not fully

k3§t

disclosed to Toje, who merely suspects tho incident, the reader

knows tha facts and makes this ironic reversal a vital aspect of

his imaginative response to tha storye The
inciting circumstances in which Toje ncets Aku and Odibo

prove too provocative for Toje who had sought to

legoe Section "ALL" ppe 215£f.

2‘Tm .lelt EE: "Odibo” Pe 179.
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use Aku as his property. Brute force rather than a cool and
morally fitting action becomes his response. HNot only dm
his feverish and violent performances in the fight show how
Lranﬁany unpanly physicelly he is, but also, he is actually
beaten and humiliated in the hands of s sezvant he had treated
1ixe: o laves Slane
Further, the treatment of the fight which resolves
mnhtlonlhipb.tmnthltnmmmthrmm
evocation of pain, how the two men become in the long run
victims of their passions, susplcicks. and selfish desigas,
Chief Toje's sventual death in the hands of his such despised
servant is part of the pattearn of complex ironies which express
the moral wislon of the novel. What is most immediately obvious
15 not merely ths ironic revarsal, but the pain and suffering
nﬂﬂchth.ytn!nctumthuulmmmm;rbmuvlcuu
of their own inordinate selfish schemings.
mmmtumghtmmzmchmmnmm.
har lovers for khe too is expossd, and not only ampoudhﬁt
sha soon £inds herself tha causa of this unnecessary sufferings
But har punishment as the narrative action further;’ unfolds,
is not a quastion of the exposure and the suffering which
results from har unfalthfulness. It is the torsemt of her
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psyehoicgica11 anxieties at knowing that even though no
one else knows,she is still the csuse of whatever harde
ship befalls everybody. Although facad with a difficult
situation which she has to cope with, tradition has it
that she ¢ould not receive such favours from Toje let
alone aliow Odibo to have his waye. Even when the novel

ends, it is not clear whether she regains her hlppinlllaz

While for a less gifted novelist, the explicit
numanisn of the novel could easily have limited its literary
quality and gignificance, this danger is skillfully avoided,

This is achieved through a numnber of stylistic features.

lene Last Duty, p. 238,

2e\mat we see is her fepentance and attempts to regain her
husband®s love.
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Prominent amongst thcse.is Okpawho's emphasis upon a
number of personal experiences which he prescnts as the
focal issues in the life of the characters. With this
type of literary suphasis, Okpawho seens to present his
characters persistently in terms of peculiarly painful
-xpericncni or psrplexing moral cholcas.

In Chief Toje's case thes pain is his waning virility -
his fnability to have an erection. This constitutes the cantre
of his consciousnass. The knowledge of this debility 1is
what he decretly carries with him any where he goes, ant which
motivates his actions in the novel.® Por Aku the source of
sort&w is a range of problems = the struggle for survival
and the psychological fear of living in the midst of the
enenies of hex people,” and above all the unhappy state of
1iving without her husband who has basen forcibly taken sway
abd imprisoned. Expressing her troubled state of rind, she

affirust

However hard I try, I can naver keep my mind

from dwelling on these sorrows. For what else
can it feed on, imprisonsd as I am for so long

in a solitude that ssems to have no and? When ...

1. 7The Last Dut 5 DPPe s' 23”.

2. Ibid., pa il.
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the feoderal troops liderated this town over threo
years ago, and ail the merbers of ay tribdo ran
sway because it ssemed the only sensibdble thing
to do &t the ties, I was sura that I was doing
the right thing by staying behind, Oh how I
trembled in tha bush clutching my year~old son
in my arms: I was sticking with my man beCauss
1 eouldn't conceive of any kind ef existence
othar than with hims. Of course, after a shart
while the glamour of oy decision dulled in ny
sepeyns, when I discovered that I was going to have
to face the harsh realities of that decislon.
Sut then it was encugh that my man was arocund,
and I thought that if anything haprened to me
at the time it was all right for me so long
as he was by my side. liow three years after
thoy took him away into detention I do not feeol
so secure any mere and, sad as I an to adnit 1t,
I an beginning to queskion the wicdom of that
original decision te stay. BDut do I havo any
choice? 1

Por Osheviras har husband, the source of constant grief

1s the exparience of belng unjustly detained for »0 long &
period of tima. For Odibe, the burden of existence originates
from his consciousness of his physical deforsitys. YThis
conacicusness renders hin a soclal misfit. His knowledge

of this is rendered even more unboarable by his consciousness

of the society's stiitude to him, especially the attitude of

Yelbid., pp. 10 = 11
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experiences presented. Aku's experiencas in particular
creats this effoct. After the pain and bitterness which
follow her "throwing ths door of wonanhood™ copen to Odibo
and Toje, her conscicusness of her dishonourad self gyrows
and intensifies to a point of painful remorss. Through
this painful experience, she is ready to set her hooe in
order once again as chs prays for God's forglvenasa, and
the return of the love of har husband. Jhe long: once
again for the good wife sha hal besn. Her slultzry and
consequont psychologicasl pain bacome for her an sxporience
which not only provides a means for self regencration, but
which also re-establishes the reality snd importance of

honour in spite of circumstancaes.

AT

Although treated a§eclflcally as a novel dealing with
the personal dilemmas of individuals in a period of war, thae
style and characterisation in The Last Duty have a be~ring
upan the quality ef societal life generally, and in particular
upon the conduct of individuals in position of responsibility.

Toje iz portrayed in relation to his position as Chief in
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the town of trukpe and Ali as Military commandant
charged vith the meintenance of public order and peace
in the areas. For Chief Toje, ‘offm:l.ul position msans
the use of 1t i.n tha achievemant of personal desires, no
mztter what. 7This attitude is pursued regardless of how
this attitude aay bs a contradiction of the public's
conception of the role of the individual in the promotion
of tha well-being of the psople he is intended to serve.
As svident in the section "‘rojc"i, his basie concern in the
coursa of the narrativa action is to use his wealth and
position to exploit Aku, te establish links with those in
power and hence be able to bribe them by various means in
order to get them do what would gratify his personal
interests. Thus vhen we ses him courting the friendship
of Al%, it is only to ask him to make sure that Oshevire

2 In a simnilar mantier he

his enemy is kept in detention.
uses his naia and friendship to get Ali to ordar the pay-
naster3 to clear his false bill as others hm done for him

bafore.

1. The Last Duty pp. 23££,
2; Ibid" Pe S3ff.
3. ZIbid., pl-47.
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iIn contrast to Chiaf Toje's phychological attitude
to position, for All duty, right, and justice cond
bsfore personal considerations. Positicon meang fearleas
sarvice to the pesozle irrespective of thelr Class. waen
he hears of Toje's accusations and plea to keep Oshavire
in detention he car=fully investigates to find cut the
obscure reasons bshind Toje's pleas., Ma receives ne favours
from anyons, OGansrally, whan he follows thins couvrse of
action, he chooses to follow his feealings and sense of duty

and right even though this may harm 8 few individuala.

Ths formal prosentation of tho character:. of thase
nen, and indeed, of most of ths chargcters in the novael,
ruggest the extent to which the novel pay bo read as &
study in contriating moral types present in all cocietlicos,
By the revealed attituden of these nen, the novel explores
creatively the larger theme of reaponsibility and irrespon-
sidbility, and by implication, the theme of good and evil.
Ali and Chief Toje constitute the narrative foaci in terms
of which the reoader makes value judgenent. In particular,
Al forms a central intelligence through whom the realer

pecrcalives the cantral dranatic action and judg~s the
characters especially Chief Toje. As in A _man of the Pgople
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moral judgment iz a vital aspect of the solicited

aesthetic response of the novel as its characters are

not presented for their own sakes as such, but in terms

of the moral and psycholegical attitudes which they
represent. PFor Ali the emphasis is upon the choice of

the right moral values in opposition to the false values

of soclety. The tragedy of Toje's psychological type is

that he could not see the possibility of being misled by

his arrogant and corrupt egeistic feelings. Through the
imaginative articulatien of these opposing moral sansibilities,
the novel makes as an issue central to its dramatic
struc@ure)the theme of the ability of the individual to
chooss betwesn right and wrong and between justice and injuse
tice. This pattern marks a significant aspect of the develop—
ment away from the form and style of the social realistic
novel types exemplified for instance in Arrow of God and The
Concubine. In these novels, the presented opposition batween
good and evil is relatively amblguous if at all significant.
This is largely because, for these novelists the dominant
focus in the develepment of persenalities is essantially the
relationship between African culture and personality rather

than upon the difficulties of choosing between goed and evil.
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The consclousnass of socisl and coral volues which
underlies the developsent of charocters and the orchagtration
of fictional oxperience in the novel is in a sonze 2 contimuotien
of the gonoral awareness of th§ nanifold shortconings of modorn
pan 1ifo which many of tho Nigerian novels and especially
Seasen of Anony end The Veoice and A _pan of the Peopla havg baen
precccupied withe The point of view and enphasis of Tho Last Duty
do however differ to an extent that under score its importance '
¢n the Nigerian fictional oouvre. Tha basin of the najor satirical
novels it the intense awaroness of the moral inotebllity of
contemporary society and tha possinistic realisation of the
inposaibiliity of change in the social condition gonerally and 4in
the 1ife of the individual.} Soyinka'sc Interpraters, Okards
The Voice and Achebe's A man of tha people express this pessimico

in terms of the final denocucaenta

1‘Although not specifically prosented ac the gubject of any
one novel, posgimisn gsacns to bo a doainant aspect of the ligerion
noveligta®vision of tho moral 1ife of his cocloty and its leadern.
“Interview with Chinua Achebe® August, 16, 1976 in C cf O
haba (1970-1976), ed, John Agetua (Bendel Howspaper Corporatien,
Banin City, 1977, ppe I5££,



and characterisatien in their novels, In contrast,

through 1ts central point of view, and tho inslatent

moral strenght pf Ali and Oshevire, The Last Duty

pagates the pessimism registered in these novela by

sctively recreating tho Stréngth land infiuence of morsl gL ght
goodness in the life and conduct of individuals, and hence
suggesting a basis of hope. In particular, Colonel Ali's
resolve to do right at all times, and Oshevire's simple but
f£irm falth in honesty and intergrity in personal life

express a refreshing, and unexpectsd heroic attachment to
goodness that inspiresthe reader in the same way that Okolo

in Ths Volce, Ofeyl in Season of Anomy, Mack in A man of the
people, and Sekoni and Bandele in The Interpreters do against
the background of rampant corruption in thair worlde Alil and
Oshevire's struggles against injustica provide shining examples
of nan's spiritual efforts to achlieve goodne;s in a world
dominated by self interest, gresd and injustice, Through 1ts
moral emphasis, the conception of chirtcters, and the afflirm—
ation of the pessibilities of moral goodnass, the novel seens
to suggast not only a route to individual spiritual growth, but
also a way towards the soral re-awakening of the entire

soclety.
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XI1

The relationship established betwoen the narrative form
and the novelist's moral point of view is the basis of Isidore's
Okpewho's significant contribution to the developzent of the
Nigerian novel. In addition to his already demonstrated and woll
realised intarest in the sesthetic excellence of his narrative
form, there is also the rafroshing optimism which he brings to tho
depiction of the war experience, and the moral bohaviour of his
fallow country mens Indead, o vital part of the uniqueness of the
novel in Nigerian fiction {s that it is tha only novel which, in
opite of the present state of genaral moral gloom and dospair,
st411 tries to instill into the Nigerian reader's heart a bellef
in the individual’s ability to shape the future, to achieve peaca,
order, and justice through his perscnal effort. Through the
skilful prosentation of tho selfless struggles of All and the
patient endurance of Oshevire and through the ultimate vindication
of the principle of justice in the course of the narrative action,
the novelist succecds nost effectively in building his narrative
experienca upon the firm faith that the human hoart and mind can
ba influencad towards a noble desire for moral prograss, and

ultimately for a general improvement in the quality of soclal life.
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PART XII: THE EVOLUTION OF A TRADITION

CHAPTCR IX

LANGUAGE COMPETENCE ARD MODES OF NATUHALISATION

In chapter 1XI 1% was argu941 that the appralsal of
the African writers’ achlevement in the adaptation of the
western novel fora also denands an assesazent of the quality
of nis originality in the use of the English language. To
be ot an artistically significant order, the African novelist's
use of the received English has to entail the extension of
the assthetic relationship between the &nglish verbal expresse
ion ani its meaning, tc tho more conplax relationship batween
th= language, African culture, and meaning. This kind of
crastive extonsion of language use is by its nature a
procuss of "authentificatjon,® which entalls at least two
typas of stylistic control of language. Ona of thebne, we
can deseribe as "deconstructive and dissoclative,* while
the othar is "reconstructive and associative.” In the

firat instance, the writer's authentic use of the inglish

lesee pe 69 ©f thia thesis.
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language is one which entails the diasoclation of

English words from their alien cultural associations.

in the second instance, tha locally relevant use of the
English lanjusgs i3 one which must &lso involve tho
modulation of wnglizh words and syntax into linguistle
forms that are specifically textured to ax;ress cfiectively,
the African charactaristic speech pattern, tonc and

sonsibilitye.

Understood in this respect, a sigaificant fact which
energes from our study of the representative novelists is
that the response of meny of the major novelists to the use
of the received English languege is very often highly
original, culturally relevant, and at times even quite
inspireds Further, not only has the approach of the major
novelists been highly imaginative, bold and fresh, but also,
genarally, the awarensss of tha need to refashion the
tnglish lanjuage into forpis cefliactive of local cultural
norms sSsems such mors pronounced than what had bean the
cagse in thoir treotment of the structural format of the
inherited novel. Two factors sees particularly responsible

for this. PFirst is the nature of the second lan juage



situation in which the writers operate, and the caonsoquent
erestive interaction betwsen the first and second languages.
Second to thic is the grsatsr maleadility of the English
language in contrast to tho ocre limited posslbilitias shich

the structural format of the novel can readily offore

As may bo expsctad, it 4is not all ths novalists who have
boan sonsitive to ths adaptation of the receivod English
language to lecal realities. Droadly speaking, out of the
warious kinds of creative rosponsas displayed, threo reples

sentative typon may be notad. Thase srot-

(e} those whose styliastic technigues are manifostly
ipdividualistic and at timss 1diesyneratic,

(b) those in whose style there is mubtlo reconcilise-
tion of a culturally reflective language with the
desands of standacd Engliish ussge, and

{e¢} those in whose work there is a general) insensiti-
vity to the indagenisation of tha novel through itcs
ianguage perspective,

These types of gtylistic responses illustrate the relative
diversity in the crestive approaches which the Rigerian novalliats
are bringing to bear upon the Bnglish language in their novels.
o furthar develop our argunent, we shall discuss and evaluate
briefly, the significant aspects of tha style of tha novelists



whose work best providen ecse inpight into each of theso

diffarant forma of languago ubde

(a) Idiosyncratic English and Harrative Expecicnco

Amos Tutuola's interest in the use of traditional
African oral narrative sodep in The Palem=iing Orinkard can bo
szoean to roprosont not only & beginaing in tha dovelopzent of
an African novel form. It is alco an cngogesent with tho
probleas of the croation of a langunge forp in uwhich local
opcoch forms and inagery are also frecly usad to ochievo
distinctive secthatic eoffects. As wa have carlior obsorvcd,:
Amsg Tutuola's use of thase modes doas not derive like Ckara
frea a conscious drive for litorory originality. Rather, in his

peculiar case it is & direct outcons of hio linited knowledgo

of tha English langungo.z

Put in an intorostingly fortultous mamner, tha effects

tesoo pe 75 of thic thosise

PalT ey
- ek e
} .
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and forms of his style achieva almost the sama literary
valus and significance which the more educated writers
anywhere have used to couvey their senas of place and
natiocnal identity. Tha repertoire of innovative features
characterigtic of Amos Tutuola's novels cover a wide range
of verbal foros. Thesa include tha use of idiosyncratic
diction, syntactic forams, word-coinage arxi the recourss to
local ontology &nd mythical thought as source of imagerys
Purther to these is tho frequant transiiteration of local
{Yoruba) linguistic structures, and modes of thinking into
Englishe} To understand Tutusla's singular use of thase, we
ghall diccuss briefly two of these aspects, namely, the
tncidence of ward-colnags, and secondly, the texture of his
prose and in particular, tha relationship established betwesn

syntax, sense, and meaning.

dord-Coinages
One of the distinctive aspects of Tutuola®s literacy

rasponse to the [nglish language is his imaginative handling
of English wordse Although at times erratic, his occasional

le,. Afolayan: “Language and Sources of Amos Tutuola® in
C. Hoywood E£de, Eer ve L ( Heinesann
Ma, mm' 1971 s Po 49€L .
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imaginative use of words express an intuitive grasp of the

£act that language is a communicative form that can be adapted
to new circunstances. Indeed, in his persistent word - play,
what his work does represent is not really what his critics
describe as naiveté but the realisation that words have to be
»refashioned” and their grammar extended to create a new style
in harmony with the singularities of the imaginative experience
being expressed. Thus throughout the novels, especially the

f£1rst two, The Palm-¥ine Drinkardland My Life in the Bush of

Ghostsz, the reader comas across a range of words which 1llustrate
Tutuola's bold and instinctive creativity in the use of English
words. Table I (items 1-11) and Table II (itens 1-8) represent
respectively, some of the interesting exanples of Tutucla's

personal diction and phrases.

Amog Tutuola 13 Creative Diction

1. "a reslly” "I said within myself that this PWD™ pe.80
was a really human being."

lecea The Palm-wine Drinkard. (Paber, London,
1952)' 1977 Paper back Edn. ppe 41 = 43,

2'! Life in the Bush of Ghosts. (Faber and Faber, London,
19545, Paper back pp.20, 23.

3.Por The Falmn=¥Wine Drinkard
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*a joko-aan®

"funnily"

“a risible”

"Lurglacy waras*

“gravitiness"™

“conplete”
Pconpletued™

" jealous™

mtightad®
“hardly*

Sunreturnable®

“falthfulnesas™

"lofty*

"But aftsr she leaft a jokee-man
was koiint funnily*

“And when a risible man who was
anong the four men,"® P48
"So there were many kinds of

African wars and some of tham o
are as follows} genecal wers,

tribal wars, burglary wars and

slave wars,”

Ded8

“sian wa were bending down from
the sky hacauge of ita
Gravitinessesesncnvness®

P
Pe 75

“He was a conplete gentleman
and all tha parts of his body

were conpleteds

"X would Jealous himeseseses

ps18
Ps28

“He comaandsd the strings of the
drua to tightsn me there, as a satter
of fact the stringn of the drun
tighted me so that I was hardly
braathingecsesserecsssscosvccse” P12
"shen wa were quite sure that
this was uncaturnable-heave
town road, so we did not go
further.”

"She was taking carsa of us with
her Ffalthfuinessessssnssensases”

PeseArid they cChanged the frarful
nolses of the enanifas guns to Jofty
ones for us and we ware dancing to
these lofty noises of tha ensmiaes
guns.”

"But as thase enomiss were approaching
the town, the lofty nolses of their
guns became fesrful for us becCause
avery place was shaking at that moment,.®

1% 1

P69
1
oG

Ps1?

)

MLBG. Por My Life in the Bush of Ghosts. Op.cits
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334,

“suspecting® "%anshis bad smell was suspecting
hin that he was coming sc thay
ware runhing avay before he could

reach thea® Pedt
“disalloved” "So thay disallowed we to do as

I planned until he reached a place

whers other kinds of ghosts werse fn

conferenceessesesce” pel2

Idiosynceatic Lxpression

e

2.

¥ 1

S

“Ha got up on me and took
out tha rest masatissssss®

“Z would die for his weight
as X would not ralse him®

#Mons of tham talked a
single word, as loeking
4t me notionless as dolls”

*But as he was chasing
mo flexculy

"She was taking care of as
with her faithfulhessees”

KLAG
peib

MLAG
ps4l

PvD
D69

Standard Engiiash Equivsient

Ae got up from me and
tock out the reat of ths meat

I would have died under his
valght a8 I could not raise
hime

None of them spoke & word,
Standing motionless liks dolls,
they stared at ma,

But as he was pursuing me
raleantlesaly

She looked after me
davotedlyevossaveosssonss
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6. "Heo was soon faint with fear” Pud  He was highly terrified
psd?

Te %and stil)l as I was & pan PYD But bstause I was a man

I would jealous him* Pe87 I could only be jealous of him

B¢ "soehis wus trying his baat MLEG He was trying hapd to kiil
to kill the animalscseeee™ Pedl animblascsescoassrssssvnese

whils Tutuola's pecullar handling of words constitute one

aspact of his creativity, his syntsatic forma and narrative
éhythu express his ilterary individualisa as well as how far

he succeads in making a literarily sffeativa use of a lieited
lqrtl of coupetenca in the English lanjuags. In chaptox 1111

wa highlighted how through the concatanation of images, Tutuolas
ssams to capture the pressurs and spicvit of Africen oral narrative
delivery, Another significant stylistic feature which snhances
this quslity of oral narration is his ayntax and general cavalier
handiing of sentences. The pressntation of the captura of
"Death" typifies this sspects of his lanjuage control.

As I was carrying him along the road; he was trying
&1l his efforts to escapas or to kill me, but I did note,,

el _ _ - - nap i _ - bl

Logge pags 87 of the thesis.

%as Tutuola, M Palmewine Duinkard, ope cite pe 15.
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give hin & chunte to do thate khen I had trovolled
about eight houra, than I rocched tho totn and wenh
straight to ths old can's house who told ce to go ond
bring Doath fran his housas uhon I recchod thoe old
san's house, ho was inasida his roca, then I called hin
end told hin that I hed brought Doath that ho told oo
to go and brings. Put ir-cdiataly ha hoord froo o that
1 hed brought Daasth, end vhon ho sew hin on ny hosd, ho
wan groatly torrificd end raiccd an alerms that ba thoupht
nobody could go and bring doath fron his houco at onea,
and hg (0ld non) hastily wont beck to hin house ond
atarted to cloco all hio doors and windows, but bofere
ha could clono two or threo of hic windowus, I throw dowm
Doath beforo hiin door end at tho como tirs that I throw
hin down, tho nat cut into plecas ond Jdsath found hiop
uay oute

Tho east otriking anpoct of this pasasge in its
dresatic quality. Thic 45 pchicved largoly through tha
carefrec jolning of diffcrent cloupgesn, fdeas end Arogos. Ao
in nany eothar contenceos and contunto.1 tho urgoncy of Tutuola’s
narrotion coens to rozult in cxtreordinarily longewinding
pentenca forms in which tho leck of edequato control of oyntocs
tic logic often recults in odd verbal juxtapocitionns Thooe
verbal Juntopositions so-otiman genorate embhiguitics in eaonings
In ths pasnage gquoted obova, tha ucta of *hin® "ha" cnd "hio®
{which wa underlined) illustrate this occasional cource of

'the eainowine Drinkagd, ppe 43-43 and
Br.lifo An the Puch of Ghontg, pps 20, 23
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confusion in meaning,
In their indepandent studies, Afolayan® and
Goliinla have highlighted a number of these types of
'f Tutuola's idiosyncratic constructions which daviate from
the normal cules of kEngiish Grammars. An interasting exsample
of thess which Tutuola uses to enhance the peculier drampe

tic quality of his narcation is *the progressive action

b

| .
varbefarm,™ Very often, Amos Tutuola preosents past action
by ignoring the use of the appropriste past very form,
This 12 much in evidence in such sentences as follows:

ssnlis was still looking at ne as he wvas unning auay’

But as he was qoing hastily aleong in the bush
8ll the animsls were running very far away for
his bad amell whenaver he met them. 4

s

1'A. Afolayan, *Language and sources of Amos Tutuola®
ope clt,

2o, Re Collins, Amos Tutusls (fwyane Press, New York
1268), ppe 109,

3.

y Life in th Bush
o tb1de, pe 33e
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mmmowntmllnwmldmw::dm
a king since that day &5 al) of thon eoro opprecicting
dirt core thon clesn thingo. 3

Although ho was corrying ra aleng in tho tuch, ho
vas trying his baot to ki)l the saniraly, hio bed

cooll wan guspecting hin that ho vas esning oo thoy
' WIPO running ctay befero ho could geach thon, 2

Aasthaticnlly, tha responco €0 Tutuola's typa of
longuege ucd has bosn daprecatory coxcapt for thn enthusiastie
renarhs of o fov litarory cennoloccurn. tThuo in cpito of hia
rogognition of tho "toxrnd, ord graphic™ quality of Tutioloto
langungs, John Rurrs daccriban it os kind of “young Bngncb.“’
thilo Prul noma sinply c20a ft ap o pnixturo ¢f Africen
pidgin Englich, officinleca ond & cchaol boy Gnglich®, Martin

Banhen aecording to Cous.nns regards it os "Jjunier clestt Cnglich,“

Yerpide, pe 35,

z‘lbm.. pe 3%
; ¥

Jehn ¥, furra,Tho uncenoaioun of o Reeo'in Hptdon
{CLXXIX Saptomber 35, 1954), pe 251202,
S¢peul Dohenmen, Ihe Listenes, Hay 13, 1934.

5!‘.0
E Ry Colling, A=sn Tutuoln (Twyano Prana, Hew York,
1969), ps 113,
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and the direct "result of Amos Tutuola straining to write
& literate formal English® he could not acquite through a
good education. In & manner that sums up the widespresd

+ insensitivity to the potentialities of Tutuola's language,

Esekiel Mphahlele evaluates it as "unintentfonally ungrasmss
tical“t wdding that such a langusge will not be able to “catch
on" and grow into a conscious style in the hands of a more

*  educated snd sophisticated writer*s? tutuola’s atyltatic

forms are not deliberats innovations intended to reflect
the speeth patterns snd typs of diction in actusl

_ use in ths datly 1ife of his people and fellow countryemen,

' indesd, as Esekliel Mphahlele rightly points out, Tutuocla‘’s
style does sscm to be full of grammatical wistakes, especielly
whan judged against the background of the received Quean’s
English grammar., Quite & nusber of sentences in the novels
are syntactically swkward, However, At can also bDs seen that
these "mistakes” are strikingly poetic, graphic, and unaffectad.
They function very often as 1f thay are modss avolved delibera

ety

1'£. Mphahlele, "The Language of African Literaturs*,

Harvard Educationsl Review, Spring 1954, XXXIV, pps 289=308.

2a1nid.
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taly for & more affective self expression. Thus, as

Hs Re Collins has rightly observed, Tutuola's “unconvene
tidnal variations make for wit, words=play, and for delighte
ful nurprilus”.i In fact, in spite of the obvious ungrammae
tical quality of his words, syntax and sentence structures,
Tutuola®s English 48 not only affective, graphic, and at times
delightful, but aiso, it is s language that captures the
dramatic guality end tone of the traditionsl African oral
narrative art. By his imaginativa handling of syntax and
diction in harmony with Afpicen oral narrative act and sansie
bility, Tutuola enables his style to achieve a liveliness end
fascinetion that forces us to recognise the otherness of his
worlds In terms of this efrectivity, 1t can be said that
Tutuola's atyle is ona of the nore interesting and atrixing
demonstration of eriginality in the imaginative use of

the English language in a new nen=English environment,

By this quality, it rapresents also one of the most
significant cantributions of the Nigerisn writers to the
development of the English langusge in relation to the
Affican experisnce, linguistic heritage snd world view,

R

4, Re Collina, Amos futuols, op. clte, pe 313££,
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thilo Azos Tutuolo'c cchioved effocts hove cema absut
quito unconsaiounly, uvith Sabricl Oxora, thecs aro dolibsroe

toce In chapter VI Mermo"

uad nodo o Crorats intorood

in the divect trenslation of ideas and foagas frea tho

lecal Africen langurgs (Icon) into Engliche VS aloo rofcrred
5 tha way in wvhich tho dovolopment of thio opprocch cotvos
to intonsify tho poral visicn of tha novale A furthor nonje
footetion of Gehriel Oxaro's attespt to ochiaws cuthonticity
vhich cust be coentionsd fo how ha ucoas English wezdo to
roflect locol usegos thilo ha nolther coina now vards, nas
trics to rofachion tho corphslogical fornm of Unglich w3vdo oo
in the cano of Azos Tutuola occasionally, hio dictien dozo chowy
o diotinotive innovativo quality in termo of tho irpssition o2
a roenge of nav posning-possibilitios on conwontional nglich
vordn. In this prospoct, throughout the text af Tha Voien,

tha raasdsry conap corors cuch words as "insido®™ "straight®
“croalied® “cwoot® “oour® *kill%, thile theso hovo boea uscd
an Englich wordo, thoir pensa and rofarenco oro not thy
conventional wooning but roalition dotesninsd by legal usogs,
Okzerats porconsl employsent of thaso wordp cay ko coen in hic

e e " .

"’Bea Pe 206 ©f tho thesioe
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motthowﬁ‘inﬂdo“muhmmlnamﬂotyet
contoxke, Yhercae in the Enzlich lenguago thip feactionn
iargely oo & pro-pocition that irdicaten tho cpatial
relotionchip betworn two Atemsn or internality vhen wied as
noun, in Okara's ctyle 4% is uscd to destionate o vider ronsd
of ceoningts rozmtamamomnatoitooontmcu
rofern to w'wozmmmm'amotmm
axd behaviours Oimilarly, tho vords "etraicht® erd "srooked®
yhich aro ropeated rotifp in the otoxy, funoticn nos an
geonetric eoncopis bus, Ao in tho loeal Iron lensungo, theoo
are uped $0 cusgeot o range of cthieal idcan of vhat io good,
beantiful, and desirabdbloe. "Crooked® Acmotes tho nosation of
theso valuso trd tho inolinaticn towardo cvile In thio coneo,
tho oppositicn botwoen etraight end crooked roinforosd
sotopherically, tho opporition botwocn ¢ood crd ovil ilch tho
aentral narrativo cotion of the rovel procentes
mmmwmmermmawmmu
way is refleoted in Oknra's uce of cyntostical repetitien to
gugseot rormer ord codes of boings ﬁmu,i.nam:betofmuztn
{n vhich edverbiol forms and eormally the ptardard radoo for
expropsion corner cpd intencity, bo doliberatcly uses cyntaotio

repotition to convey thooos flense, vory oftcn,
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0dd sentence~constructires of varying expressive force
and sesthetic elegance are used as in the followingie
*¥our hair was black bleck be, now it ia black black be
wore then blackness,” "The town people said Ckolo's oyas
vere not right, hia head was not correct". “The running
feat come nearer the caring nothing feet of the world see
“Yourself hold before this thing a big thing turna"., %e
49 know God pecple be® "You are a witch be" and “The
think nothing pecple making peopla hendsome dey,"

The repetitive uce of metaphors, symbols, end leit=
potifs not only intensifies the experionces) it also vividly
Adantifies the bshaviour of Okolo's enemies with what is
ostenaibly nonehumans. 7Thus through the power of metaphor,
porsonification end exaggerstion inherent in the linguistie
atructuren, a parallel is evoked and reccrested between thé
antisocial passions of the pecple ond hostile animsl instincts,

3

The psopla "wulk ag if stelking an animal.”” They "pounce”

and "claw."= Igéngots oyes are stiff end strong like wood.s

The peopls snap *like hungry dog's snapping at bonal”‘.

1+ Zhe Voice, ps 23
2« Ibid., p. 27
3+ 1Ibid,, p. 120
4. Ihﬂ.ﬂ-' Pe s
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They pugh and drag “panting silence like soldier ants

with their priaonara-"i Their gnashing of teeth in hatred
1a ke the scund of bones breaking under dogs teeth.""
Theig bodlies sweat and glisten with hatred. By sharply
indicating dezadent behaviour, Ckara'’s language llke sny
other imaginatiwvely conceived language functions ae &
psycheopathology of the cherascters - a mesns for the
analysis and revelation of thelr psychological and moral
sickness, _

Ckarat*a pecullar use of English is not intended
to reflect a distinct varlety of Nigerian English. Generally,
basides its achieved links with the Iron local vernscular
language, is the very striking poetic quality and aharpneys

which Okara strives to achieve as in tha following possage:l

It was the days ending and Ckolo by a window stood.

Ckolo stood looking at the sun pehind the tree tops
falling. 7The River was flowling, reflecting the

finishing sun like a dying awsy memory. It was like an ...

1o 1bid., p. 38

2 Ipide, pe 120
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idol's face, no one knowing what's bdehind, Ckolo
at the pala treas lookad. They wors like women
with halr hanging down, dancing, possessed. ECgrets
1like white flower petalls strung slackly across ths
river, swaying up and down, were returning home,
And, on the river, canoes ware crawling home with
bent backs and tired hands paddiing. A girl with
only a cloth tied around her waist and the half
rips mangoes breasts paddled driviny her paddie
into the river with a sweet inside, 1
¥hile a small nunber of critics have bsen able to see
the significance of Okara's trensliterations, many consider
this mode to be gretultous, and of little use in ths davelope
pant of a national literary language. SThus Gsoffrey Haltanz
seena to consider Ckars's lanyuage to be no language at all,
while Czekiel Mphahlele congiders the language to be too
- strainous & mode of representation that renders Caglish a
slave of the native 1-ngulgoa’ Pater Young's position ia
pechaps the most negative in its dogmatisn. Arguing that

Okara's linguistic experisent is e fallure, he affirmsi-

His fallure doaes not iie in this inconsiastency
which would mot wholly invalidats the method or
simply result in an ennoying literary squint, Dutee.

1erbide, pa 26.

2eC1ted An £.N. Oblechine, “Differentistion in Engiish®
in JNISA. Vol, 8, Mo.1, 1973, pa 78,

3'3. Mphahlsie, “The Language of African Litsrature®,

Harvard Fducational Refiew, ope cit,



in tho fundermental nisconcaptien sbout tho

nature of languago, = that snything as cooplen

ac total camning can bo convayed by tho prozcre
vation of vory fow of ito partsa. 3Syntax alono

is not tho wvohicle of peaning, nor are & lengusge's
rulos of collocationssssessssnseTho irportanco

of Ukara's work dapends not on his cuccaco o
fallure but in tho clearly conveyed rcalication
that tho artiotia liberty of tho Africen vriter
in English licn in tho integration of cxprossion
with axperience, By ravoealing ono route to that
cnd to be a culdocas 3hg Voicq resains o positive
fores in tha davolopoent of tha Kast Africen novel
in Englich, 1

Even if it can ho sald that tho extresely redicenl

charoctor of (Rara'c cxparimcntal usa of lenguego 1o obviouw
aly too "dogmatic® and strainod, this dooa not coen that

the nfyln locks tha noeodsefy roquirerents of opn cffogtive
languege for litsrary counidaticn, Potor Young'o critie
cisn io o misleading conclusien vhich illustrotan o
fundenantal nicconcoption about two thingoie cbout tho
naturs of syntan end sbout tho ways in which o literory

tredition can bo crestad, In tho first instenco, Young's

vinupoint socano to rost on the falco precupposition that

1‘?. Young "Tradition, languaga end tho dsintegration of
identity in Uasat Africen Litarature in Englich” in C, Haywded,
Ed. Pcraopectivan rice ar s Ope Chts pe 420



syntectic forms ero stablo Mnguistic rodes vhich cannot
ba altared in rolotion €5 tho croaticn of poY CIoRiNgs
potoibilitics., Secondly, Potor Young misconscives the
ways in which on individual movelict nay coko hio contrie
bution to the devolop=snt of ¢ literary trediticons Ao
T"ewident in tha cothod of Pienagon Weke, Ulyenen end faot
Yonr qgnnrienhcd‘ tha necocoary condition for cuth o Cone

+ pw

tridution 1ias not only in tho possibility that tho novolist's
work moy end cen bo initatsd by othera, but oscontially in
tha unique end novel quality of ths approzch introduced by
hine. In tho usc of tho rhetorical radas of o typlcal Africen
lenguego, end An tho dircotnasp ond intenso raral cugprotivow
naca of this lengueogo, Ozera's otyle does rcprocent o
cffcctivo routo which €on bo czplercd towards ths croatien of
o hational Jitcrary lenguagas That the literary stylo of

Amoo Tutuols ond mm' iors hos not found ircitators, cnd
concoquantly dovelopad by others ts bo part of tho oaln ctronn
of tho language of Nigerien fiction, is not becauso of tho
intrinsic linitation of the approcchas of thast fvd vTitcrd,
Thin has to 40 with thy cliirats of tho genoral preforenco foff
otandard or “elitict" Caglich in which Oxars end A=3s Tutuola

1s,, Robbo=Orillot, Lank Yoar nt fiarienbod (Pario, 1961)e



heva worked, It 4in aleo a patter of the conplex rango

of foctorp which deterning individual writors choice of
langungo ond by inplication tho form and toxturo ¢f tho
literary longuege of o given social clacs, ce——unity, or
nation. In tho caca of Gabriel Oxare in particular, the
reacon for tha indifferenca to his innovations 4is not neroly
becouce his mathod ia "too strainomd™ as Ercikiol Iphahlole
ruggeoto. It 15 tn outcoma of the fact that tho averago
Higorien novalint Lo not ccutaly conscious of tho nced for
tha schievermant of suthenticity ond ralovanco in his uco of

languagte

ativ _Ad a F3 da

If Gabriel Ciera's concaption of tha approprigto
Africen English ecppeaxr to bo porochial, and at timos too
idiosyncratic, thoxa has alto cmerged a sclect clogo of
writers in whona ntylo thoro 4s o fusion of tho stendord
corrcet Englich gramser ) with certain forma of lecal
Africen idiocotic exprocsions, Achcha's stylo in his nmovel
is ono of tha coot cecempliched exprasaion of thio kind of

epproach to tho naturalisation of Britich Englich in tho
o
.

-

-
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Africen contoxt,

Dasically, Achebo's originality doriva fren hia
£x411ful oxploitation of the conditions of tho African
ronderts cesthatic rooponea to hip narrations Thiz ho
toako to cchigve through hic 15515tﬁﬂﬂﬂiggnéﬁélfcultﬁéal
pignifier,® "wthat 1o, on imago or idicon which cdequatoly
convays aspects of tha local cultural ond linguictic realitys
In &n cogay *"The Africen writer and ths English 1cngucqa'.1
Chinus Achobo orticulates come of the croative iocusa vhich
cuot bo borna in nind in tho Africen writar'o ucc of tho
rccoived Cnglich lenguegae Rojecting the 4dos of tho uso of
the longuago in o otyle initative of tho nativoe cpoaker, ko
arguen that tha controlled roflaction of tho local cultural
roalitios end eados of tpeoch 1o o vitsl acpest of tho African
vritorts rolevant devolepsont of ths Cnglich lengucgse In
footy tho criterion which ho edducos 1o it capesity t9 convey
tha poculisritios of Africen exporienco 11lo at the cemo i

peing univercole

Lecnirun Achcbo, "Tho African triter ond the Cnglich
lenguago™ in "rorning yot on Crcaticn Day®. (Anchor booksy
Dzubleday, How Yorks 1973, ppe 74ffs
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The range of tochniquos which Chinun Achabo drings
to boer on the realisstion of this idoal “Africen Coglich®
arno panys They oro also bold and at times cophinticated,
In hio élccugsien, Dernth Lindfors reprasents Chima Achcbatp
uso of the African proverd a6 the fulcrun of his rothed, cond
by implication the basio of tho euthonticity of hin sotylos

Ao he arguass

It 15 ny contention that Achobo, & ckilful otylist,
schiovas ¢n cppropriata lengunge for coch of hip

novels lurgoly through the use of provarbse Indood,
Achoba's proverbs o oorve 4o keys to oh undorotonding
of hio novols boceouse he usas then not marely to odd
touchas of local coleur but to cound and reoitorato
thezop, to sharpen charccteprs, te clerify confidcto,
end to focus an the valuza of the cocloty ho 1o pertrde
yings Prcvorbs thus provides us, &3 (e Je Rarchovito
hao caid, o "grannar of valuoo® by which tho docdo cf

& hero can bo roasured and ovalusted. Dy studying
Achebo's proverbs, w0 cfo bottor able to intorprot his
novals, 1 .

It cuast be concadsd that of all ths Africen novoliots, Chimua
Achebo 4 tho writer vho has boon c9ot respensiblo for intros
ducing tho Africen proverd into iceginative uzo in the Africen

novel, Howavor, to acpprocista tho scopa of Achoba'o originality

fa
Bernth Lindfors "Tha Paln 041 with rhich Acheba's
words are eateon™ in AMMpican Litoratuce Todoyy Bdey Lele Jonand
ope cite I9s 1, 1950, pe Ge



in the developmant of tha relevant African litarary Engligh
13 to recognira how ha localizes the English languaga through
a variety of ways of which the proverb is only a part. In
chapter IV p. 301 we highlightaed the particular way in which
his prose persistontly secks to project the cultural bocke
ground of action and experionce by means of tha suggoaotive
cultural imaga, What wo may note further to thase types of
culturally relevant lexical items- and tha proverd mode are
two strikingly original aspects, namely} his axploitation of
cortain forns of Nigerian Englich, and socondly his original
and froquent “refashioning" of sentences and phrases into now
forns reflective of lecal linguistic structures and folk-
wicdon,.

The high level of subtlety and appropriatencss of style
which Achebe can echiove La very ovident in his own diccuesion’
of two possible ways in which & particular scona in Acxrod of
God could have been prescnted, As ho ppints out in tha
discugsion, "The material is the samo. SBut the forn of tha
ona is in charectar amd the othar ig not.” Accordingly, tho
ono which he conpidered not to be in character is cechawed. ™ho
case, directness and propricty of Acheba's prosa is cvarywhoro

present in all his novels. 7The following passage illustratas

1. Chinua Acheba, “The African Writer and tho English

Languaga" in Morning yet on Creation Days oOpe cit. pe 83



tho gquality of being “in charegtor®s

JTha reod v voro blowing 40 now cruchede then

I opoe tvo poxkots oge in this wory pless § uced
the provorb of thy chomgoate I was then talking
to Ogbuefl Ogonwonno who was tho edult in tho housde
I told hin that ho chauld hava cpozen up

= wara plamaing, inotesd of which ho put a plcco of
1ive coal ints tho child'c paln and ok hin to corry
At vith coro. v oll heve coen with chot core o
corricd Ats I was not then talking to Coomeonnd
but to oll ths eldaro hare who left vhat thoy chauld
hava dons ond did another, who wore in tho kauce o
and yot tho choegoat cufforod An her parturitiens— 4

Hony passages 1iko thio givo the reador ir—sdlafo pleaguro
ond curprivo ot tho caso ond naturclnaos of tho enprocciende
ho ehicf tool utilitsd 4o the irpregnatien of his Cnglich
with tha opt lozal inngo folk uvicdan, and oposth hehit that
aro femllicr to une Cvory vord in tho pazasgs vorko cd hoo
its rootn end xolavenco in tho Africon csuparientso cnd wv=zld
viont,

Achaba'po critorin for tho celection ef phracac ond vords
vhich are folt to bo in tho right charsster is tholr cppropritm
tencas. Shis quality of approprioctonacs iAo icpresaivoly
roaliced in o lorgo mi=hor of contonta - in tho feroal cpoeccheo

Yopcrow of Ged, pe 26
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at the elders meetings in which proverbs, rhythm and

local allusions are used to marshall grgument and reflect

personality, in the conversations of Ezeuluts wives, and in

such crucial moments as the return of Oblika from Okperi on

the occasion of Ezeulu's imprisonment. A vital part of the

effectiveness of these carefully sculptured dialogues is the

artistic texturing of the form of the language of each

speaker in harmony with the tenperament of the particular

speaker, and the nature of the occasion in which he is speaking.

Hence, throughout his novels, various stylistic forms = pidgin

English, standard English syntactic forms, and transliterations

and imagery - constitute a repertoire of expressive modes which

he draws on in terms of the criteria of necessity and relevance.
As Vincent'l1 study has effectively demonstrated,

Achebet's English, unlike that of all his contemporaries,

presents a rich terrain of words and rhetorical forms which

are singularly appropriate to their specific situations and

nuances of individual temporament. Although actively consclous

of the need for forging an appropriate African English, Achebe's

1‘T. vincent "Register in Achebe" JNESA Ed. E. Ubahakwe,
Vol. 6, No. 1’ Pe 95.
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characteristic style is naver idiosyncratic, awiward or
uninteiligible, Ecchowing tha overtly too perconal, ho
neither coins new words nor does ha tranalato dograticolly
fron his local Igbo grasmatical structure into Lnglish in the
panner of Tutuola or Ckara. Thus, boyond ths occaplonal uzo of
the local proverbs and apt expressive imagas, his genaral
characteristic approach is tha craative podulation of tho
standard English by tha introduction of apt local rhotorical
forns An ways which could cauco only tha nininal violation to
the accepted international Cnglich usagae

thile Achobe’s control of tha English languaga roprosents
a fairly individuslistic but succescful *goconstruction” of
the language in allieonco with the traditional Africen (Igdo)
rhetoric, in tho works of tha novelicts who followad hin
roaliga, tho leval of stylisation is not quito as refroching
or sophisticated. In fact, quito often their creative rosponca
to language io of no particularly striking criqtnality.‘ Bayond
tha occasional uso of local words for gtrictly denotative purpoces
or thes use of the odd proverd in placen, tha ptylo and

effects of writors like John Mumonye, Plora Hwapa, Ozotoshd,

"The novols in which this type of longuage uns io enpocially
noticeable are thoss which wa have referrcd to an “populer® navolos
Sea ppe 354 and 340 of this study.
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and many othars represent effectively little or no

significant deviation from the more common general kind

of officisl English. But in spite of the lack of & bold or
1diosyncratic experimentation in the use of language, their
diction and sentence constructions reflect in subtle ways the
kind of Cnglish either apoken and or written by many Nigerians
as & result of being in a second language situation.

In his two novels The Concubing and The Great Ponda
Elechi Amadi has achieved a type of English style whose
sinplicity, tone, and texture is very much in harmony with
the rural African milieu, While his achieved level of
wdissociation” and "assoclation” of diction and syntax ia
minimal, his prose is imbued with a diatinctive African

quelity. As may be seen in the descriptions of the battles

in The Great gggggi and of the wrestling match in the forest
in Concubiﬂﬁgz Amadi's major stylistic concern is the

accurate description of axperience through rhyths and simple
diction.

Sounatimes he could make his style receptive to the
local idioms through tha occasional coining of new expressions

as in the description of Ihuoma as being of "ant hill colour”,

1eg. Amadis The Orest Ponds, pps 34=3%.

2ep, Amadis The Concubine, ppe 2 = 3s
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ond or his use of “tomorrow’s brothor® for tha day after
tomsrrods In this samo spirit, Amadi deos semotinss anplolt
tho Africen habit of using tha proverd for tho clarification
of apecch and idoas. ¥hile thase oxpross hig intarest in tho
echiovement of on appropriato Englich,; he desos not custain
this approach to moko it otrixing. Fhat is resarkeblo cbeut
Aapdifs otyle is its faultloso cimplicity that cccuratoly
catches tho rurol background of tha story. 7Thio quality

nay bo seen in the following pasange in which both dicticny
prose Thythi/ond inagos oocn to convey & distinctivo conca

of tho satting of a local chrins,

Thoy talked loso and Joss as thoy approsch=4

the Sacred Yoods of Amsdisha, Rank treces bordered
tha dark pothe 3¢=5 clicbers wero co thick thoy
lookad 1iks ordinery treas, At tho chrine abooluto
ptillness rolgned and it was quits cold as tho high
nojestic roof of thick feliego, lika o bleck raln
cloud, cut off the sun complotaly. Lvon tho wind
could only play peekly enong the undargrowths

% Thoe chrino ways ot the foot of o nagoive oilk
cotton tres. It was fenced off with o ring of tendor
paln shoots end tholr yollow colour blased like o
flome cgainst tho dark beckgreund. Ewslcroro wont
into tho tomple and pleced seno kolo nuto in front
of tuo carvad figurca clothad $n blood cnd foatharoe
Tha floor of tha chrina was ringed with corthenware
pota each containing nonillas, cowrieo, alligator
papper cnd foathors of aninalo pany yoaro Oldeesesese
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Thers wore sxulls of animals on either side

of the two carved figures. Emenike, who had
naver before bean so close to the shrine, peerad
into the darknass and thought that ons or two
skulls looknd human, 1

" sh" (None v j &

Unlike Chinus Achebe and Gabriel Okara, a large nusbar
of minor Nigerian novelists generally mako use of the English
language in their novels without any significant awaraness of
the nesd to refashion it into new moulds capable of convaying
the peculisrities of local lingulstic modes. Included in this
catagory are novelists such as John Hunonye, Flora Kwapa, Kole
Omotoso, Onuora lzekwyy and Te ile Alukos Lven though
they nay have the croative capacity to be original, thelr
work shows a basic oaloofnuss to this type of stylistic innova-
tion:“t Instead, what is generally manifestod in thelr novels
is anralmast {notinctive rscourse to "standard” Engliah, the kind
of tnglish spoken and written by tha smal)l class of educated Nigerians
in officlal contexts. In this rospect, to account for thelr
contribution to the davelopment of nigeriaon (Hational liteca=
ture is to acknowledgo their literary use of tho varieties

of official Higerian «nglish spoken in the country, and the

tegng Concubing, ppe 31 = 22e



occasional creativo usa to which this L3 put by & few of
theme The word "occasiopal® is intentionally used herc to
suggest that gencrally, thelr adaptive development of the
Caglish langusge 1p & matter of the occasionally apt uXprusse
ion rather than a sustulnod stylietic procedure. COnuoxa
Huekwu's language in Biado Anong the Boys ond Yani of Jiobls
lood, Aluko’s in One pan one matchot end Ona mgn o xile,
Cyprian Ckwonsi in nost of his novels, and Role Omotoslo in
The Combat and Fela's Cholce are in thair different ways
ropresentative of this class of English usags. As onc of
the earliest Nigarian novelists, Onuora Nmekwu's stylo
glaringly displays some of the unsatisfactory stylistic
aspects of this spproach to the usa of the English language
in fiction writing, The following is & representativa
passaga which servas to illustrates soms aspects af his

charscteristic atyle,

Surprisingly encugh, naither the wide gap

in the cultural standards of their parents,

and conseguently of themsalves, nor the
differences in thelr religlel® and the unfair

idea of associating tha Housa with kwvarxkvata

was responsible for this, Language, too, was

no probleme. 7Ths distancas betwesn the children
was the result of the absence ef a common platform
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on vhich they could meet., Thare woare no coanoh
gunesy no uwniform education systan, since the

M=uss did not send their children to mission
scheols] no common axazninations; no gports moetinguy
ond no other activities which could bring them
togothar and possibly often. Parents themaslives
neysy toock their children with them when visiting
thelr friends among the othex tribal groups. OcCar
sienally the cow Fulani-whose women, tall and gracafuly
ware 4 Fagular aight a3 they pacraded tne stroeta

in large flapping sandaln, calabashas of milx and
putter dalicately balanced on thair heads, howking
thalr wares « cane ta town, Invariably they Cane
for sharo, & flagging custen which was o facot of
traditional marzisge among them and which added pap
to Kafenchan social life. 7Their dress, their nusic,
their unflinching determination and the contesptuous
snile hovering round their faces as thay received
gtroke aftar streke of wall=seascnad, sinowy cane
from others among thes, made thelr presence in town
a sensation and their display a wonderzse 1

Onuora Ezekwu's style here has more affinity with the
19th century {(Victorien! English prose style than with the
gubtle rhetorical patterns and vulce inflections of lecal

African apesch patterns. The extremoly formal tone of the

" langusge, the range of diction, end the limpid rhytha and

balancing of suberdinate clauses not only sesn to sschew any
owarenass of a specifically African senaibility and the impact

of thisz on the node of Engliash usage, but alwe it shows an

Yeomiora Mzexwu, Blade Ameng the Boyg, (deinamann, Londen,
1962), ps 12,
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insistent cultivotion of tho language charestorictie cs

ths clasaic Cnglich povols to which Hpobwu rust hovo beon
cxposed in his Orscmar School doyse Fhat ip charpsteriotic
of hic information oriented style is tho carked cbocnco of
tha appropriato diction end tono vhich can bo cehioved in
tarns of vhat Achabo has dascridbad oo "instinst ond judgmoat®
which go to tho dovolops—ont of gtyle a3 art qua arte Indocd,
in his indifforence to originality ond rolevance, Nookey

often rocarto to cliches of a co==sn order an oay bo €250

in ths following passagos

Ho roon modo gems fricnds thero cnd through

thes got to know tho lio of tho lende then

ha folt 1iko giving his ccxual pacolen o froo

rein ho Yinportod! just ths right girl, o *ripo’
beby, ono vho had tha right vital statiotica cnd

4 prectical knovlcdgo of pox technlqua, opend

a weck as hio guosts Ha was vary gonarcus wvith
hic cenay and sho iiboral with tha goodos e nover
invited ooy girl twics, for he bolioved otrongly
that varioty was tha spice of lifoe 13

A o rerult of this lesk of tho frech uca of longungs, Erockeu'o
progsae atyle is for tho rast port rigid, rother thon being
1itho end rocognizably African.

A

%20, tmakwu, Dladg reong thn boyn, pe 120
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T Ha Aluko's use of language shows this marked

incidence of'pgd?qfignt;t and general insensitivity to the
stylintic reconstruction of language in relation to the local
modes of thinking, However, on certaln occasions, the use of
this type of style in Aluke functions as a mode of creative
communication, This £s so in tha particular respact that the
atilted passages and bombastic rhotoric are used occasionally
for either humorous purposes as Taiwoi has rightly obnorved, or
for daliberate satirical presentation of the kinds of Englich
uged by some educated Nigerians, This, of courgo, represents
quite nrsignificant imaginative and entertaining use of language.
However,; in spite of this occasional creative use of pedentic
language, Aluko's use of languago tends to lack the innovative
spirit and responsibility to language developmant which is part
of the contribution of a major writer to tha language of its
community.

It is in respect of the insistence of this class of
writers on what is pedantically grammatical that their style

2 But "bookish" here does

can ba aptly described as "bookish",
not merely suggest the writers incapacity to distinguish
betwaaon the context for formal and informal language usa. For

us, it indicates the inability to distinguish betwaen tha vital

1‘0. Taiwo, Culture and the Nigerian novel, (Macmlllen,

London, 1976) paperback eadn. pp. 157«159, 161-163,

2'Hc are indebted to E. Ubahakwe for the use of this
description. 3See E, Ubahakwe, “Bookish English® in JNE3A, Vol.6,

Noe.1, pa 38,
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creative use of language and the rigid formal adherence to
the official English and its conventional standards eof
correctness., The principal source of this formalism in
language use 1s the fact that many Nigerians have come to
accept, speak, and write the grammar beck English without
the significant awareness of the dynamic character of
language use and geowth. The factors responsible for this
state of affair are what Ebo Ubahakwe1 has correctly
diagnosed when he mentions amongst other things, the original
purpose of language teaching in the Grammar Schools,2 the
limited reacding experience of the writers, the type of
reading materials, and language use to which the writers had
been exposed in their formative years, and the fact of their

second language situation.

If the aloofness to striking linguistic innovation
which T.M, Aluke, and Onuora Nzekwu's general style illustrates

is =significant for us, it 1s partly bescause

1. Ihido, Pe 47

2. Ibid., p. 44 - 46



of the way in which it indicates the different levels and

kxinds adaptive consciousness displaysd in the devslopeent of

the language of Migerian fiction. Further, thelr work is worth
noting in the way in which tha style typical of their work is an
inportant espect of the language of Hijerian fiction which csnnot
be ignored for any reason. HNot only do moat of the writers uss
standerd or soderately tempered English forms, but even the major
novelists who are most intellectually aware of the need for
croative adaptation of language do not, in fact immarse
thenselvas in the process of continuocus innovation of

new and locally relevant style, +while on the whole thay are
engaged in & process of forging new expressions, their
ariginality growa from and has its bacsis in the background of
the agsthatic nodalities of the English language as begueathed
by colonal experiencs, and the novelists formal education in

the Grasnar schools and universitiess Thus in many of the
beautiful passagas the basis of comzunication by evan the

major and more authentic novelists is the English language as
used in its internationsl form and charsater, ihile in the
appropriste contaxt, Achebe often takes the trouble to modulate
syntax and diction to express the sense of the African, many

of his passages achlevs an appropriate sense of place only

in terms of the evoked concrete particulars rather than by striking
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writers in which there is a highly skilled orchestratien
of the soclal and psycholegical cerrelatives of the dominant
cultural image. Through this sophisticated portrayal, the
' narrative vision is not only dramatized, but is alse mul-
tivalent in its intellectual suggestiveness. In the
second category fall a larger group of novels in which the
mimetic presentatioen of the possibilities of the cultural
lh image is minimal, 7This results in a type of novel that is
of value more for its seciclogical quality than for its
aesthetic literary force.

Cn the basis of our textual analysis in the forgoing
chapters, IV.VIII the novels which fall within the first
categery include: Chinua Achebe's Things Fall Apart, Acrow
of God and No Longer at ease: Elechi Amadi's The Concubine,
The Great Ponds; Gabriasl Okara's The Voice; lWole Soyinka's
The Interpreters and Season of Anomy; Isidore Okpewho's The
Last Duty and the novels of Amos Tutuola.

In most of these novels, the imaginative approach to
the realisatien of form, and the solution of the problems
of the naturalisation of the western novel form are well
grasped, This is done in the main, in terms of the imaginative

treatment of “a dominant cultural image™ which is effectively,
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the entire modern African conscicusness, particularly, )
the modern African over-response to western materialism. k::;}/'
Also these novels eviske the peculiar ways in which this

new consciougness is replacing the basic human values. of
intergrity, and spirituslity, and ushering in a new reality -
that of a corrupt society. In his *"historic vision® Wole
Soyinka has treated this not merely as a new experience,

but as persistent aspect of African history. Though different

in terms of their specific forms of narrative organisation,

this group of novels, and especially, A Dancer of Fortune,

A HMan of the People and The Interpreters, Season of Anomy and

The Voice function as and are also readable as a pasychepathology

of the contemporary Nigerian in his moral and social predicament.,
While the handiing of "the cultural image" by the group

of novelistsg?@éﬁ{ﬁ?é;iabove 15 sophisticated, complex and

dramatic, for a number of the Nigerian novelists, thias is

not quite so. Thus, although in thelr novels there is always

a series of cultural images presented ap source of the dramatic

confiict, there is usually little or no really literarily

significant presentation of these realities in terns of &

dramatized, sophisticated, and detailed plot-movement. Hence

technically, aven though these novels attempt to express
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aspects of the African cultural reoality end experisnces,
their echicved fornms end levols of conplexity are ofton oo
superficial that thay cannot ba woaningfully doscribed as

. conastituting major Migarian novols, lob alono as significont
oxtensions of tha acsthotic logic or structurce of tha wogtorn
novel, ELvan though they achieve ths effecto of local colour,
end through thic gain a zenag of plece, tha rcoulds into vhich

- thalr expericnces ore cast offer little by way of tochnical
or stylistic excellence, In chapter vII, wa diccusczed cooo
of tho roprosentativoe novels of this catagory in rolation ¢
tha extent to which thay are part of tha corpus of pepuler
novel types written by o varlioty of leps gifted novolists in
pany countrics. In tho diccuosion, wo obcorved that tha
otylictic linitations of thooo novelp 4o not cntiroly dus to
the noveliotn fnability to echiovae coopleoxity, but that
basically, they have not roflected deoply enough on the procons
and problens which are involvod in tho noturalisatien of tho
novel, and in tho tranasfornation of local ciparicnto into on
intence fictionsl forn of groat cubtlety and depth of vicions
Hancae it {5 that theso novolo often road likeo cxtondcd chost
stories or popular novelettos whogse Africon identity derives

largaly froo the local experisncens which thoy offer.
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Whether satisfactorily handled or not, the insistent
use of the typlcally Africen experience in the organisation
of the Nigerian novel becomes more appreciable in the light
of the variety of cultureebound themes which are the basis
of exparlences which feature in the novala., For instance,
in the presentation of the logical, moral, social and
psychological consequences of the "cultural image,* the
novels together treat the varfety of themes and motifx which
are discussed in chapter II pp. 53ff. Of particular prominencs
are the themes of traditional societal organizsation, religious
beliefs, spiritual realities, such as charms, gods, macrifices
and magical powers, Pressented along with thase beliefs are
other pecullarly African social problems such as those of marriage
in the modern soclety, childlassness, and typically African
domestic relationships, and the moral conflicta which arise
for the individual as a result of being in “two worlds," The
tnﬁﬁlity of these varied realities provide "a qgrid", an objective
cultural framework through which the novel achieves a recognisable

African cultural identity and basis of refersnce.

1f the initial intarest in the projection of African

cultural reality has had a significant hold in the structuratien
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of the Nigerian novel in the manner we have outlined, the

novelists intense concern with the reintegration of positive

busan valuss has also affected significantly the formal
“ dovelopanent of the Qéﬁé;iéﬁﬁ;icontunt of the novels. This
can bg observed in three nmajor respacts vis: the representa-
tion of character and personality, the resolution of the
drasatic coaflicts which the central parrative action of the
novels presents, and thirdly, ths moral point of view of the
novels. In general, thea artistic handling of these aspects of
the novels is an expression of the novelists consclousncss of
theo soclal rasponsibility of the writer to his coamunity,
Purthar each of thase aspaects constitutss & basis of the social

relevance of the novels in the distinctive ways which we discuss

balow,

11X

Sociat Hero and the limits o ndividua

As in the cesa of other significant novelists anywhere,
the object of the Nigerian writer's creative concern is his
society. Thus, while the presentation of charactar and
personality in the Nigerian novel can be quite sophisticated,

in =ll the novels, however, character study is never for its
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own sake, Rather as exemplified in thae treatment of Esoulu,
Okonkwo, Odili, Olumba, Ihuoma and Ckolo, Ofeyi and All tha
presentation of character is an inaginative ropresentation of
the moral relationship between the individual and soclety.
Through their personal experience of the communal athics
of the traditional Nigerian society and of the complexity
of the problems of personal ldentity within that soclety, the
Nigerian novelists have unconsciously introduced into their
novels a concept of heroism as well as distinctive character
typos that contrast significantly with the aesthaticism of the
wastern writer, Thus, in a way almost characteriatic of the
developing tradition of fiction, most of tha protagonists of
the novels we have exanined are men vhoso life aspirations
ara expressad not merely narcissistically but in the interast of

the 1life continuity of the soclety of which they are a part,

in one way or the other,this type of character is particularly
conscious of his responsibility to the promotion of the life
of his societys In this sense the contral characters are
men who are conscious of the a=spirituality of modern socloty
and are possessed of o dasire for the protection of their
beliefs against the eystem of corrupting values in which they
£ind thenselves, Tha formal regsolution of the narrative

action of the novels in teorms of these experiences is determinad
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by two factors = tha novolists conception of tho
porconality of the protsgoniost, and cocondly, by the
dogrea of the novolints)peossinistic attitude towards tho
posoiblility of chongo in the contenporery man's coral

predicanoent,

In the irmaginativo presentation of thoir vigsien, two
nain typcs of charegters arae insistently proconteds tho
‘non=confornist? vho never accepts the changing values of hic
worid, end tha ‘conforuist'! who in the ond puccunbs to the
surrounding forcos of change and apparent docedencas Pracanted
in ternp of tha 'nomnwzonfornmint! typa of proteagonist, there
$10 in tho novols o recurrent type of tragic denouésont in
which the protagonist is a man who with a rare tenscity, coral
courage, intorgrity, and total comailtment to traditional
positive valuos chooren tha woy of active opposition to coclety,

Tanean,

and congoquently nuyflgéé;zhin 1ife or position in tho end,

Oxolo's activities and tragic denouement - in Tha Voleq
ropreaant{jpnradigaaticnlly this striking pattorn of tho
drecatic resclution of tha conflict botwoon tho individual ond
cocioty. Colonel Ali in Oxpowho's Tha Lagt Duty, alse roproccnts
thisc model in the novels., OXolo porishas because tho dastruce
tivo pressurcs of tho syston of nagative valuos to which ho

was opposed,ironically for the good of cocietyWerejust too
Wt
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strong for him, The dafeat of the individual say be in
tha form of the imprisonment of the individual, or tha
individualts withdrawal from a concern with husan values
through cynician, resignation or frustration that comas out
. of being the odd man out, MHost of the major protagonists

l1ike Achebe's Okonkwo, Egeulu, end Obi, Soylnka®s Ofeyl,

Iriylse and Sekoni, and Okpewho's Colonel Ali and Oshevire

are concaived and presentsd in tarms of this moral opposition
-4 betwean individual aspirations and the decadent norms of the
soclety. Wole Soyinka's Sekoni, the enginesr, is like the
young Nigerian trained overseas and who Comas home with plans
for the inprovement of soclety. But he is rendered impotent
by soclety, Disenchanted and cut off from the corridors of
power he is professionally and spiritually paralysed. Evantually,
he perishes. In Arrow of God Ezeulu falls because of the
negative preasures of his society which is on the brink of
moral and politicsl decadeance. In w Obi's
fallure is partly the result of the over-powering pull of
the corrupt political world around hime. Bandele and Egbo lose
their moral idealism because of their world, Unable to cope
with the ferssnt of corruption and dacadence, they unwillingly
shed their moral idealism, becoming in the end disenchanted
aenbers of tha establishment they had set out to interpret,

In the presentation of the fats of the nonsconforalst the

likes of Okolo, Colonel Ali, Oshevire, Ofeyl, Iriyiss, and Ckonkwo,
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the nerrative action is a dramatised confrontation between

the messianiss of the haero and the opposition ¢ts this by
socliety. In the resolution of thass experiences the prota=-
gonist is tragically presentod not as a man who could change
tha ethos of negative ideals or as one who could arrest the
forca of soclio=historical change. Instead, there sseas to be
a pesasimistic affirmation of tha superior strength of the
forces of soclal change and tha powsr of the soclietal will
over that of the individuals. In s number of cases it
congtitutas the drama of the triuzph of old age ovar youth

and moral ideslisme In this particulsr rospect, most of the
novels axpress a vision in which the individual who doas not
conforn dies either a spiritual or a physical death, affiraing
by this death, the novelist's sensze of tha enocrmity of the
contomporary socialemoral problems and the hopelesaness of the
situation in which the isolated man of 1ntégr:_l.t_v ~.finds himself.

Pl

For the other characters uho;; inner strength and norsl
conaciousness is not as strong and deeply recalcitrsnt as the
"non-conformist® protagonist, the fate is one of conformity Qt
the end. Paralysod by thae sverwhelming obscenlity of th:ir
world, they do not have the inner strangth to rise above the
ethos of constraining social pressures, HNance, through the
course of the narrative action, thesy drift gradually towards
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a quiet but distinct acceptance of the decadent value

system of their world. They become characters who know

and desire what is good morally and right, but whe have
felther the moral courage nor the right social conditions

to effect it, 044)1 Samalu in A man of the People, Frofessor
Nwabusor in The Interpreters and Dr. Onochie in Ifejika's e
The New Religion are examples of this type of protagosists.
For a number of reasons that are instinctively human er

purely selfish or socially conditioned they finally accept

as unbridgeable the great gulf between dream and reality and
between what ought to be and what is. PFrom this state of
affairs their progress in the course of the narrative action
s usually in the form of a slow but steady drift into the
establishment and its antisocial opportunitiem.

Through the defeat of the varilous protagonists, and
through the triumph of the outer socio-historical forces over
the will of the individual, and his consciousneas of what is
good, what the novels recreate is the paralysing encapsulation
of the individual's wmoral will and aspirations. The presenta-
tion of the protagonists in terms of these patterns of the
relationship between the individual and his society is
indicative of one interesting and, indead significant area

in which the Nigerian novelists'
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f£ictional oxperience and style ceen to differ fron that

of his counterpart in the nodern Luropcan fictiocnal ocuvrc.
Conscioun of his responsibilities towards his cociety, the
protagonist of the filgerian novel 1o o oan who is "apart,”
individualistic, and consequently alono poychologically
becausa he is poasassed by a dasire to ingtill into o
dogenorats cnd disintegrating world o consciousneas of hu=tn
valuss that his world po Jonger soc=s to care for. Perplexcd
and disenchanted by tha docadent values of the world zround
his, hs strives to trenscend the prescuren towards confornity
ammiamammmwmmmmmmm.
Tragically he cuffers and at timss perishes because ho connot
transcend the constraints ieposed by his pocliety. Ezsulu's
expericncas as analyoed and illustrated in our disgren “ioculu

as centro of soclo-cultural forces® (p.i19) represents at its
rost complex fornm tha relationship of Onencss and eattual
interaction betvaen the individual ond cocioty in tha Nigerien
novel. This form of experience 1s in sharp contrast to the
solipsisa of the typical protagonist in the major novals of
wastarn fletion of tha post World Yar 1I years. This is5 o

in tho sensa that unlike tho central character of the oajor
Higerian novels, the central charscter in cuch of tha oajor
contemporary wostarn Eurcpeen fiction guffers poychologically
not necessarily through his ooral strength and aspirstions.

He suffers becaziise he cannot tranacend the individualiesn inhorent

in a pocliety that i1s slroady fragmanted and individualistic
through historical forcos and tha

For specific exemples of the aany novels and novalists that prescnt
charocters who turn away froo cocioty end ita values to faga chuss
and nothingnoss, ond for tha discussion of the dominance Of thio
themn in aidetuentioth century western fiction sce Colin Jilsonns
book Thy Outsiders An inquiry into the nature of the sicknr-n of

nanxind in nidetwontinth century. (Victor Gollancs, Lomxion, 1./ule
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growth of & materislistic end technolegicel culturec. In

hic recent study Devid Cook has rightly highlighted this
differentinl quality in the approzch to chareccterisation in
the Africen and the contemporary weotern fiction. Diccuesing

this quelity he obrervesi

. Xn the Vestoern novol, «ese it 18 the leneliness

of the protogenists which makesp thom typical or
reprocentative, whercas in the Africen novel theo
alensness of the hero pakes him exceptional. Tha
proeblen for the vestern protagonist 1o how to
approach nore closcly to other humon beings the
problen for tho lesding cheracter in tho Africen
novel is more likely to be how to asscrt on
individual stondpoint without becoming o total
outcast. The Africen society which rejects non-
cenfornists is itoolf an coalganm of paople who

have cosa togothor in sgreemant to conforo to
certein norms for the soke of the gencral goode.
¥Yestern soclety is zacn as o caching, 211 people

ag people boing alien to it so that thoy have

only their icolataedness in cormone Thus a typical
hero in the Heatern novel noy woll be xegarded by
the noveliot oo typleal or significently reprosento-
tive by virtua of his alienation, ond may boe regarded
an excoptional cnly in the way that ho reacts to. Ko
ipolation ... ¥hile this kind of ceporotésssen io
part cnd percel of the chorescters uniquencso in many
on Africen work, or ot least Adentifies hin with on
urbanipod ninority.. 1

1. David Cooks Africen Literaturg: A Critical View. (Lenden,
Longnans, 1977), ppe 15=16. IXre. Cock's viows cams to my attontion
long after I hed completed tho cnolysis cnd diccussicn pressnted
in the forcgoings. A roader of oy work who noticed the similarity
in cur indcpendent views drov my sttentlen to Cock's bock, which
he hoppened to be roviewing at tho tima. The pipllority in our
indapondont observations indicato that the differcnce in the
approach to charecter presentaticn in tha Africon and western novel
of tho poct vorld Yer II period, isc one thet is of literory scigni-
ficence, ocnd contral to &n undersotending of the indepondent spirit
of tha Africon novelists end the quastion of the rolationchip
betwsen tho novel and its cultural environmente



The various rolstionships ontabliched botuasen ths
tndividual cnd cociety in tho ligerien novels and tho
b novoliots? intense concorn with tha roprocontation of cocloty
are in no way peculiar to ths doveloped forn and ains of the
Nigerian novels Further tho projection of cultural rcalities
which lic ot the centrﬁ of tha lNigerian novel 4o 4in & cenzo
slpo en inmplicit ain in tho najor novols of othar nationsl
’ literatures, espacially in tholr nationallatic phooose Ehat
doon,howevur,qivos‘n pignificent levol of uniquenoss end
comnon idontity to the emargent forms is tha very hieh lovod
of e~phasis which tho novolists give to two aspacts of thoir
narration, vizm, the cultural beskground of the cxpericnces
prosanted and the reolated isguse of human valuas, end tho
earal davolopzont of oocloty,
kriting of the rolationship botween cocloty end tho

Aparican novel, Lionel Trilling oboorvaoost

élutt.pﬂﬂt that wo have not had very groeat novels,

but that tho novel in Anarica divergos fren ita

clensic intention, which as X have caid in tho
invostigation of tho problens of reoality beginning

in pocial filalds Tho fact ic that A-aricen writors

of geniuo have not turned thoir uinds to cocictysee "
tha reality thoy cought was only tangential to cocloty.

"Lioncl Trilling, “Hennors, rorals, and tho Hovel” cited in
A.He Kauls Tha Araricen visien, (Yanle Univorsity Preca, Reow Howven,
1963), pe o
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This tangential character of the intarest of the classic
American novel i3 often expressed in the respect that not
only donss scclaty not feature as an ubiquitous presence or
ap the all important determinant of human life{ and attitudes,

but also the classic herces 1ike Ahab and Ishmael turmy away

o
in "a romantic® defianca from soclety in response to their
purely personal impulses, Indeed, an Knul1 has rightly observod,
the protagonists and "heroes of the classic Ameorican fiction
affirn tho vitality of the American myth... znd tho extent to

’ which literary imaginatien still regarded the individual as

asgsentially unfettared by social prassure.,” In tormp of their
charactoristic orientation this type of emphasis in the nosgt
typically American novels is the diemetric opposite of the
thenqtic oriontation of the NHigarian novels as these oxre
cvol#ing. In this respect, it may be ssid that theo central

characteriatic moral vision of tha classic Migerian novels

hap affinity not with the typical individualisn of tho Anorican
novels, or.wiffithe nihilicn of the poat World War II European
‘novels, but with one expression of the English novel, the
ninateenth century English novel whose form and style is
characterised by a narked intorest in soclotyi.ron's place in
it, and by what Kaul has rightly des¢ribed as “tho reformist

motive."z

1. AJNe Koul, The Anerican vision, (Yale University Press,
Hew Haven, Juno 19705' Pe 56,

- Ibidq, Pe 57




W

v

Ihe Hovellst and Praxis

Tha intanse desire for the roform of soclety which ia
cantral to ths Higarian novelista vision is a direct express-
ion of the various novelists® awareness of the a spiritual ity
of conteaporary soclaty and of their anxiety over tﬁ- die-

’ appearance of traditional humanien upon which socisl life had
baen based, ¢hat is, however, significant is that the ideals
which most of the novslists hanker after is nelther a transcene
dent ona whose focus is the christian God as suchy nor £s it

a matter ¢of a rooantic intersst in the revitalisation of tra-
ditional African soclioty and pattorns of lifae. Conccious of the
inpossibility of going back into the past, and consclous of the

ungatisfactory nature of tha contemporary moral fermant, the

Migerian novelist's malnspring of inspiration is the need for
social change and the ordsrly development of society and nman's
moral life. It is largely this creative intention that lies

behind the use of forn and techniques in the novels of Isidors
Ocpawho, Wole doyinka, Gabrisl Okara, John Kunonye and Chinua

Achebe, By lnaginatively drawing their inspiration from these

basic normative aspirations which can provide a foundation for
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social development, it may be said that the Higerian
novelist writes essentialiy as "a reformer® than as 2
visionary.1 In this respect most of the novelists have
persistently defined their roles as writers in terms of
commitrent to immediate social needs rather than the pursult

of art for arts sake.

Wole Soyinka‘*s acute awarenesé of the lack of integrity .
and spirituality in Nigerian society and his cwn perconal
experience of the way in which "squalor, sordidness, and
brutality exists side by side with irresponsible affluence
has l=d him not only towards the development of style and
narrative form in The Man Diedy The Interpratcers and Sesson
of Anomy, but also to the conception of the rola of the nodern
writer and the literary work of art. As he once averrcd, ‘'fe

African literary work has to serve an imnmediato social

functiont

A book, if necessary should be a hammer,
a hand grenadea which you detonate under a
stagnant way of looking at the world.l

leyole Soyinka: In Interviews with six Nigerian writers, Ed,
John Agetua, (Bendel Newspapers Corporation, benin City, 1973,
PPe 47, 4%«
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snd the objective of such an emphasis 1si

to arrest the ears of normally complacent
paople, we gust make sure we explode somew
thing inside them which is & parallel of
the something which they ignore outsides”
Hence, for him the real role of the intelligensia including

the writer i

the real political education of the BABSRS.ees

not education merely as to their immediate

rights, social and aconomic and judicial rightj./}
btitesessssabout their own potential in goclietye 2~

As demonstrated in the aims of Things Fall Apart and Acgow
of God and his early eritical writings, Achebe's initial

inspiration had been cultural and nstionalistice In the
composition of A man of the Peopls we £find a much more strident
and single-minded critique of society in the wake of bad
governnent and the betraysl of the promises of indepandence.

In the denouenent of the novel there is an almost explicit
suggestion of the need for change in the direction of social

and politicel developmente As ha obaervesi

ternid,, ped9.
N

2 Ibid., D.47. LX:7
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changes in the morphological structure of words as
syntaxe

Although the novelists who resort generally to standard
English usage lack significant inventivaness or striking litee
racy power, it is important to note too that there are within
this group & few novelists in whose wozk thers is an irmprassive
order of linguistic competance put to a highly artistic use,
Through this level of coapetence, these writors have written
novels that achieve an sir of sophistication and finesse which
we associate only with the masters of English prose. Those
who achiova this quality most notably are Yole Soyinka and
Isidore Okpewho, Por instance in his novel, Scason of Anomy,
Soyinka has succoeded in achieving sven more than Chinua Achabe
in making his English convey both its international character
and native "poetry” in a manner comparable to that of any of
the major English writers., The following passage which
prasents the burial rite of the »Custodian™ in Sgason of Anomy,
is indicative of Soyinka's skill and capacity to convey an

African experience without losing the native aesthetic qualis

ties of the English language!

The guilds approaches, danced, retreatad,
leaving simious waves betwesn the corpse and
fourtean noble bulls penned before the alcove,



ans for cafh of tho thirtesn prier depoertsd
founding cldeze of the torms Thoy woro prevds
hernod, rich=humped, their brillient ivory tocsoo
rippled in tho pun. Acang thes leapt tho ecrobato,
in violent cartvhesls, the fcmale stiliedancces

) bastrode then urithing cuggostivoly cbove tho humpd,
otooping lov till thoir raffis ckirtsa just covered
tho hurps, only to esckegebuke at the largo watory
oycss 3Iho cwirl of lein-cloths deaubed ochra, chalk
and indigo turnod the pen fluid, oo 1If tho enclesurs
woro ons vant churn of cilke Until Ahiro nodded
quiotly to tha leadors, and the orcnd drained olowly
of covemrntze Tho pillowed hood of tha Custodion hod

) earged Anto shodous of tho alcova, loaving tho whito
chrouded forn end tho doathebad faithfully vhits to
the oyass Tho congs fall asilent, tho chouts rotroatsd
into cubducd curzurs o prolude of dedication baforo
the clirmax of bright red oluicocoe 3

" A ostriking qusiity of this passago io the form ond texturo of
1tp digtion « itn unlinitod ronge, and tho lock of eny obvious

cmphasin upon sicplicity in relation to tha hors cudicnca the
evarage ligorien roador, Soylinka uces tho Laglich lenguaga

) ainply as a profoscor of Conparative litorotura, end for vhen
the principal fectar in tha cheice of wards 1o nelthzar o bo
roodily understood by the goncral reador nar to roflect dogmoe
tically, what Okara doscribos ac "our Africon wayo of mmmﬁ"

Yrpore Soyinka, Scacon of Ancny (London 1972), pe W

Zeganricl Oxarn, Sco Intorviow with Dopnth Lindfors, Donrmay,
Lde Be Lindforo, ope citey Pe 43¢
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fut charactaristically, the realities persistently evoked,
and the poetry of the prose work aleng wdth a wed of locad
synbolic ceferences and allusiens to achlave a style that
narcies the lecal experience with the foreign aspocts ef
the Cnglish language. The une of phreses like *briliiant
ivory torsos“, female stiltedancers, stoopingeesecssraffia
skirts, lein cloths daubed ochre™ express this subtle nede
of language uses Indeed, with Soyinka's pross style
generally, the tensions between what Js Pe Clark describes
as "the two hands*} of the African writer net only finds &
stsble and intricate balance but also genarates a form eof
English which is at once personal, African and international

in its asathetic prewsuppositions

The foregoing examination of the relationship established

batween the individual novellist's sensiblilities, Afcicen

culture and the English language bring into focus, a number of

stylistic features which must 1imit the validity of any theory

1'.1. P. Clark, Preface to A Reed in the Tidg (Longman,
1976), ps vile



of the aesthatics of the medern African nevel form. Pirat,
and of special significance is the fact of the language ef

the novels, - the English language and its international
rather than uniquely African basis of communication, Second,
is the creative individualism and originality which tha najor
novelists bring into their use of the English language. These

observations will be discussed briefly to bring eut their

significance,

In the first instance, what is noteworthy in the discue
ssion of the aesthetics of the novels 1s the xind of stylistic
restrictiens which the use of English as the vehicle of narra=
tion necessarily imposes upen the novelists, Thus, although
creative modificatien of the English language in relation to
aspects of lecal experiences is one of the major ways through
which the more intelifigent novelists seek to achieve cultural
verisimiiitude, the language which they organise is still the
English lanquage with 1ts cere gyntactic forms, grammar, and
limiting conditions of intolligibilitye. Haonce, whatever nay
be the achieved level of cultural verisimilitude, the basic
acsthetic nerms ef their language are not uniquely those of
the African vernacular languages as the opinjon of soda

critics eften seems to imply. 7This fact becomes even more
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significant in thae light of tha conaideration that, as

we have tried to show, even the najor novelists who coek

to model their style on local cultural linguistic realities
do not in fact proceed dogmatically at this level of language
“refashioning” all the time. Rather, as artists, they do oo
only as certain narrative contexts demand. Indeod, for the
nost part, thoy not only conform to the basic rules of
dritish .nglish, but also many of them like Onuora lzckwu,
Cyprian Ekwensi, Isidore Ukpewho and Jole Soylnka, including
evan Chinua Acheba gencrally use tho énglish lanjguago with a
clear consclousnoss of its intornational charactor and hence

designed to be appreciated also by the western zudienca.

That a number of MNigerian novelista have not usocd
English in strikingly original manner but with clear conasclous~
neass of its international character does not maan that gencrally
the language of ligerien fiction is uncroatively tied to the
English lanjuage thoy have inherited. %he lack of gerious and
gustained comaltment to the creative adaptation of lanjuago
which some of the novolists pmanifests io not peculiar to
Nigerian fiction writars. It ip a fact of fiction writing,
and indeed a foature of many other notional literaturecs that it

1o only a few gifted intellectual and or inspired
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writers rather than the vost majority who usually
demonstrate a vivid awareness of tha need to revitalize
tha literary language being used through tho innovation
of new modes of cxpression. In fact as in tho case of the
novoliatic form being used, it is tho ordinariness of the
language being used by tho many that provida for tho fow
the background and nced for the revitalisation of tho oute

worn modes of expression,

This background of conventional Znglish usage by
poae of the novalists brings into sharper focua our
cecond obsarvation, namely, the striking ¢recative use of the
English language by the more instinctively creatlve novelists
like Chimua Achebe, Amos Tutuola, Elechi Amadi, and Gabriel Okara.
These novelists whose works are not merely classics but
pace-setters in the making of the tradition of Nigerian
fiction have clearly denonstrated that thcy are in no sonse
imitators, but skilful adaptors of the inglish language
to tho African socio=cultural roality. %hus, in 8 mannor
reflactivo of their porsonalities and nationalistic consi-
dorations those novelists strive to refashion the English lan=

guage at tho appropriato moments into stylistic forms.
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capable of effectively exprassing locel linguistic

restitios and the peculisr sonsibilities of thelr

cheracters. In this reapect, it may be noted that the

xind of adaptive skill which post of the talented novolists
havs displayed $n thelr use o{ the English lenguage bear a
£avourable conparison with the techniquos which other writers
fron sinmfler colenial situstions hova adopted towarda the
achicvenent of litersry indepondence,

Indecd, as moy be reoadily sesn froa & comperison of
their ideas end techniques, the stylistic methods of Awos
Tutuole, Chinua Acheba and even Gabriel Okars roveal ths seme
kind of originality of mind end cresaetive mathods which
weiters 1ike Mark Tweln, Walt whitman and Waldo Enerson and
othar *local colour™ American writars have displayed in their
afforts to fashion an Americen English and literature capoble
of adequately refliocting the American gengibility, national
spirit and landuaapu.t It is also by such sinilar methods
that guch Ausntcalien wrltaraz 1iko Paterson, and Doldrewocod

have striven to echieve an "Australien English® by impregnating

1500 U, P Taylor The 85?51 of Amarican gggggig (Henry
Rognery Company, Chicago, i956) chapters 1, pps 698f, chaptar 5
Pps 203, and 2368ff,

2oy, Inglis Hoores Social Patterns in Austral te
(Angus and Robertson, Helbourne), 1957, pps 31=35.
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.8
the recoived English with tho languago ond sonoibility
of tho cutbacks, end the flora and feuns of tho Australicn
lendscopes ©Glven tho feot that the novellots are involved

M in an cdaptiveo procoss it bocomas not cozely unfalr to the
but aloe incarcect to doceribs thalp stylistic forms and

B offects 63 being tha recult of o basle leck of compotonca
in tho uco of o foraign longuagas

b

Discuscing on Africen writors best way to o now ond
genuine codo of expracoion, Je Ps Clork cuggesto

o relience upen tha innor regourcoes of langucgCe
These aro ivages figuros of rooning cnd cpeoch
which with cxpert handling cen echiove for hio
ort a kind of bloed trensfusion roviving the
Englich lengungs by the living adapteblo prepore
tice of tho African languagos 1

It 15 thoco cdaptoble propartios of Africon lengusgo ond
experiergs that tha core talented writern who oro croating

the languaga of Higorien ficticn aro cxpleitings Dt thair
style de=snstrates is nat a dlssocciction of content oxd
expraosion but o sensitive fuslon of tho tud courcao of their

gocial cuporienco,

1"‘J. P. Clarks "The Lageay of Colibon® in Ina &1mnda ef
Shakasnenen (Longoon, Lendeny 1970, ps 37s




Our evaluation of the quality ef the Nigerian novelists'
creative respense to the Inglish language has iaplied a
number of impertant ideas about linguistic adaptation, and
the role of this in the creatien of development of natienal
literature, These idass sorve to provids s franewurk fer
a better appreciatien Qt what the Nigerian nevelists have
achiaovad through their style. The mest impertant ef these
ideas may be stated as feollews: FPirst, that while being
experimental, er “idiosyncratic™ in the literary use of the
English langusge 1s in itself not necessarily a virtue, it
1s alse not necessarily an indicatien of the given novelists®
literary eor linguistic limitatien. Secondly, that the
adsptation of the colenial language inte nev stylistic forms
sensitive to leaal experiance, is, in fact, what augurs well
for the growth of & natlensl literary traditiens Thirdly,

r that tho adequacy of a literary language in a new cultural
environsent is not its confermity er nen=cenformity te what
censtitutess the norms of gamoaatical cerrectness characteristic
of tha native speakers sf ths language: As Chinus Achsbe has
rightly ebsarved it is the capacity of the expression ts Dear

5[ L|“-.L tﬂlo\n"\M
the weight ef the new experience, That the style ef Okara,
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Achebe, Tutuola and Amadi are intelligible and further,
that thay eoffer & lucid rather than spajue experiencs is
an index of their adequacy as well as #f the creative

petentialities which thay effer.

Tha fact of the use of the English language in the
nevels and the innovatiens which the mere talented novalists
try to introduce in their use of thia allien lanjuags are
indicetions of the cempleax relatienship batween the native
nnd‘tha foreign and between sriginality and cenventien in the
language of the Nigerian neval as it has evelved so far. It
is for this undoubted fusien ef these twe elements that there
is, ag Abicla 1ra1c1 and many ether African critics have
suggested, a real case for the read justasnt of westarn
critical standards and expectatiens before this literature
can be usefully ap;raiseds At the level of atyle, to understand
what is peant by "readjustment® here ia to grazp for inntance,
the nesd for the extensien of our nermal views of what
copstitutes ~ )} granmatical cerrectness in the use of English

syntax and dictien and by taking inte account the fact that

I'Abieln irele, "The Criticism #f Hodern African Literature"
in Ce Hoywoed Bd, Critical Pers ves sn Afric x
(Meinemman, Lendon, 19681, ppe. 17ff.
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language changes and must changa in respense to new
expariences and cultural environment. Such a psrspactive
bacomas necessacry in the sense that, while the cere grammar
and the aesthetic basis ef the English baing used is inevita-
bly the "Britigh” English for historical reasons, the language
of ths new ilterary exparience deea net have to bo'saen
entirely in terms ef British English usaga. Rather, it can

be loeked upon more realistically as & variant of the English
language which is slewly evolving and growing sut of the
process of its readjustment to its new cultural environment.
In this sense, to regard the use of pidgin English, transliteras
ted syntactic structures, syntactic chinges and , such relative
innovations ss paipable vielatiens of tho ideal standard
English grammar is at once net nerely to display a basic lack
of seasthetic attunement to the literaturej it is a failure te
recognigze the most basic fact about language, namely that it
is a growing,living systam uhole rules and referential pewer
are derived frem the community in which it functions as the

nedium of cemmunications



CHAPTER X

CULTURAL IMAGES AND NARRATIVE PORM

~

In chapters 1II -~ ¥III, our concern has besen te axaming
how ths Higarian novelists® creative response te African
socio~historical experience, culture and the English language
have detearnmined the form and originality of the reprosentative
novelss In this chapter we examine hew far a conmon nacrcative
form has emarged out of the different novals se far exssined,
Oone of thae tMm behind this discusaien censists in the fact
that the literary features which enferce! our sense of the
Africanness of the nodern African novels are of a kind that
require not only an analysis of the individual nevalists' wodes
of narration, but alse, of theic style and visien as membars
of one cultural comaunitys, The area ef critical analysis
involved in this particular raspect is effectively what the
literary szemiologistsef w havs described in terms
of tha concspt of 'lntnrtcxtuauty'.‘ that is the elemant of
cenmonality sxisting betwasn the fictive reality sof the writers
such that together they constitute a single litsrary world viaw,

i'su Je Culler. Structuralist postics (Cernsl University
press, Hew Yerk, 1973), ppe 138, 139,
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The critical rolevance of tha concepts eof "inter~
taxtuality” te the issue of the right assthetic reading
of a given literary text has been peinted eut by Jonathan

Culler when he observedi

A work can only be read with or agsinst

the backgreund of other t«xts, which provide
the grid through which it is resd and struc-
tured, by establishing the expsctatisns which
enable one to pick out salient features, and
give thes a structure er asaning. And henca,
intersubjectivity = the shared knowledge which
is applled in reaginq...g.a.ia a functisn of
these other taxts-; 1

¥hile for Culler here, ths level of “"shared knowledge”, is

& cardinal censideration in ths area of the necessary
conditions for ths right assthetic l;caaprahnnsion of tha

text, for us the sense of a commen densainator ef shared
experience and creative techniques is ef cantral importance

not only in relation to valid criticism as such, but fer

the possibility of a traditien. In this respect, thess factors

are a measure of how far osut of the varlety of metheds, and

Lerpide, po 139
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thematic intarests expressaed, a coomon and distinctive narrative
pattern has either already emerged, or is unfolding and thus
indicating tha line of the gradual growth of a style and foram
that is specifically Nigerian. In this closing chapter, we
taka into consideration this metalitsrary problem as it
rolates to the achieved authenticity and relevance of the
novels and, the poasibility of a national literature,

Tho analysis we have so far undertaken presents two
major points about the dovelopment of form and satyle in the
Nigerian novels written to date. First, there is a striking
alesant of diversity in the thematic vision and experience in
térma of which plot structure, characters and otory content are
organised. Of equal literary intorest are tha different levels
of originality displayed by the novelists in the handling of
the aasthotic relationship batween the different elemcnts
which define the novel as a genre. In respect of thass
considerations, wa note that whereas the first crop of Nigerian

novels like Arrcw of God and Tha Concubine achieve thelr

cultural verisimilitude and formal identity through their

projection of specifically African cultural realities, others/ |
.
like The Interpraters, A Dancer of FPortung
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and The Veige make this approsch a subsidiary concern.
Inastead, they deal largely with tho secial and psychological
preblems of centemporary seciety. In the handling of the
constitutive formal elements of the genve, sach nevel is
characterized by a different level of emphasis on African
realism, satire, charscter presentation and the organic
relationship between these aspacts of the nevel. while in
their use of the typical social realistic novel fers Chinua
Achebe and Elechi Amadi pay & great deal of attentien ts the
relstionship batween culture, personality and plet in ozder
to schieve a form appropriate teo the complexitien ef the
African experience, in the works ef othar novalists  like
Gabriel Okara and Yele Soyinka, the aesthetic cannons of the
realistic novel form are idieosyncratically modified tewards
the achievement of peeticesatiric forms for the resaons we
have discussed, Further, in their interest in the achieve-
ment of authenticity, the stylistic forms which are fashioned
and imposed upen the English languags differ frem one novellst

to another.-

However, while these differences cannot be ignored

this dpes not mean that thare are ne comnon factoers which
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bind the different novelists together as & community of
wrlitars whase werk is characterimed by a sat of Coamen
assthetic and moral ebjectivess. Specificallys in spits of
differencas in the annsibiliti&l of the writers, their cemmen
experiences of colenialisas and contsmperacy soclo~acononic

and poral problesas have crestad & comson intarest in the

imaginative exploration of traditional African cultural

realities and the projection of authentic African human
values against the undersining influence of the present
neg=western cultural millen. Thus even though the idea of &
socio~ethnic sensibility which determines the style and form
of modern African literary modes aay be hard ts establish, and
the specific comnon stylistic aspproach achieved not readily
appurent, & humber of faatures have non-the-less caerged and
given a charactsristic orientation to ths evelution of ferm
during the period under study. 7The firast of these festures
derive freo the structura) organisation of the novels. This
consists broadly in their freguent inaginative use of some
aspect of Higerian moclio-cultural reality. this aspeft we
shall be referring to hereafter as “the dominant cultural
inage.” The legic of this narrative form will be explicatad

fully in what follows. The second stylistic foature derive
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frem the thematic vicien of tha novals, eopecially

frea tho croative handling of codel thomae crd potterns

of humen exporiences which; though by ns noans pesuline

to tho Higericn novels, are nonetho=lesa cont paraistont
ond recurrent, Basically, An its insiatent engag——ant with
thaso two acpocts, tha Nigerien novel as oo for oo At has
dovoloped cen bo caid to be "saclialecultural®in ito forcal
crientatien and monictic in itn ccerch for husmen valuesn

vhieh maka 1ifc worthwhile.

In terss of this formal devolepoant, tho novols vhich
oro mest typically African are charectericed in prinzsiplo
by tho follewing narrotive strqtagieo, vist the potting up of

a deninant cultural 1aagﬂ.1 &nd the creativo dovalopment cf
thio as the focal contra and basis of tho cezplenitios of tho

narrotivo soticn.

fecondly, through tha noveliots® litorory treatment

of tho logic of tha cultural image, tho basic rovement of

1

of, or refercnce te o significant popoct of cocio-cultural
goality, but tho very naturo, foreo end coral legic of this
olenont of cocial reality.

Dy tha tern “cultural irogo™ wo poan not nerely tho picturo
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the é;orfeg‘h ths novels involve the repnuatny.on of

the social and cultural consequences of this particular
sapect of the African world. In this sense "plot™ often
consists effectively of the major cultural situation used
a3 the dynamic source of the nacrative action, and & set

of minor cultural images that ars its correlatess,

Thirdly, tha literary use of these images function
within the novels as means towards the achiovement of two
aesthetic effects, vist the reprasentation of the complexities
of contemporary African human expesriences, and the establishe
ment of a relation of vraisemblance betwsan the structure of

the toxt, and that of the actual world outside tha text,

Naturally, tho use of this approsch in the hands of the
novelists 18 not uniform, Instead, this basic approachk broaks

1 in wvhich differesnces occur in

out into a broad spectrum
terns of the novelists® innate narrative craftsanship, human
uuareneli, and interaest in “Africanity“. FPor our purpose two

broad categories can be noted,

'In our first category are the novels of the major

1‘!his we differentiate in terans of thelr achioved
tachnical excellance, intellectual depth and human interaest.
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‘3 The genaral social consciousness which has determined
the allegoric fora of Okara, the satiric novels of Munonye and
Hole Soyinka and the novels about the civil crisis of 1966-70
18 significant to the understanding of the evolving trend of
the Nigerian novel. This is so in the particular respect that
its historical growth in the period 1952 to tho proucmi is
narked by a gradual but steady transition from 'the cultural
nativism of the beginning to a more objective critique of
African society and its modern values {(sece chartﬁdgT;fﬁi
Significantly, this new humanism expressed through the moden
of satire, allegory, and realizm is most likely to form the
trend of the future development of the novel., This 1s due to
two major factors. PFirst, is the ever increasing decay of
social morality, and the hard soclal and economic conditions

. under which the Nigerian is being compelled to live, S3econd,
and closely allied to this, 1s the Nigerian writers® keen awareness
of these moral rcalities, and tha way in which this reality saems
to force him to nake.ais art a nsans of regenorating the moral

conasciousnass of the nation.

. 1"!.'ho sign.x indicates the dominant or focal cultural inage and
denotes other related but subordinate culture oriented incldents or
experiences. The large A denote areas which compriase themes or
experiences that do not command the attention of the novelists at a |

_ given time of the MHigerian novel's development, ULecauase Nigerian '

* novelists are individuals of varying interests, and who are not cons-

trained by baing part of a conscious literary movement, thaey cannot be

expected to f£it into § very reqular pattern or model. The diagram,
though only a rough one, clsarly shows a significant shift in the
creative themes praesented.

o i
o E;l
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CHAPTER XI

CONCLUSICOH

This study has shown that in the relatively short
pariod of twonty-seven yearsg of its development tha Higerian
novel has clearly astablished itself as a new and vital
cultural form in tho social and intellectual growth of the
nation, Bagimning with the forms of Apos Tutuola, and
developing through Cyprian Ekwensl, Chinua Achabe, Anpdl,
tole Soyinka, Isidore Okpowho, the novelists have exploitad
a variety of novelistic formas including the coclialerealistic
novel; the mythopoatic novel, tha historical novel, tho
soclial- satiric novel, and the "popular" novels In the
representation of thoir experiences, the novelists havo
algo used a varioty of techniques to achieve thoir
individual goals.

In using these pro-established foras and tochniques,
the Migerian novelists have not been meraly iniedtsvia..
Rather, employing these as frameworks, they have gona to
aexpress their own originality and independenca. Thay have
demonstrated those gualities through the artistic aexploltation
of themas of African experience, African linguistic forns and
world view towards the achiovemant of an appropriate form of
realism that constitutes the basis of the social relavance
and authenticity of the novels. In tha early phaso of the

growth of the Nigoriasn novel, this



achieved sense of realicm was realissd and exprussed
lazgely in terms of an interest in the cultural realities
of the African world, But in the historical development
of tha novel in the period, there is a significant shift
sway from the initial emphasis on cultural raalities
towards & more objective representation and critique of
contcuporary society and its problems, This changing vision
of the novelists has resulted in the development and use of
new narrative technigques faahioned in relation to the
political and economic life of ths nation.

The form, content, and style of the novels which we have
exaninad serves to provide answers to the issues which we
set out to illuminate, Central to theas is the quostion of
what the NHigerlian noveliste have done to the novellstic form
and techniques which bave cose to them through tha colonial
literature, Purther to thisz 1is the question of whether a
distinctive forn has emsrged out of tha variety of forns and
interast displayed in a way that can be sald to be distinctively
African. '

In snswering these quostions, sone criticsi’have pessed
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ths judgement that Africon novelists (including tha
Nigerian novelists w2 havo studicd) are content to usa

tha traditional Bnglish novel form without mcking eny sig-
nificent contribution to its evolutions In a monner that
echoos the early views of H. E. Abzcham .l Shatto A
Gaxwandi in his rocent study saintaips thoti-

ceaTha African novol has basn shy of cxperinontes.
ﬂmloadmmummuntshmhmnmdﬂm
Hﬂ.mc:plwwmmsdevolopcdbyw,
roalica ond have used them to coc=ent upon Africon

then judgad egainst the specific exe=plos of A=os Tutuslo,
Gebrlel Gkara, Chinua Achebe and oven tole Soyinta, this kind
e!vimbmsfdmnndmmmmymm.' In foct,
given tha dotalils of the novelists' narrative procadurg, to
t&cmAmmﬁlm&muofmwfmt
end distinctive lavols of creative adeptation boing displayed

by many of tho novelists.

1. WM. E. Abrahca, The nind of Africa (Univarsity of Chicago
Prcss, Chicego, 1962), ps 93.

2. S. A, GeXuondi, Tho Nowel and Conterporary Lxperiency
in Africa, (Haincsenn, london, 1977), pe 127.



Such a stance also suggesss by japlication that such

critics have not realistically resclved & critical issue

that is central to a valid cxitical appr!'ugtnl of nevw

iiterary werks. This 1s the guestion of what must be

the casa for us to ssy that & given nqv l'cmnl. shows

considerable originalitys As we hnvuldnﬁon-tratnd in

the sarly stages of this ntm!y.‘1 noﬂiltg/of form and creative

originality in the novel genre 40 nok h‘drn to be schiaved in

taras of only cne mode, but of seversl: in terms of the thames

#isg ‘enpariences utilized in the novel, in terms of the structural

format of tha novel and in texms of the original use of language.
At the level of the experiances and themes presentad, and

4n their delineation of charactars, our study clearly shows that

the Nigerisn novelists have on the whole shown a remarkable

innovetive spirit snd concern with authenticitys They have

clearly demonstratad thess qualities through the conception

of cheracters snd fictional axperience in relation to the

peculiaxrities of their national experience. Thay have avoided

the exploration of purely personal emotions and philosophical

idess, and they have established appropriate ralationships between

narrative elements anéd culture, snd betwaen their charzactars and

—
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Africen eocloe=cultural experiencos. DBy these nacns, thay
have cuceseded in giving o cosningful expropsion to tho
iiterary implications wvhich the background of African
ctpericnto con have for the stylistic organisatien of tho
novel, and the precentation of chercctarce

In a way, sosc of tha pattornn of experienca rhich oro
parsisotently protontad in tho novele have co=e einilerities
with the thomatic epprooches of tho claznie‘ Englich novel,
and indoed all cajor aovols doaling with cogioty =md hunen
exporicnca. Jwaver, thaco patterns of cexporicnces havo not
foatured in tho Digerian novels &0 a racult of a congcloun
tnitation of forolgn codals. Rather, those havo aricen ocut
of tha local environmemt and the novelicta dosire to offect
a chonge in the roxel 11fe of the socioty in vhich he lives,

s ehile the icaginativo denoues=ants of Tha Voica,
Sarson of Anomy end A Man of tho peopls, for iastonco, &re
exploitations of tho unlversal theceshof the tragic defeat
of youthful ideoalirn by the corrupt precticac of the cstabliche
pent, stylistically, tho handling of thase foroal themss

ecchaws the aesthoticien that typifies the work of najor

k
#
|
r

Europasan novelists to whon the {ligorian noveliat has besn

1'31 this wa coen tho typo of novelist doccribed by PeRs
Loavip in Thq Orost Tradition 8o baing charocteriped by on
intcnsa awareness of lifo=pocaibilitios.
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emply cxposcde

This echicved indeopendent spirit ie further enhenced
in tho nnjor novelisto by the often highly original uze of
the Eaglich languaga in hareony with tha peculiaritics of
local czxpericnse, patterns of spocch, cnd pensibilitye Thung
even though rost of the cajor writoxs hava enough linguistic
compatence, ond are ablo to urito icpeccable englden, T 3
they have been able to rocognicad tho nascd for cotting this
approcch aside, ond to toke into account tho irplications of
local cuperienco, ond tho verloety of spoken [nglich in tho
country in the evolutlon of tholr litarary otyleo. Through
thip, const hgve becn able to pot on exc=ple that 1o likoly
to bo of immenso practicel (Eonoomitance ' in tha grouth of the
ianguege of Higerien flctlone

In the area ¢f ths handling of tho ntructural foroat
of tha novel, it can bo sald that the Nigarian novalliots hovo
not introduced rodically now cle==nts that oaro capebla of
cignificantly affecting the hintorical devolop=ant of tha novol
in tho way that the techniguas of Janas Joyca, hNarcal Proust
or Allsin Robbo Grillet have dona. In erder to expraoss thesoolves
intalligibly to their readers, tha Higerian novelists have on
tha whole droen upon zoms of the basic formato end narrative

tochniquao which have cono to then through their weotern




litarary education, Howaver, tb uss this consideration

as indication of his lack of creative originality or
experimental spirit is to ignore the refreshingly nevw human
experiences being presented as well as the controlled but
significant contributions which they are smaking to the

growth of the African novel through tha exploitation of African
nsythicsl ideas, local rhetoric and linguistic habits and the
forms and techniques of African oral narrative srte Indeed,
in the light of these creative modas which the major novellsts
1ike Chinua Achabs, Llechi Amadi, Exem Nwankwo and Gabriel
Okara have clearly demonstrated in their works, it would sees
puch more correct to saphasise tiw adaptive quality and
peculiar humanistic outlook of their novels than their obvicus

indebtedneas to some aspects of the western novel.

l That the Kigerian novelists like novalists anywhere havs

'
|
t

drawn upon the basic narrative slemdnts of the wastern novel
does not in any way mean that ths noveliste cannot explore

the formel possibilities implicit in tha novel for their own
sake as the formalist approach or Robbe«lrillet desands. The
ease and competance with which Okpewhc has been eble to handie

soas aspects of the techniquas of the strass of conscicusness novels,




and ths skill with which Achebe and Amadi have besn able
to handle ths "social realistic™ models teatify to a high
order of crestive intelligence possossed by soze of the
novelists. This ability could sasily have been chammelled
towards purely perscnal axperimentatiocn with idiosyncratic
narrative technigues, had they thought it fit, ZIThat they
choose to use more or less the traditional narrative frasework
is largely the regult of two considerations, The first
is meteliterary, and bound up with the structure of narrative
itself and the limltations which 1t gets for the narrative
artist. -~hat we mean by this is that the persistent use of
a mumber of narrative tachniques, especlally causalechronolow
gical framework, spatisl and cultural settings, and linear
(and or cyclical) patterns as the besis of narration is
neither necessarily initative of foreign models nor the rasult
of a merely conventional kind of imagination. Rather, thess
r modes featurs as structuring elexmants in the novels and provide
L a basis of narrative coherence large=ly because they constitute

I univoraaz1 nodea of narrative srt. This is &0 in tha sanse

legee for instance . Barthas "XIntroduction & 1a analyse
structurale des recits in Comminicgtion 8 (1966) pp.i=27, uhile
ons may not accept Barthes stipulation of the five rather than
more codes, his basic argument that there 1s a system of objective
codes or catsgories which form the narrative text rendaring it
intelligible 1s an insight which is worth notinge




that thoy arc tha necsssary conditlons of the intslliigibl-
1ity of fictive cxperiences Jiscusoing the necescity of tho

tomsoral fremo in narration Toliver rightly obscrvass

thilo it is truc that chronology has boca conplicated
in fiction sinca Joyco end Proust, tho teoporal foundw
ations of narrative recain unguostionnble oven in
radical exporicents with tha calendar in Donald
partholrs tnd Aloin RobbowGrillot and othordessverbal
coaposition are mover mercly juxtaposced even An poaroe
toctic construction or tabled colusms partly brcouco
vords depend upon cyntectical juxtapositions,ordar ond
chythn at tha basic centonce lovel. Yorbal cohcrence
is profoundly teoporals tha psychology of rcoding end
listening ore based upon succasoivonass and rhytha, 1

This obsorvation also holds trua for cost of tho other
rodalitios. Thus, tho insistent usa of cultural icages, tho
recourse to the element of causality and irony in tho analyzic
and presentation of ths cnrél end eociol consaquences of
individual®s octiona, and tho projection of cucpenes in ths
nevels work not only towards tha integratednocs of tha ortistic
vision and expericnce. Thoy alco constituts the conditions for

the poasibility of our gasthotically enjoying thas storles, as

len, 1'?1}‘?31'- fe Xilu orytl £ r
f turan (Lincoin, Universcity of ticbracka precs, 1974), pe 11
(.Footnotas
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wall as far our intsllectually making sense cof thase
experiences, This factor provides a background to ons

of the basic facts of fiction-writing sverywhare, namely
that most novelists do not reject everything in tha pre-
established narrative formj they accept the basic form and
only modulate it to an extent detarmined by their sensibili~

ties, theses and aesthetic interests.

The sscond reascn for the novelists® apparently
conventional spproach to narration is bound up with their
serise of what is soclally relevant, By tl;J.Tn moan the
novelists® recognition of the necessity to write novels that
pinister to tha immediate social probleams of thelr socletye
It is in this particular raspect that the emerging Kigerian
novel form is charscterised by the fact that it desls
with the cultural experiences ¢f tha psople and is hmanistic
in the transcendence of this cultursl intarest to the search

for humans social values.

Given the urgent charactaer of the soclo=historical
problens of modern Africa, to hava indulged in an intsllectuali-
sed exploration of the possibilities implicit in the genre or
to engage in the nsrrstive expression of philosophical idmsas
would have baen pointless s Chinua Achebe has rightly pointed




oute Purthor, guch & procodurc would have boon tantecount

to a gratultous exarcice that has no roal ococinl rolovancos
By inaginatively oxprossing the cultural realitios and human
problens of tholr cocioty and thus nghing thoir art corvo

the noodo of thoir cocloty in tormo of the languago proper

to ure, tha Higerian novelists havo'buen shle to assort tholr
indopcndence froa foroign fictional rodols.

ftho inplication of thoso obscarvations is that the
rolationchip botwoen tho Englich end ths Bigorian novol 4o not
that of o codol ond its roproduction or copy, but that of ean
exenple that providen o basls for further adaptation &nd
innovations ovolved in rogsponge to the poculierities of tha
contemporary African, hic relationship to cociety and the
conplezitian of his world viewe DBy the inaginative usce of
parrative codes that have e baois in thoir world, ond by tho
ineginative trostmant of (U_J contesporary Africen experiences
in a sanner relevant to thn coral growth of tho individual cnd
cocloty at large, the Higerion novelists have boen eble to loy

the foundatinm+ for & truly Higorien national litoraturcs
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CHART C. Ts I.

CHANGING THEMES IN THE NIGERIAN NOVEL.

The development of the Nigerian novel from the period 1952
to the present (shown as a movement from The Palm Wine
Drinkard and Things Fall Apart to The Last Duty, 1976)

shows a shift in thematic focus from the area C. to S. This
shift represents a development from the initial preoccupation

with cultural issues to a new awareness, especially of
contemporary social-moral problems.
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I beliave it is impoasible to write enything
fin African without so=a kind of commitnent,
soma kind of moosage, carly novels that lock
l1ike very gontle racrestions of the past =
what they were saying, in offect, was that
wo had o poBtesessevssscssssrscsnsnsscconss
¥ie ptarted off and this wac necossary e
ghowing that thare wap something hore, a
civilisntion, o religion, a historys Then
wa had to move on to the erna of indapendenca.
Having fought with the nationalists movement,
end been on tha sido of tha politiclan, X
roalised after indaependence that they and 1

ware now on differant sidam, becauce they were

not doing what we had agreed they would do.
So ¥ had to bacome a critic, I found mycoelf

on the side of the people against their leaders ~

loaders this tine being bleck peoples I wasp

still doing my job as a writer, but one aspect
of the job had changeds I think that what you

40 as & writer depends on the stato of your
society,1

Even though in a fow of tho novelists the stirring of

this coneciousness of social values has been gubordinoted to the

objective representation of the African cultural identity, the

Uterary development of scme of these novellsts Ls significently

away from objective rocrostion of the past towards the comnite

mant to positive human valuag,

typifies this dovelopment,

Thioc is so in the sense that his

Elochi Apadl is a noveliat who

povement away from the novel genre, and hio early concern with

- the gupernatural towards the dramatic mode is but an exprasslon

for dramaticelly stimulating the audionce consciocusness and

sensibility toworde a new moral awarenesp,

of both the need to reach a wider audience, and to find a modiun

1+ 3e¢o B, Lindfors,

Hritors in Texas. (1972}, ppe

aJ
L{Wﬁf—f‘

. s o " 3 TR _ﬁ;‘ 5P
B A i dat B A AR ] W"u—lﬂ;—w—m_z—-

u-..‘A 'W“’?‘ﬁr‘#

Palaver: Intexviews with five African
- Ba

- el
>

g
-—-u-.s' 'r_.

&

’
¥
s,



Carctay, W.

Cm, J‘ p‘

Coll.lns, He

Exwensi, Cyprian.

Horton, Re

Irale, Ae

Imburﬂ * De

Johnson,; Be

July, Re

417

“Gahriel Okara's search® in African
Poruns Vole 1, Noe 23 13G5.

*Our literary critics” MNigarjan
Nagazina 74, Septeaber 1962, ppP«79=B2.

"The Legacy of Caliban® in J.P. Clark.
The Exsnple of Shakespoare, 1970,

Preface to A Rteed in ths Tide
London: Longmanns, 19764
wFounding a HNew Rational Literaturet

The Ghost Novels of Amos Tutuola.”
critique IV, 1960, ppe 17 ~ 28.

wafrican Literature™, Higer
Yagasins 85, Dec. 1964, PPe 294=299,

#Challenge to Yest African vritars®,
m:s; Aﬂ:icgg Heviews 23/294, harch,
19525 PPs 2585 = 259,

#the Dilemma of the African writer.™

st African haeview 27/34, July 1956,
PPe 701=704,

wproblens of Nigerian writeras® in
Nigerian ag 78 Septs 1963,

“Threa Nigerian Noveliots,* Hi
tagazine 70, Septerber 1961, ppP+210~224.

nihe Criticinn of Modern Africen
Literature® in Perspectives on African
utﬂrﬂt‘um= pd, Ca. Haywood. pP.B-ZS..

“5oyinka's Black Orpheus” in leowhAfrican
Literatura and Cultuxes !:sagn nenocy
Jahe_i_:nl‘._z_ Jahne eds. Be L ors and
Uila Schiids. Hains: B. Heymann, 1976,

PP 147 - 158,

letter to test Africa, April 10, 1954
rpte Da Lindfors ed. Critical Perspectives

on Amos Tutuolas 1975¢ ppe 35=32e
wafrican literature and African

Personality Black Orpheuss Vole14, 1964,
pPps 33 = 45,




Killam, Ge. D.

I-IBSI’-GQ Qe

Lindfors, Bernth,

rioom. Ge

Hphahlele, E.

Nwoga, De Ie

Obiechina, Es N.

418

"Recent African Piction." DAAL
Vol, 2. July = Auguat 1964, pps 1-10.

“African Aesthetics and Afgican
Literatura.” Ufahamu. University
of California Fress, Vole. I, No.1l,
1973,

"Five Nigerian Novels", Books Abroad.
39/4, 1965, pp. 411=-413,

“Amos Tutuola”s Pa D
and Oral Traditlons.” Ln‘fogglore in
ora, 1973

Nigerian Literature. B, L}
PP» 1 « 60,
"The Palp=iiine with which Achebe's words

are ocatne" in Polk%ore in Nigerian
Literature. B. orse 1973« ppe 73-93.

"the FolkiRis as Paradigm in Chinua
Acheba's Arrow of God," in B. Lindfors.
Polklore in NIgerIan Literature, 1973.
Ppe 94-1135.

"Characterjstics of Yoruba and Igbo
prose style in English.” in B, Lindfors
1973, pps 153-170.

"English words, African Lives®”. PA 26/54,
1965, pp. 90-101,

"The Language of African Literature”.
Harvard Educational Review 34/2, 1964,
ppe 298-303,

"Hodarn African .riting." PA 62, 1967.
pps. 13 = 14,

“The Limitations of Universal Critical
Criteria™, Ufahamu, University of
California Press, 1975. Vol. 1 ppe Gff.

“Varieties Diffarentiation in English
Uﬂlgﬁ." JHE3A Vole 6, Hos 1, PP 77=94.

L ]



Obumselu, Ben,

Okara, Ge

Ramsaran, Je

Rubadiri, D¢

Schmidt, Nancy.

Jenghor, L. 5.

Soyinka, Wole.

Stock, Ae Ge

419

“The Dackground of Modern African
Literature,” Ibadan 22, June 1966
PPe & - 89,

“african Speach, English Words.®
!;anlﬁ&&@ﬂ 4715, 15684, ppe 39=424

wagrican Twilights Polktales and Myth
in Nigerian Literature.,” Ibadan, 13
March, 1983, pp. 17=19¢

"wny African Literature?” Transition
4/15, 1964, pp. 3I9-42, '

nsslactad Introduction to African
Literature,® The Conch Review of books,
Ss Anoale; ed. Vol. 1, 1973, pps 6-12.

“Neggritude and Marxism® in C«R. Dathokne
and N, Feuser ed. Africa Pross.
Baltimore: Penguin books. 1969,

nrthe fourth staga {Through the mystecins
of Ogun to the origins of Yoruba tragedy)

in Wole Soyinka, Mykh, Litergturs and the
Africen Worlds Cembridges 1976, Pps 140«
160 -

"ha Writer in e modern African State" in

When the Man Died: Views, Reviewp and
Intoryiews on ¥Wole 5°Ziﬂ§‘ 8 controvggsigl
bOU!o ad, Js Agetua, 1975, pps 23«30,

wIdeology and the Social Visien®, 1, in
Wole Soyinka, Myth, Literature and the
African worlds 1976, pps 61+38.

"ygats and Acheba" Critical Pargga_gu%
en Chinua Achebs, Ce. Innes B, Lindfors
ad. Naw Yorks Thres Continent Press, 1978,
PPe adst.




Ubahakwe, Es

Vincent, T.

Uri.qht, EO

Younq, PC

420

Bookish English JNESA Vol, 8, No, 1,
May 1974, ppe 38 - 51,

“Ragister in Achebe.™ JNESA, Vol, 6,
Roa 1| “ﬂy 1974. PP+ 95 - 405,

"Black Aesthatica and the Criticlam of
African Literature,” WAJML, Vol, 2,
Saptenmber 1976, ppe 19 = 264

"The Critical procedures and the
evaluation of African Literature” in
E. Wright, Ed., The Critical Evaluation

of African Literature, 1973,

"fradition, Language and the Re-integra-
tion of Xdentity in West African Literature
in English” in B, Wright: The Critic

Evaluation of Mrgcgg Limgtm. 1973,

IIX MODERN LITERARY THEORY IN ENGLISH

Works Ci

Allen ’ Ve

Allotj,h Mo

Auerbach, Erich.

Barthes, R.

Tradltion Dream$ The £

Anarican Nove Twean can :
to our » s P ’
1964,

Novelists on the !gggl. Londons Routledge
Kegan Paul, 1963,
sis: The Representation Raa

In Mestern Literafure, WNaw Yorki Anchar,

1987,

"Introduction a la analyse Structurale

des recit,” C ations, 4, 1964, rpt.
in New Liter = 3 In O
Journal of nter tations,

Virginiat University Virginia Press,
1973, Vole VI, DPe 23712,

5‘2' Paris, Ssuil) 1970, trans. and ed,
Re Miller, New York, Hill and Wang, 1974,



421

Booth, VWayna, C. Tho of Flction, Chicagol
Univarsity of Chicago Pross, 1961.

Culler, J. 5 tux P Bt 8 = 1ica,
L. iastico tha S of L

ture. Now Yorks Corncl Univerasity
Press, 19735,

Eliot, Georga. *The Natura)l History of Garman Lifo"™
in George Pinnoy, eods Tha Bssa

of Goo. E Londoni Routledgo
Kogan Paul, 1963, pp. 270fF.

Eslin, He. The Thegtrae of tho Absurd, Now York!
Doubleday, 1961

Yord, Hadox Pord.

Forstor, E. M. Aspects of tha ale Londont Edward
Arnold, 1927, rpt. Poenguin books Ltd.,
Londons 1961,

Ghant, Doxothy Van. The English N 3 fo ction,

How York: Harpor Rotry 1993

Goldnann, L. "Gangtig~-Structuraliot Hothod in tha
history of Litorature," roiocued in

ﬁz.t_m;_md_ﬂrﬁ- Ed. Bercl Lang
Forosot Williens. MHaw Yorks

David Mackay, 1972.

Harvey, We Je The Gaorgq Eilot, Londons
Chatto H 8y 1 .

Joyca, Jamas. A Portrait of % Actiast an o F\ﬂ pone
Penguin booksp + bondon, 1950.

Kauly, Ae Hs Tho i Vin §_Actunl snd Id?
Socio } toonk ntugy P Ol g
Haw Baven 1 Yale varalty

Prosn, 1960,

Kallogo, Re and % Naturq of Hareativae Princatont
Scholan, Re Princaton veraity Progo, 1956,




Lavrencey De Me

lenvia, Fs Pe

Lavine, George

Ivkacsy Gs

Moores Inglis Te

Mudrick, M.

!ﬂiﬂg Es

muorality and the Hovel™ in

D L.a 1 A S5e on from
the choenix, A. A. Inglls, ed
Londons Percgrina Books. 1971e

The %5 Tradition. Londont Chatto
and W 1548, Relissued, London:

Peregrine booksy 1967

sDaterminism and Responsibility in
the works of George Eliot", PHMULA,
77, 19724 PPe 270£% .

Stadles in European Replises New
York: Grosset and bunlap, 1964

Npiter and Critic and Other Essayse

td. and tranm. Arthur Kahn, Now
York University Library, Grosset
and Dunlap, 1971.

; Pat L] Austral
Litarature, Melbourne: Angus and
Rnbartlon. 1957,

"The Originality of Conrad™ in
%‘ Review XI, No. 4 (¥Wintar
1956+59)« rpte in Mudrick M. ed.
Conzradt A %ﬂ:ﬂnﬂ of Critifa)
Essays ~ Twentieth centuxy reviews
series. Englowood, Cliffs: Prentice
Hall, 1968.

The Struc of the Nove London,
., Londont The Hogarth press, 1957.

Mucray, Davis Reed. MML&%
Englewood, Cliffs: Prenticn tiall, .

Propp, Vs

hol af tha Folktal
%Puhl%azﬁ 10 of indiana m-mdty
Centre in Anthropology, Folklore and
Linguistics)e Bloomington: 1968.



Mbmul.t. As

Ruthven, K. Ke

Sartrs, JesnwPaul

Schoraer, Mark

sm' He B

. Shklovaky; Ve

Taylor, W. Pe

Toliver, He

Tomashevsky, B.

Tedlling, Lionel.

'l.ttl Xe

Wellek, Rena,

423

Yor a _new Novel: Essays on Fic
trana, Richagd Howard ¢ NHavw York,
Grove Preas, 1965,

5;;5 (The Critical Idiom Serien).
London: Methusn, 19784

*Orphe Nolr® in Senghor Li3e ads Antholow
gis de la nouvalle possie nagre et Malegache
de langus Francalse, Paris 1948, Try S.wW.

Allen,Presance Afcicaing 1963

H“Taghnlque as Olscovery.”
h!&“. 1.948. l‘.‘pt- in The

‘ Vel ad, P. Stevick, Naw
Yorks The Fres press,; 1987,

Rthe Novel as & genre%, Novel s

Mmircay Daviz. 1969,

“Art as Technique: Sterns's Tristram
Shandy: A Commentary.™ in Les T,
Lemon and Marion J. fels, 1963,

sien Yormalist Critic Four E
PPs 3 » 28, '

EE; Stocy of American letters.
cago: Henry Ragnery Co. 1936,

- - Jua ]
rative St ' 31.1
University of Hedbraska Press, 1974,

" tice.” o it

4 : EdBAYS ¢ds &
trans. Lee T, Lemon and Macion J,
Rels, 10864,

“Manners, sorals and the novel®,
As No Kaul, Zhe Americen Visions
fisw Haven: Yale University Preas.
1963,

Ihe Rise of th& Novel. Londont
Chatto and Wi s 1957,

£ £ Cieiticisn Edy 3
Nichols Jrs Mew Haven and London
Yale University Press, 197%.



424

IVs OTHER STUDIES CONSULTED

Books and Articies

Beler, Ulli, ed,

Bergonsi, Bernard,

Crowther, Michasl,.

Dailches, David.

Dathorne, O+ Re

D‘-Jk' Teun A, Van.

Drayton, A.Des

Dundes, Alan,

Introduction to African Litecatures
An anthol off £ B
Orpheuse. Londons Longman, 1967.

"Da O. Pagunwa™. B.0s, 19, June 1565,
PPe 51 » 58,

“In Search of an African Parsonality."
Twentiath Century, 165, April, 1959.

Tha Situation of E?g Novai. Pittsburgh:
Pittaburgh University Press. 19727
"Tradition and Change in Nigerian

Literature” BAAL 3, Nov, 1963.
PPe 1 = 17s

No tha Mod o Chicago
Londont University of Chicago Preas,
1960,

“The African NoveleDocument to Experiment.”
BAAL 3, Hov, 1963, PP» 18 -~ 37,

"Narrative macro-structures: logical
cognitive foundations,” mimso, University
of Amstardaa press, 1975,

“Tha Return to the past in the Nigerian

Novel." nlgﬂ- No. 10, Nov, 1960,
PPe 27 = 30,

The Stud§ of Folklore, Prentica Hall,
Engle 14ffai NeoJe« 1965,



Echaruo, MeJeCe

EvansePritchard,EsEe

Panon, Frante,

Pinnsgan, Ruth.

Pordes, GCeDe (8de)

Fortes, E« Mo

Gayle, Addison Jre

Glsason, Jidiths

Goldmann, L.

victorlan La | of

eenth Cantur s life, London:
mlm, 1 | L ]

sreaditionsal and borrowved elemants
in Nigerien poetry.™ MNigerl
Magazine 89, June, 1966, ppe«i142-1335.
witeheraft, Oracle, and Ma

A « Uxford: Clsrendon Press,

1937.

The Wiratched of the Earths
Harnondsworthe 1969,

Limba Storiss snd Story Twulling.

i1 The Oxford Library of
African Litorature. Clarendon Press,
1967,

Oral Literatura in Africa. Oxford:

Oxford ary of African Literature,

1970,

African Worlds: Studiss in the

cosmological jdeas socialivalueg

of the Afeican people, Londons 1954s
il Job in West African

el g Cambridge: Cambeidgs

University Press, 1959,

ack Assthatic. lew York:
Anchor Books, 1971

8 Africa: Movels west Afric
Illinois;s Northwestern University
vress, 1965,

Cultural Creation M et
ad, and Trans, B, Grahl, 3aint Y]

Telos Press, 1976.



Greiman, As Ja

Griaulo ’ M.

Guiart, Jean.

Herskovitp, Malville; C.J.

Haywaod, C. ode.

m' Jml

Klina Viediniy

Langer, K. S,

Lakacs, a.

Moora, Q.

mmuﬁv| Ae As

Pﬁlﬁ » J.

Partofi Janop. 3.

426

Sign, Landunge, end Cu%sggg,
Moutons Tha Hagua, 1970,

Eggg%rnationu with Ogotomall,
Oxfords Cxford Univarslty prosc,

1968.

"Multiple levele of meaning.”

Mytholoqye Eds Plorra Harrendae
1972

Tha Hyth of tha Haqaro Pagt, Bostont
1958,

Par vap pican Litaraturo.
Londont Heinemann, 1971

"Oon the foundations of a gansral

theory of Marrative Structure,®
Pootics 3y 19724 ppe Selda

Modozn lifqerien novalss Praguat
Oriental Instituteg Acadsain, 1969,

Faaling nﬁd Forns A thaozy of AEE;
New Yorks Charles Seribnor and .
1953,
Mind: An Esoa ggigggngggéégg,
Voi. 1=11s Baltirasre cnd on)
John Hopkins University Prcoo, 1970,
Londons

Tha ator 1 Yovol.
Panguin Bookno, 1976

African Litoratura
Ibodans Ibadan

fhuVChuuog Tonguae Longnens, 1969,

Tirma lovale rpte Faw Yorki
Hunanitios Preoa, 1972.

*"On the concopt of Narration.®
Scalotica 3y 1971, Ppe 1=19

"Tha Syntectico-Scacntic Orgnniontgon
of Toxt Structuraon® Poatica 3, 1972
PPe 56=99,

uﬁ.
veroity Preas, 1965.



Pertofi Janoco. 3,

Prosgs, Je

Princa Gorald.

Popp, Vo

m' P.

Sehcub. Hy

5hnp1:o, He Le ede

03391' Te

Vazquot, As Se

427

"Taxt Gramnars, Text Theory and
the Theory of Literaturo", Poqtlesn
7' 1913. PPe 33-76¢

Commonwealth Litera e  Londont
1955,

A Grarmar of Storient In
e« Tha Haguas Illsuton, 1973,

“Harrative 3igno, ond Tengenta®
Dincritica, Spring, 1974, ppe 20,

"Irensformations in Fairytaleg’ in
Piarre Narranda, ed. [lythology,
pps 139 = 130, 1972.

"Tha Literature of Prinitiva Pooplos.”
Dmenﬂﬁ. Ho. 12. 1955' PPe 1 - 28,

EMWW' Koy
York: Dover Publica Incey 1927,

"Parallol Image 3oto in African Oral
Narrative Perfornsncas.™ itaview of

ationa) Litoraturos, id. ~Ano
Peolucei Vol, 2. IDe 2' 1911. PP
2061£,

"The Technique of tho Expansibdle
Image in Xhosa HtcomieParformantoe”
Rasearch in Africen Litsraturcs. 1,
Noe. 2, 1970, ppe 319 = 146,

Han, Culturg ang Socinty, Iow Yoris

1960,

T a of Rowrnle [ Yozt
1964.

Art and Soclety: Esnayn An farxist
Ansthaticss llow Yorh: end Londoni

fionthly Hoview Prosa, 1973,



UNPUBLYSHED STUDIES

Ackizles Cited

Oluaanya, G, O,

Rubadiri, D.

Vincent, T.

Theses Cited

Isevbaye, D. S

Lindfors, Bernth,

mlultural Revival for how long? "
A paper presented at the Centre
for Cultural Studies Seminar,
University of Lagos, Feb, 1979,

Interviewed by Lewis Nkosi, 1564,
Televised in tha series "Interviews
with African uwriters,” July 6§, 1973.
Copy of f£ilm obtainable from the
Nigerian Yelevision Arcaives,

Tkoyl, Lugos,

"Humour in the Nigerian Kovel.®'
An unpublished paper,

HAfricanity." A paper presented
at the Litersture Collogium,
LSTAC, Lagos January 1977.

“ihe Ralevance of HModern Literary
theory in English to poetry and
fiction in Engiisa spesking West
Africa,¥; tniversity of Ibadan,
Decexber 1958,

“Rigarlian Flction in English",

428

(1952+1969). Univeraity of California,

Los Angeles, 1969.



429

Kakward, Edris, “Negro African Novellists: A Coaparative
Study of thames and influences in novela
written by Africans in French and
English.” Ph.Ds Thesis, University of
Ibadan ’ 1968,

Stanislaus, Joseph. "The Growth of African Literature: A
Survey of the works publishead by African
“riters in English and Frenchs™ Ph.D.
Thesis, Montreal, 1952,

Taiwo, Oe d7he Nigerian novel and Indigenous Culture:
#roblems of Communication.” Ph.D. Thesis,
University of Stirling, 1972,



