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Abstract

This dissertation is a study of the theory. and practice in the
drama of John Pepper Clark and Wole Soyinka in relation to the ideals

and the plays of the leading playwrights of the Irish Dramatic

Movement~-W,B. Yeats, Synge, and Lady Gregory.

The study reveals that a relationship exists between the Irish
Dramatists and the two Nigerian playwrights, one which can be traced
from the literary enthusiasm that flourished at Tbadan in the 1950's.
The Irish writers were introduced at the University College of Ibadan
mainly through the English Department in the 1950's. One-act plays by
Lady Gregory and Synge were adapted by undergraduate writers and thé>
practice of Yeats and Synge of working in archaic modes, also of ex-
ploiting attitudes and beliefs pertaining to archaic and rural com-
munities were emulated by practicing writers.

In tie 1950"s Clark and Soyinka were sfill practicing undergraduate

writers when they came in contact with the thoughts and plays of the

playwrights of the Irish Literary Revival; immediately they recognized

valié correspondences between their own aspirations and those of the

Irish dramatists, affinities which provoked them to seek to place their
own 'work in the context of their African background.

The study begins by exﬁmining the historical significance 6f the
Irish Dramatic Movement in thepperspectivescof the study of modern
drama. It is shown that Irish modernism differs from cosmopolitan
European modernism in three ways: that all literature is national,
that the basis énd meéning of literary nationalism is found in the in-
spiration which folk culture gives to literaturea and finally that

writers must place their work in the context of the folklore of their

‘own countries. These assumptions are central to and implicit in the

thought and drama of Clark and Soyinka.
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linguistic resources

Evidently, their African background gave them a living folklore
idioms.
v

e

~

a living mythology, and a rich store of theatrical
Like the Irish movement the Nigerian movement is an archaistic
cultural continuity

povement seeking to revive cultural modes of expression and to ensure

In the present study I have examined the use of
archaic diction, primitive symbolism, the exploitation of beliefs, and

modes of thought characteristic of rural or Uprimitive" societies and

I have shown that these form a dominant element in- their plays.

revival of comedy and sa

Three other motifs central to the revival trend have been examined
birth to a tragic vision of history and folklore gave birth to the
-

--the tragic myth, and the comic and satiric techniques., Myth gave

ti¥e:
and other rhetorical cate i

lore are consciously exploited

-

humour, wit, word play, irony, parody,
ries of the linguiétid materials of folk-
there fore extended beyond undergraduate experiments.

The influence of the Irish playwrights

i The conelusion

is that whereas the revival of the traglé myth was central to tﬁe idea
of .2 return to sources, comedy and satire evolved as a result of the
playwrights awakening to the "shock of new material" caused by ‘everts
_,// of contemporary cultural hlétory. At Ibadan in the 1950's as was the
case in the Dublin of W.B. Yeats in the 18?0 s there was,a qoincid‘%ce

between events of recent cultural history and the artistic temperament

One way of asserting the cultural role of the artist is through comedy

and satire, the art of rebellion, revolt,

But since the modes which
are employed in tragedy and comedy are implicit in African folklore,

[}

the revival of the tragic and.comic traditions are central to the- idea
of a literary renaissance adumbrated by Clark and Soyinka. The con-

clusion of the dissertation is that the plays of Clark and Soyinka are
in the 1950's;

-

central to the spirit of the literary revival that flourished at Ibadan
and lastly,”” our knowledge of the Yeatsian attitude to
drama as it relates to folklore will deepen our understanding of the

theory and practice of Clark and Soyinka as well as provide fresh con-

texts for the study of modern drama in relation to cultural history.

vi
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This study\kg\gfimafily cdncefnéd with.the thaery éﬁa pfactice
of~two African dramatists, John Pppper Clark and Wole Soyinka. Each of

these playwrights epitomizes the-post- lndependence writer who seeks

-

&
to bring his career in step with contemporary Afr#pan history. The

»

plays of Clark and Soyinka, accordingly, have elicited critical inter-

est in’Africa and abroad, but the present study hopes to provide a

_fresh context from which their plavs can be examined.

- I propose, therefore, to study the plays of the two Afrlcan
dramatists in the 1ight of their literary xndeb;edness to the princi-
pal figures of the Irish Dramatic Movement-- Lady Gregory, J.M. Synge,
and W.B. Yeats. Clark and Soyinka were first exposed to the 1deals
and the plays of the Irish dramatists while they were undergrsduates
at the University College of Ibadan in the 1950's. .- In response to

the mood of national awakening and cultural revival thét chazactérize¢

Africa in the 1950'5 they found a bond between themr own l&terary

- aspérations and those of the leadlng playwrlghts of the’ Irlsh

Renaissance half a century before. The purpose of thls :he51s is to
examine the extent and nature of the relatlonshlp, to establish the

debt of the Nigerians to the Irlsh wrlters and to show how the’ BN

Nigerians have eventually found their own way.

.

Some interesting and rewarding studies have been undertakgq
on the drama "of Clark and Soyinka, a majority of which have SOught
models for the type of play written by these dramatistg in the festi-
vals.and folk dramas of rural c0mmunitiés. Histofiéally, then, crit-
icism has shown the tendency of regarding African literatuée apd the

drama entirely as a tool of decolonization, a reaction to the European

.
o

'world ; the result is that' in general the 1deaof a return to sources

1
has been unscrupulously abused. Thus,”néo-Tarzanism"or what Soyinka

.
.I
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calls the aestheti&é of "ethnic purism" or even the more eloquent

-

"black aesthetics,” when strictly adhered to tends to impose limlta- .

tions on both the dramatist and the critic alike.

I. do not, however, intend to deny the importance of festi-

vals, masquerades, dances, mimes, and masques, nor fail to recognize

- Ll

“the presence ‘of what Soyinka calls an exclusive African "metaphysical

2
world and its reflection in the Yoruba contemporary social psyche';
I acknowledge the rewardlng contrlbutlons made by critzcs and the
dramatlsts themselves to an understanding of the relation of the

literary drama,to African Life. My only objection is almed first

at'the.trend in criticism of African‘literary drama which ignores

the importance of the Unxversity College of Ibadan for the development

of llterary drama in Nigeria in the 1950's. Secondly, erities have

failed to identify adequately some of the major décisions of identity

taken by Clark and Soyinka when they deczded to produce an indigenous

llterary drama lnformed by the character, subJect and style of the

new natlonallsm.
. Racent criticism has responded to Soyinka's call to the
African critics's release from the "fascination” of "ethaic puflsm"

and critics of Afriecan dramatic literature have begun to realize the

need of placing African drama within a wider cultural context. In

an article entitled "African Literature and Comparative Literature"
(1969), Professor. Charles R. Larson of Indiana University suggests
that "the comparative approach to African writing seems the most

logical and the most rewarding.” He reasons' that since "so many

' African writers have received their advanced education in European

and American schools, the possibilities for analysing African liter-

ature by using comparative methodology are almost unlimifed."3 Even

though Professor Eldred Jones of Fourah Bay College, Sierra leome,

agrees that Soyinka "has his roots in Yoruba culture," he also recog~"

nizes the additional fact that Soyinka's "experience extends far
wider; his formal education and his working experience have brought

him into contact with ideas from the whole modern world. Thi's other

-
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half of his experience 1is also represented in his work. Crities ,

:

thus recognize that "by keeping comparative dramatlc techniques in- ~

mind, - the critic can look at Soyinka's drama in relatxon to the drama
id general as well as for.its distinctiveness." |

I am, however, not engaged in the tesk of general or broad
cgmparatiée studiee; the present discuss%on is an attempt to ﬁlace
the drapa of Cla;k and Soyinka beside a specific regional
tradieion of dramatists, who wrote in English, and its wvariants,
and who have produced a body of pLays of historic importance — the
leading dramatists of the Irish Dramatic Movement.

The hisForical significante of the Irish Dramatic Movement
has been convincingly attested by many scholars acquainted with the

- A
history of the movement. Una Ellis-Fermor, for instance, says:

The Irish Dramatic Movement is signifirvant not only
because of the place which, by intrinsic and historic
intereet,it holds in the panorama of the World's
drama but because of the light which can be thrown on
fundamental aesthetic laws by a body of dramatic art
comparable with the great dfgpﬁ of other ages, yet
belonging to a period regentfencugh for the modern
interest in:arqistic-processee to ‘have full play.6

Similarly, Allardyce Nicoll in’ his English Drama 1900-1930: The

s that with respect to the

nginnipgs—efwzﬁi’gggern Period,
influénce which the Irish drama .'exerted upon the development of

the English stage...it is eﬁlyagﬁe earliest dramas, especially those
which came within the <century's first decade, 'thlch have been of
particular significance. '

In this thesis I wish to show that an examination of the
theories and practices of the two Nigerian playwrights reveals that
in the process of formulating and defending their ideals gbout modern
African drama, they seek inspiretiop from the practice of the writers
of the Irish Renaissance, Laéy Gregory, Synge, ané Teats.

The modern tradition in English drama which began at about

the end of the 1890%s and petered out at about thei%%ie of the death
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of W.B. Yeats in the late 193Q's can be conveniently classified into

two major trends: the cosmopolitan and the regional.. Lady Gregory,
Synge, and Yeats di ffer from a playwright like Bernard Shaw in that
they did not belxeve in a cosmopolxtan literature. YEats § conver-
szon of J.M. Synge in the late 1890%s to return to the Aran islands
and "find a life that has never been expressed in }iterature“
started and perpetuatgd the regional trend in the -modern English
drama.

A number of factors distinguish Irlsh modernlsm from the
cosmopolitan ome: the conviction that all llteraCure has a national-
ity, that the national character of the people can bé elicited from
its golklore. W.B. Yeats, for instance, argues that the literary
awakening in Ireland which began after the death of Parnell in 1891
was narionaligfte-iﬁ’Eﬁaracter, and he urges Irish writers to recog-
nize the fact that they were endowed with exceptional opportunltxes
in the great mass of folklore by which they were surrounded. Irish
writers could add 2 new beauty to the legéﬁés by bringing to_bear
gpon them their experience of the literature of other countries.

I believe that the literary enthusiasm which began at ;badaﬁ in
Nigeria in the late 1950's was inspired by a‘similar awareness, and
that the examplé of the writers of the Irish Dramatic Morement had -
a distinct infld;nce on the African dramatists. The modernism of
Clark and Soyinka can be defined in the context of the theories

and practices of W.B. Yeats,'Synge; and Lady Gregory-

To a majority of ceritics of African literature, those to
whom the word “lnfluence" connotes a wr;ggg,s lndebtedness to znother
in a way that the affznlties can be seen as being synonymous with .

a lack of origxnality, the word still triggers an unllmxted series
of uneasy reactions., In recoht years writers and critics alike
have begun to regard originality as a2 function of mann;r rather
than. of matter.lo Tor example, Wole Soyinka thinks that a

distinct quality in all great poets does exercise
a ghostly influence in other writers...The resulting

- v
- - - -



~ work is judged by its capacity to move ahead
or sideways, by the thoroughness of ingestion
within a new.organic mould, by the original
strength of the new entity.ll

Similarly, W.B. Yeats observes that "in literature if'we would not be
parvenus we must have a model."12 In the light of-these cbn;fusions
originality is what Soyinka calls “the.original strength of the new
éntity." These critics and writers therefore recognize the fact
that the stﬁdy of influgnce is a way of placing & writer's work in
the context of a literary traditiom, and that influence is not syn-
onymous with creative insufficiency, in facq it need not be positive,
it could actually be a negative reaction to a precursor's work.
A | In selecting to follow this trail I am aware that no com-
plete study has been dome on this aspect of the drama of John Pepper
Clark and Wole Spy;nka. The present sﬁudy has the value of modifying
- all thh£ has been said dbout the indebtedness of Clark and Soyinka to
European drama;%c_techpiques, hence to érovide another context. from
which their pléjs can be ‘studied. . _
The first part of the study e#amines the -basis and meaning

of intellectual nationalism and it is shown that dntellectual nation-
"alism entails a recognition of the individual‘wrikﬁf‘ﬁ\folk culture

)

and the letting of that cgllective consciousness ;nforﬁ and shape his

ow?ﬂindividual consciousneys. The gecond'Part examines the actual
practicé of writers eliciting from folklore;‘an African world view.
The last part considers Clark and Soyinka as dramatists by examining
the various methods which they employ to make their work more

theatrical.



Chapter 1

The Ibadan Ambiencé'

J.P. Clark was born in 1935 of an Ijaw f@mily in what is
now known as Mid-Western Nigeria. The Ijaw inhabit the Toastal region
of the Niger délta bounded in the south by the historical Bight of
Benin. The Niger delta country still retains its importance as a
major commercial route for British, European, and Nigerian penetra-
tion of tﬁe inland regions, attested today by the he;vy amount of -

shipping wﬁi;h still goes on tolthe present day. Even so, the iﬁ-

" habitants of the delta region of Nigeria, especially the ones who
Ciark represents in his plays, remain ironically detached from the
contemporary social life of Nigerian towns like Warri and Burutu.
Indeed, apart from the occasional intrusion of the sirens of river-
going steamers, Clark's Ijaw communities remain as isolated and
equally as "primitive” as_were the Aran lslanders of J.M. Synge at

the end of the nineteenth cantury.

— The Ijaw country which Clark describes in his plays there-

fore is located on the west bank of thelNigef river in outlets of
the main Niger ﬂeltahfegion, a fact which accounts, partially, for (
the predominance of isolated clusters of small settlements.

Clark attended Government College, Ughelli in Warri from
where he entered-the University College of Ibadan inm 1955 and gradu-
ated with a B.A. in English in 1960. In 1962 he also attended
Princeton University -on 2 Parvin Fellowship. .

The University College of Ibadan was founded in 1948 and
until late in the 1950's its degree program was that of the Colleges
of the University of London. During the first decade it admitted

. such future writers as Chinua Achebe, Christopher Okigbo, Wole Soyinka,

as well as J.P, Clark. At about the samé time, the Department of

English had already employed scholars of international reputation

-

—_

-
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like M.M: Mahood, J.A. Ramsaran, Martin Banham, Geoffrey Axwortﬁy, and

“D.E.S. Maxwe ll who succeeded Mahood as Professor. The influenceé of

these scholars and the other Europeaﬁ, No;th American| and African’
writers, critics; and teachers whom Clark calls deprecatingly '"the
scouts and promoters of new'taient"‘l: was felt on the work of the
first generation of Ibadan writers. 1In fact, the Department of
English played an important role in introducing European authors
and literary mbvements, mainly-through the enthusiasm of the teach-

ing staff, to its undergraduate English majors. It so happendd that

‘in the late 1950's and during the early 1960's Ibadan became an im-

portant training place for creative writers and critics.
The importance of Ibadan in the development of modern

Nigerian‘wFitiﬁg ié noted by Professor John F. Povey in this way:

Wole Soyinka was one of that brilliant group
of young students at the University College,
of Ibadan in the early fifties. It included.
Clark, Achgbe dand Okigbo. Who can assess wh
catalyst fermented the talents of this group?

Povey concludes that:

\\\’, The fact remains that it is from this contact

that much of Nigerian literature, perhaps
even the impetus to much of the whole field
of African literature in English, can be traced.

The Ibadan Arts Theatre, then attached to the Depaftment of
English, had, at first, looked f&r_plays which could be presented to
an intellectual audience as well as the-publiec in general. But when
Geofffey Axworthy and Hanham, men who started the University College
Dézmatic Society, realizedv:hat plays possessing a dramatic content
which could appeal directly to African audiences were not forthcoming,
they turned to revivals of what one critic described as hstale old
English or American ﬁlays with no dramatic content and without any
bearing on the tastes of Nigerian audiences.“a

In fact, subsequent adaptations of foreign plays by Axworthy,

Banham, and their students developed into a "travelling theatre", a



ﬁind of folk theatre described in the following pPassage by Martin

Banham ~- the praééigg_¢id not last as Banham writes:

The University Coliégé Dramatic Society,
harnessing the enthusiasm of Geoffrey Axworthy,
decided to take the plays to the people as they
were unable to come te the plays. This
exercise in dramatic democracy was a great
success. For three nights a band of touring
players and stage hands went from hall to hall
presenting three one-act plays in-the dining
halls. Apart from the initiative displayed

it was also a most valuable example, for there
is no other place in Nigeria that can boast of -
a well-equipped theatre for the presentation
of its plays. This venture by the -UCIDS
illustrated that theatre is not a Necessity,
and that-plays can be presented anywhere where
An audience will gather, andwéithout any use
of extensive scenery or effects.?

I have hinted already that‘Martin Banham and Geoffrey Axworthy, .
the founders of the School of Drama, were Professors of English |
Literature who-happénéddto have developed an interest in experimental
theatre. The following passages cited, from the writing of Geoffrey
Axworthy, like the passage cited above from Martin Banham, show that
their enthusiasm to introduce their undefgraduate student§ to a sense
of theatre produced visible and lasting results. First, Axworthy
explains that initially he had one main ijecrive in mind:

My own starting point was' the problem of teaching
dramatic literature to students who had never seen

@ theatre; and a concern for the way these works
were being taught in many schools ~- nat as something
‘written to be acted and enjoyed, but to be dissected
and memorized, together with footnotes.

The second, exciting, thought was that

a live-Nigerian‘theépre might one day come into being,

We brought drama outr of the classroom on to the stage;

we organized courses for teachers; and we sought to

Prove “that, given the right kind of Play at the right’

Ptice, a mass audience for drama existed throughour -
the country.7



After nine years, éeoffrey Axworthy revealed that his predictions

were sound and he could already see some of the results in the
presance of an Arts Theatre: ‘ -~

The existence of this theatre, with all ibé/;;;;cts,

in a large University, given even a little organ-
isation, was almost bound to produce ah outburst . o
of dramatic activity. In nine years Ibadan audiences
have been offered plays of all types and periods;
ancient classics --Aeschylus, Sophocles, Euripides, .
Artstophanes, Plautus., --six plays of Shakespeare
--Johnson and Molidre, Gogol, Ibsen, Tchekov, Shaw,
Synge, Obey, Fry, Arthur Miller, Brecht --Soyinka's
Swamp Dwellers, Lion and the Jewel, Dance of the
Forests-— and Ogumnmola's The Palm-Wine Drinkard.$

The demands put on Martin Banham, Geoffrey Axworthy, and
their undergraduate studdnts to producé-a drama whose subjects,x
characters and styles would be relevant to African audiences are
demonstrated by the practice during this same period of writers
of promise like Clark and Soyinka, who emerged out of the Ibadan
atmosphere of creative and experimental theatre with.an outstanding
record of ‘good 'and relevant plays. ) .

Thus, during his years at Ibadan, from 1955-1960, Clark
was the editor of the Department of English poetry magazine, The Horn,
and also a beginning writer. 1In.the éséay"The Beginnings of Nigerian
Literature in English' Martin Banham, who had originally been in-
strumental in the starting of The Horn, recognized Clark's talent
as a Univergify writer of some promise.9 Although the success of.
the undE;;;i:zate writers at Ibadan was initiallyuunsatisfac;ory,

Martin Banham in the essay already cited above, notes:

It is very risky to suggest that amongst amy
of the writers represented at this level
[in Nigerian Student Verse] there & an
author of promise for the future, but Pius
Oleghe and Miss Minji Karibo, for insténce, .
could well develop into good writers., Another
University writer, J,P. Clark, may well
develop into an author of note. It is worth
observing here that the two most noted young

-

he ]
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Nigerian writers, Soyinka and Achebe, are
both ex-Ibadan men, though Soyinka completed
his studies at Leeds,l0 ’

Professor Banham expressed similar hopes for the growth of a Nigerian

drama: "It is also grue of'tHé,Drama, for the University College

/of Ibadan/looks like being the place from which most young play-~

wrights will emerge.“ll As 1t turned out Professor Banham's predic-
tions about the place of the University College of Ibadan for the
development of Nigerian drama were sound. -

Upon éraduation from Ibadan, Clark became a co-founder of
the Mbari Writers' and Artists' club in Ibadan. He also recorded and
transcriﬁed the ancient Ijaw epic, the 0zidi saga, and reworked~the
English version into a play, Qgigi.;z Clark's reputation as an im-
portaht poetic dramﬁtist is closely linked ;ith his experiences at
Ibadan and with his work in the Ijaﬁ country, in poeticizing the lives
of the fisherfolk of that particulaf sector of the Niger delta.

Wole Soyinka, the other dramatist who conceras us in this
study also seeks to place his.writing in the context of the folk-
culture and the contemporary experience of a particular people -- the
Yoruba. He was born in 1934 in Abeokuta, a predominantly Yofubé
town. Yoruba, the name of the people is also the name of their
language; it refers as well to. the people who live in-the greater

part of South Western Nigeria and westward into Benin (Dahomey).

Conservative figures reveal that the Yoruba of Nigeria, alone, number

_about eleven milliong., Ibadan, with over half a million inhabitants,

13
- 1s one of the largest cities in tropical Africa.

For centuries, Yoruba society has had a kighly urbanized
political structure, and the people themselves: reveal a2 keen interest
in word play, sarcasm, broad humour, irony to the extent that satire
and sophisticated wit are common virtues of Yoruba.folk speech,
Soyinka's work, for instance, reveals a remarkable predilection for

hamour -- fantastic and macabre -~ word play, parody, and mimicry.
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Although a large.body of traditional poetry has been translated into
14 ' L
English, ® fact which confirms my assertiom that a comic and satiric

tradition exists in Yoruba folk speech, the original culture has also

w
been affected by a number of external influences: Moslem and Arabic

influences, and the Judaeo~Christiaﬂ'traditioﬁ from western Europe.ls
These three mainstreams of contemporary culture constitute a single
cultural background for the work of Wole Soyinka. The Yoruba them-
selves exhibit no signs of anxiety in the way they respond to other
worlds whose concepts happen to bé alien to their own; instead they
embrace the world with a characteristic feeling of confidence des-
cribed by Wole Soyinka as the Yoruba philosophic attitude of acgdmmo-

dativaness,

-

Soyinka attended Governmment College Ibadan. He spent the
years 1952-1954 at the University College of Ibadan, and went to Leeds
University, England, in 1954 where he took an Honours B.A. degree in
English in 1957. Professor John F. Povey thinks that the commitment
of Leeds University to an interest in Commonwealth and African liter-
ature distinguishes it from other English provincial Universities.
He_says: -

Soyinka was onme of the early students from
leeds who demonstrated that the Univefsity
was taking an active interest in Africa.
Leeds, which not so long ago seamed a very
unremarkable brovincial University located

in the industrial areas of Yorkshire, is now
an acknowledged leader. Under the dynamic
drive of Norman Jeffares, its School of
English is deeply committed to an interest
in- Commonwealth, and especially,African
literature. Criticism and creativity are
both supported when in a single year leeds
have Professor Eldred Jones of Sierra lLeone
as visiting professor and East Africadls first
promising novelist, James Ngugi, in )
-residence. Perhaps Soyinka's successpgave
some support to their decision.



Even though the period which Soyinka spent in England .coin-
cided with a number of developments in the English drama he recognized
that the aspirations of leaéing English playwrights{whose plays he-
had seen or read did not correspond with h&§ éﬁn idees about the - .
African drema.18 When he finally graduated from Leeds He joined the_“
Royal Court Theatre where he served as a play reader for a'whiLe
before returning to Nigeria in 1959. Indeed, during tee léso's,'the
Royal Court was an extremely active seot in the'theatre world: ‘

Eenneth Tynan. in his Review of the English.Sfage 1944-1963 points

out that besides the revivals of Shakeepéare, Cheihov, Ibsen, Shew,
and 0'Neill, newer playwrights like Brech:;'srendag Behan, Arnold
Wesker, John Osborne, and Samuel Beckeét were im;ortant features of
the modernism of the 1950's in London.¥9 . 8

But a closer look at.Soyinka's tﬁeught and work shows that
contrary to what .2 eéitic like John F. Povey thinks, the Royal Court
experience did not enlist Soyinka as 'part of the opposition to
the established popular hit theatre."zo At this point in his career
Soyinka knew where his strength lay: this was in the mass of material
in the African folklore; what he -needed, as he himself said, was the
patience to look far "inspiration dmong countries with approximate
traditions and a Ionger professional hiseory W21 Some years later

Soylnka revealed to Brian Lapping of The Guardian, 13 September, 1965

:hls admiration and preference for the content of Synge's plays rather

than for absurdists and post-World War Two British dramatists.

Brian Lapping reported that even though Soyinka originally went to

London "to study the working of the theatre' he did "mot feel greatly

influenced by any European piaywriéht.” But

Only J.M, Synge (¥The Playboy of the Western World")
excited Soyinka by his content, and this Soyinka
agrees may have been because Synge syﬁgathetically
mocks Irefand as Sovinka does Nigeria.

]

First Soyinka was an aspiring writer who sought "professional inspir-

ation from a precursor "with approximate traditions and a longer
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professional History." Soyinka did not therefore evolve an inde-
pendent style’ nor did he only discover Synge incideﬁtally.- The point
has been clearly stated.by Joseph Bruchac, who says that -

Soyinka's early devotion to the writings of J.M., Synge,
another writer who used a second language while living
in a culture affected by a colonial presence to forge
new directions in theatre, is obvious in many aspects
of Soyinka's playsv.z4

Like Clark, a few years lgter,.much of the literary ipspirationrof
Soyinka must be attributed to the historica1 significance of the

singuiar achievement oféthe writers of the Irish Dramatic Movement,
B S
and the popularity enjoyed by the latter in Departments of English

Literature on College daﬁpuses since the. 1950's. The University ex-~
perience, a; will be shown later, was crucial for the development of
Clark and Wole Soyinka as literary playwrights.

. ‘The Irish Dramatic Movement began in 1899 as a literary
movegent with the purpose of founding a theatre that would produce
the plays of Yeats, Edward Martyn, and George Moore.

* We propeose to have performed in Dublin, in the Spring
of every year certain Celtic and Irish plays, which
whatever be their degree of excellence will be written
with a high ambition, and so to build up a Celtic and
Irish 8chool of dramatic literature. We hope to find
in Ireland an uncorrupted and imaginative audience
trained to listen by its passion for oratory, and be-
lieve that our desire to bring upon the stage the deeper
thoughts and emotions of Ireland will ensure for us a
tolerant welcome, and that £reedom to experiment which
is not found in theatres of England, and without which
no new movement in art-or literature can succeed. We
will show that Ireland is not the home of buffoonery
and of easy sentiment, as it has been represented, but
the home of an ancient idealism.25

The group launched two plays, The Countess Cathleen and The Heather

Field by Yééts and Martyn respectively. As it so happened, after
1900, the ideals of the literary movement were to be promoted en-
tirely by a second triumvirate: J.M. Synge, Lady Gregory and

W.B. Yeats. Frank O'Connor, a contemporary of Yeats, notes that
T .

+
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although Martyn and Moore re made converts by Yeats, 'their zeal"

The defence of the ideals of the literary movement

was left to the "asceticism" ' of Yeats, Synge, and Lady Gregory to
accomplish.

\Lady Gregory turned out to be the principal writer of one-
acé plays, and, as Allardyce Nicoll observes : "duriﬁg the earliest
days of the minority drama movement in England her playlets were more
widely read and ofollowed than those of other Irish dramatiéts."27
In African Universities her ome-act plays enjoyed a éimilgr-fortune:
Professor Mahqod notes the predominance of the "ome-act addiction"
among practiéing dramatists, and Anthony Graham-White thinks that

. "With the recent -exceptionof the absurdists" the p}aywrights of the
Irish Dramatic Movement 'have been almost alone in taking the one-
- o}

act form seriously."

He also notes that "at the University of Ibadam
and at Makerere University in Uganda two of the first plays to be
written by students were adaptations of one-act plays by Lady Gregory

" and Synge réspectively."zs Accordingly, she deserves the H}ace of

bimportance I have reserved for her in the present study.
The first of the second triumvirate to die was J.M. Synge
in i909, yvet his position as a leading dramatist of the movement
has hardly been tontested., Paul.M, Levitt, in an introduction to a
bibliography of published critiéism on J.M. Synge,notes that most of

Synge's critics have focused on five subjects:

As a matter of fact, unmtil the 1950's there were >
~at least five subjects that most Synge critics

never failed to mention: (1) Synge's Prefaces

(Playboy in particular), (2) Synge's Language,

(3) The Plavboy of the Western World, (4) Kiders

to the Sea, and (5) the story of how Yeats directed

Synge to go to the Aran Isla_nds.29

Even after the 1950's Synge continues to retain his place as the
artist of the Abbéy Theatre.
Lady Gregory died in 1932, and before the death of W.B. Yeats

in 1939 the major histories of the movement had also been written.30

.
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Although Yeats is known Principally as a poet, in areas remote from
Dublin, in Africa, for example, the study of the Irish Dramatic
Movement has always adopted criteria suggested by W.B.Yeats:

- We three alone in modern times had brought
Everything down to that sole test again,
Dream of the noble and the beggar-men, 3!

W.B." Yeats was known abroad for his poetry, the deve lopment
. - .
of a vision of history wh£ch was actually a reflection of Yeats's

attitude to tradition -- both oral and written, In Africa, he is

—

best known for these two areas of hié work. For instance, Professor
Echeruo, one.of the first generation of Ibadan student-writers remesm-
bers that, in general, the writings of the student writers were mode lled
on some Georgian writer. W.B, Yeats nasoften mentioned among the most
favoured modern Engiish poets. He then concludes that their recogni-
tion of poets like HOpkins,‘Yéats, iot, Pound, Auden, meant that
there was a "surer sense of judgement ampng" his own generarion of
writers, "a definite preference for stfength, complexity and originai-
ity in poetry.“3 ‘

‘ In fact, in 1965 when centenary papers on the art of
W.B. Yeats, written by scholars in many parts of the world, were col-
lected‘and edited by S.B. Bushrui and D.E.S, Maxwell, the late
Christopher Okigﬁo, poet and friend to both Clark and Soyinka, con-

tributed a panegyric on Yeats: "Lament of the masks: W.B.Yeats,

1865-1939," in which he employed the techniques of Yoruba“eraise

s
poetry, Oriki, to represent Yeats as the "Arch-priest of the

sanctuary;"

Who transformed 2 . desert'into a green pasture

Who commanded highways to pass thro the forest -

And will remain a mountain B
Even in your sleep...33

Yet, at Ibadan, Yeats is known for more than just the fact that he
ntransformed" the literary "desert" of Ireland "into a green pasture”34
-- Yeats stabilized the image of the poet as a cultural fact, to the

extent that in a situation where the politieal nationalist is no
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.irohis:, the poet is. It is therefore not surpris;ng that aspirin’
writers like J.P, Clark who tend to emphasize the aspect of the poet
as "an image of heroic self-possesszgn are inclined to model their
methods and manner on W.B. Yeats: For instance, in the collection of
poems written about the Nigerian Cfg;l War Clark quotes Yeats, the
poet for havin id, ¥ 'We have no gift to set a statesﬁam fight.”36
Similarly,/Soyinka'believes that only one who possesses the poetic
sensibility, the Ogun-man,is capable of standing above c&ntémparary
events in a way that his intellectual self-possession éﬁ&bles him
to unifgunhltifarious experiences.37 I should like to point dut some-
thing from the lipes quoted from Okigho's poem, one that concerns the
present study, or which is central to my inquiry: the yOungef.pae:Jé‘
interest in enmacting a method adumbratell by Yeats and thé otheffleadi_

~

ing writers of the Irish Literary Revival, what one critie céllg the
"working' in archaic modes." This practice involves, as we have seen

in Okigbo's poem, the "use of archaic diction and orthographys of
archaic allusions, of archaic subject masker 38 The practice is
central té the belief that the poet is a professional who has inherit-
ed not only his role but equally the techniques, methods, which have
@een used by ot¥er "bards." 1In the dramas of Clark and Soyinka, work-
ing in archaic modes takes two forms: "exploiting—the~attitudes:

of an archaic" or rural §pciety,39 the use of phrases, poetic-lipes,
as well as whole passages and stanzas drawn directly from some African
traditional, oral, literary source.

Finally, another aspect of Yeats's criticism that popularised
his work abroad was Yééts's vision of history enacted in dréﬁatic.
poems like "leda and the Swan," “Among School Childrenm," and “The
Second Coming!, and especially the attempt to codify his intuitions
into the philosophy of A Vision and its fnrertwiming gyres. Yeats's
.cyclic consciousness ef time had greater impact on aspiring writers

like Clark and Soyinka than did the contents of his plays. For in-

stance, the persistent intrusion of the theme of frustration in the
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plays of Clark and Soyinka is based on the awareness thet hlstory
is essentially traglc. Like Yeats, Clark and Soylnka are fasclnated
by ruin and destruction. As;a result they invoke circular images,
folk prototypes tike Abiku E? symbollse the frustrations of man's
desting, It will be shown, below that the cyclic consciousness of
time, the fact that hlstory;is.not progress alerted the Africans to -
the fact that man has lived many times, and this awareness forme the
basis of tragedy and comedy in the plays of Clark and Soyinka. This
is shown as the dramatization of the theme of guilt, family curses,
and the fascination with the use of mythic and legeedary archetypes.
But of greater importance, and as a result of the preceding
discussion, Yeats, the myth-maker is also important for being the
forerunner in the use of myth as a method to represent the "architecture
of the world.”40 ‘The importantepoint was that Nigeriankwriters were
acquainted with the important aspects of Yeats's studies in the 1950's
while they were students at the University.: They were aspiring to
start a literary tradition which would take irs susrenance from the
oral culture of their own people, and like Yeats an& his contemporaries

of the Irish Renaissance they were starting everything anew. Another

consideration-is that Nigeria like Ireland was a colony and like the

Irish writers, the Nigerianms did not wish to reproduce the colonial

1mage of themselves; hence they adopted cultural and lntellectual
p01nts of reference different from the cosm0polrtan colonial ones.

For instance, the cg}onialist, in'order Lo justify ‘his presence argues
that history is progress and as angesture of celtural assertlon the
cultural natronallst re jects this idea of history as progress' instead:
he begins to defend the authenticify of things that are deep in the -
past of the race. As I have already noted in the precedlng pages,
Vivian Merciler has also noted this archaistic tendency in the Irish
Literary Revival and he argues that it is central to the thought of

the Yeatsian generatlon "From its beginnings,' Mercier says,' the
Literary Revival was 2 consciously archaistic movement, as any 'revival"

must be to justify its name.'4l y
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The tendency, them, for the cultural nationalist is .to reveal an aimoét

religious devotion-to certain places, mythic and“legéndary heroes and

heroines, and a belief {n certain récurrent themes iike treachery,

culpability, -and genetic inheritance. Soyinka's devotion to the

‘image of Ogun is a case inlpoint. Like Og;p, his patron god, he

celebrates his véctory over contemporary chaos (history) in the.fozi

lowing words: 'Rich-laden is his hoﬂg, yet -decked in padm fronds/He

ventures forth, refuge of the down-trodden."62 Iﬁtrinsic to his

theory and practice is the strong belief in the ‘existence of "a true,

an éuthentic.African sprituality, a religiosity...a Black Meta-

physical HSut-look," Thus, in spite of his sojourns abroad, he hks

not been alienated from these spipituaisand "é:zzéic sourcdes of" his ;
i

"African Strength." Like Yeats he defends an Aéfican world view which,

-

he argues, is based om "a cyclic consciousness of time."
’ On the other hand while recognlzlng Yeats's posxtlon as. a
great wrlter and innovator, Soylnka feels’ that the romantic aspect of
Yeats's work, his experiments with. the occult, for instance, have been
unnecessarily émphasized by critics. Soyinka refers derogatively to
"the way ln‘whlch the dotty excursions of W.B. Yeats-into a prlvate

&4
never-neﬁér land are” reverently exegetised. ™ Evident frOm Soyinka's

negative remarks concernlng Yeats's "'dotty. excuxszons” into a -romantic

-

landscape is the fact that like Synge, the first comvert of Yeats,
Soyinka is a satirist, who wants neither the "purely fantastic...spring-
dayish cuchulainoid”. play, nor the purély folksy type of play. Like-.
Synge, whose satirical techniques he admired, he wants "reality" which
is neitherrmodern nor unmodern.

Both Clark and Soyinka knew and actually appreciated more
than an aspect of the thoughts o% the Irish dramatists during the for-
mative period while they were University students. In Nigeria, the
attraction of the Irish writers has not been restricted to\the late
1950's, it has actually persisted into the 1960's and the 1970’s,
Buring the 1967-1968 academic sesaion at Ibadan, Dapo Adelugba, & leeturer

in the Department of Theatre Arts¥® Ibadan, says a school of Drama



Acting Company was formed; o the twelve international pieces it pro-

duced five were plays taken " Rrom the Angio -Irish Natlonal repertoire,

Synge's Riders to the-Sea énd Gregory s The Work-House Ward,

46
The Rising of the Moon, The Travelling Man, apd The Gaol Gate."
In 1971 Synge is discussed publicly at Ibadan; on the occasion of
the centenary of his birth, which the School of Drama celebrated

"with two Synge plays at the Afts Theatre -- The Tinker's Wedding

and In the Shadow of the Glen -~ and two lectures entitled TSyuge

and the Ireland of his-Da&' and 'The Relevance of Synge in the
Nigerian cont‘ext.'"4 i

There exists, therefore, fundamental or basic reasoms to
account foE the attraction of the Irish pléywrightS'to the Nigerian
Writers. In general,.critics of African drama agree that the Nigerian
drams cotiforms to the Irish in a number of ways. First of all, most
agree that nationalism and a common colonial experience, for example,
is reéponsible for the widespread "attraction of Irish dramatists"
in Africa. Professo; Mahood, for instance, says that the "national
dramatic movement in Ireland (Eﬁgland's oldest colony) has been a
“fgtural source of insp fon to African dramatist§."48 She further
says that this attractipn ig occasioned by_ﬁhe tendency with writers
in Ireland and a to turﬁ the literary movement into part of a

cultural renaissance. She writes:

If a dramatic renascence does, in fact, take place
. in Africa in the next half-century, future scholars
are likely to discover that, in common with the
European renascence, it is the intensification of
.Something that has always exzsted 49

Another eritic, Anthony Graham-White thinks that while
{nflyences O African dramatists "naturally vary with the dramatists'
reading, one influence has been rémarkably pervasive, that of the
playwrights of the Irish Renaissance.”so He then suggests that:

The attractio% of the Irish dramatists has been
two-fold. Like the African writers, they were



aéserting indiéenOus values against British cultural
domination, and -- in part because of this -~ they in-
corporated the images and speech rhythms of their own
people inté their works.

The defense of indigenous values, values antithetical to
those of the colonial world, and the deviation into a\selecﬁion of
forms of poetic ianguages practiced by.Synge, Lady Greéory, and Yeats, _
were major forms of attraction to the Nigerian playwrights. A§F like
the irish writers, Clark and Soyinka hoped that the retreat. into their
individual societies would help to keep their literary careers in step
with political natiomalism. In the actuval process of returning into,.
folklore Clark discovers and indeed gives validity to thoughts ex-
pressed by Yeats in connection with folklore: : -

The implication is not that one group of people

borrowed this and that property from another but

there can and in fact there do occur areas of

coindidence and correspondence in the way of iiving ~<
among several peoples separated by vast distances and

time, and who apparently are of distinct cultures,

practices and persuasions....It s a matter of cor- :
respondence and coincidence. Yeats observed this to !

be true, seeing in every Irish beauty a potential

Helen full of havoc to the race.>?

Clark discowvers these archetypes in his own society from his acquain-
tance'éith Yeats's methods. But the passage also reveals a number of
thiggs regarding Clark's methods: Clark has read Yeats and found a
valid correspondence for Yeats's theories about the importance of folk-
lore for the development of an ;ndigenoué lit;rary tradition. The
passagé also reveals that Clark is returning to his roots as an
educated man who knows what he is looking for. This is a result of.
the fact that as a literary men he has acquired the VMadditional bemefit
of a wider choice of practice and models," a privilege denied legs
soplisticated folk playwrights like Ladipo, Kgla Ogunmola, -and Hubert
Ogunde, Finally he began his career from the cosmOpolifan culture of

Ibadan but when he retreated into Ijew country he did so as a persom

trained in the arts and could interpret his material with "a surer
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sense- of judgement,JSB to use Professor Echeruo's phrase, than gid-‘
his less sophisticated compatriots in Nigeria. |

' Similarly, Eldred Jones sugge§ts.that the attraction of the
Irish Dramatists for Soyinka has been caused by Soyinka's recognition
of thé fact that both groups were drawing their inspi?ation from
identical oral sources of their individual traditions: These
"similarities of background between Irish writers and Soyinka"54 en -
couraged Soyinka to adopt a sophisticated approach to the use of folk-
lore similar to the one p;acticed by Yeats. Jones-wfites:

Soyinka's dream for Nigerian theatre is similar .
to that of Yeats for Irish theatre. It is

to produce a theatre which has its roots in the
Nigerian tradition and speaks to Nigeria and the

world through that tradition. The playwright

therefore has to find a way to induce the world

to accept that tradition.>

The immediate recognition of the thoughts which Yeats expressed with
respéct to the importance of the oral tragttzon to the development of
a literary tqadltion therefore gave additional importance to African

oral traditions. For instance, when Soyinka returned to Nigeria, and

together with a group of friends they formed a semi-professional
acting group, The 1960 Masks:

The group wished to revive interest in specifically
African culture by encouraging and creating a drama
that derived from traditional and indigenous forms.
There was no intention of producing a popular theatre.
Such needs could be left to the robust vernacular
hunour of Ogunde's Concert Party. Rather Soyinka
sought deliberately to initiate a new drama which
would utilize the resources of the English language
but would draw its emotional sustenance, not from
abroad, but from the continuing cultural tradition
of his own country.s6

The group produced Soyinka's independence play, A Daneé of the Forests

in 1960. Soyinka is noted for saying that a2 "central concern” for
him has been "to tramsmit through analysis of myth and ritual the

7
self-apprehension of the African world.”5 Like Yeats, he believes

that the choite of dramatic literature 1s a deliberate one because

é
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it is only from the myths, legends, and folk tales of a people that.
its writers can elicit the self-anprehended world of the particular
race of people. For instance, Yeats says that the Irish Literary
Revival nignifies ''the renewal of belief" 'in '"old faxths myths,
dreams -- the accumulated beauty of the ages. n8 He ther argues
that only by eliciting from the materials of folklore of a people, ‘

"its loves and its hates, its likes and its dislikes,' can asplrlng

writers hope "to mould and perfect natlonal feeling -- the life, the

ideals, and the legends of Ireland...that which they would not find
’ \

anywhere else.”59 Therefore, a national character can be elicited
from the matecials of its folklore, This, then, is the point at
which Soyinka immediately recognized similarities between his own.
aspirations and those of the‘irish writers.

Hence, critics and writers of African literary drama who
happen to see affinities between Irish and Afrlcan literature take
it as a2 matter of fact, as did Yeats half a century ago, that folk-
lore, the peoplefs literature, serves as a Tepository of a people's
wisdom. The premise forms the basis of Yeats's belief in a
“conscience" of the race and the representation upon the'stage by
writers of the ”deeper thoughts and emotions" of Ireland; all were
based on the premise that the racial essence can be elicited from
folktales, myths, and legends It is not Surprising, therefore, to
find that scholars in Africa and abroad have recognized the growing
need of applying comparative methods Lo the study of Irish and African
literature, The studies of Thomas MElone on Achebe and Yeats,
Professor A, G Stock on Achebe and Yeats Catherine L, Innes on
Achebe and Synge demonstrate the fact that fundamental affinities
exist between the aspirations of the Irish and African writers.éo

Even though the studies by A.G. Stock, Catherine L. Inne;,

and Thomas Melone have not been directly concerned Sith the drama,

they point to the fact that there was a tendency among the first
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generation of African writers in the 1950's in Ibadan to identify
with, and actually adopt methods of iﬁterp}eting existing folk
material in ways similar to those practiced by the writerﬁ of the
Irish Dramatic Movament. Thus, the attraction of the Irish writers
‘to both Clark and Soyinka seéms more fundamental than the incidental
excerpbs can reveal. An important aspect of this general literary
awakening is that che writers seek to place their work in the c;ntext
of the world view of their own national territory. The Irish example

happened to represent the "first time the word 'national' was used
in connection ;ith the stage 1n...the 'English-speaking world.”sl
As we shall see, the impact of the. "national" aspect of the Irish
Literary Revival on Clark and Soyinka was enormous.

Andrew E. Maléne drgues convincingly that the founding of
the literary movement in Dubiin was part of a general European revolt
again%f the conventional theatre of the day. He says: "The stimulus
towards an uncommercial, artistic theatre may be traced back through

London, Berlin, and Paris to the general European craving for liberty

- 62
and reality on the stage." If we were to look at remarks made by

Bernard Shaw, a contemporary of Yeats who was also an ardent supporter
of the new desire for novelty in the theatre of the 1890's, in con-
nection wéth Yeats}s verse plays, Mr. Malone's thesis will,.in
general, be acceptable. Shaw, for instanee loathed Yeats's emphasis
on chanting or "cantilating". He thought there was "o nove lty,
ne nothing but nonsense' in Yeats's defence of poetic speech. Shaw,
accordingly, dismissed Yeats's experiments terming them "'fresh
artificialities and ir;Elevances and distractions and impertinences !
Shaw, however, failed to relate Yeats's novelties to the oral sources
from which most of Yfats's fables were taken.

Evar though Mr. Malone's observation may be true to the
character of the revolt in general, he fails, like Shaw in the
criticism of Yeats cited above, to take into consideration the "Celtic

and Irish" aspect of the Dublin movement contained in the original
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manifesto of 1899. 1In the passage .quoted from Lady Gregory's Qur

Irish Theatre the original founders of the Dublin movement promised

to "bring upon the stage the deeper thoughts and emotions of Ireland. w64
From 1900 onwards a major characteristic of the literary movement

in Dublin, the national aspect of it had already superseded the mere
"craving for liberty" and novelty for its own sake in the theatre.
The writers, actors, and linguists deliberately wished tolobtain
c01nc1dence of visions wlth popular asplratxons.ss The Celtic and
Irlsh aspect became a determxnlng factor, for the continued survival
of the lx;erary movement. For example, in 1899 George Moore, Edward
Martyn, Bernard Shaw, and W.B. Yeats hed all written plavs. Moore,
Shaw, and Yeats had actually patronized J.T, Grein's Independent

Theatre in London: Moore's The Strike at Arlingfordand Yeats's. The

Land of Heart's Desire had been produced by Grein's Independent
Theatre in 1893 and 1894 reqpectively.66 Although he remained a
supporter of the new drive for life in the theatre, Shaw did not
sever his connections with the English middle-class audience, a
section of cosmppolitan society for which he acted as the interpreter
of Ibsen and from which he drew ln5p1rat10n for hlS own work. A
b351c tenet of the Dublin movement was the fact that writers chose

to retreat from the cosmopolitan scene, and began to emphasize
1nstead the Irish element in their plays.

In 1899 Edward Martyn defined the nature of the Irish
literary drama as "plays proposed to be acted are of a more llterary
nature than are usually acted in the theatres, and are not expected
to appeal to a popular audience.!" Even 50 he notes that the plays
are to be '"exemplifications of Irish life."67' In 1901 George Moore
who "had early advocated the establishmeh &8 London of an equiva- .
lent of Antoine's Theatre Libre" and had been "on the committee of
J.T. Grein's Independent Théftre" regretted that he could not speak
Gaelic.68 During the early life of the Dublin movement, Moore,

Yeats, Martyn, Lady Gregory, and Synge worked closely with Dr. Douglas
Hyde, the leader of the Gaelic league,
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From -the beginning of the Irish literary movement there was an
'intricateipracﬁice of working together; for instance, Yeats's play,

Cathleen ni Houlihan, finst performed in 1902, is based on the

-

story of the legendary Cathleen ni Houlihan, who "was Ireland her-
self...about whom so many stories have: been told and for whose sake so
mény have gone to their death."69 When Maud Gonne, the ldader of

the Daughters ;f Erin, appeared upon thesstage as Cathleen ni
Houlihan, not only was she acting "magnifiegntly? she was actually

re-enacting history. he transformation of Cathleen ni Houlihan from

the old woman of Yeats's\griginal dream into "a young girl, and she

had the walk of a queen"70 is made effective and dramatically per-
suasive by Madd who sfmbo ized vision and action.

Professor Robert O'Driscoll obgerves accurately that after
the death of Parnmell in 1891 cultural and political nationalism "had
an urgent need of each ofher's vitality and vis;én:“7%. For instance,
in 1901 Dr. Douglas Hyde said that the "aim and object of the Irish
Literary Iheaffe was to embody and perpetuate Irish feeling, genius,
and modes- of thought.”" Similarly, Yeats also said that the aim
of their movement waé'to preserve the "distinctive soul" of I?éland.72
Thus, in lQOi, the Irish aspect of the general European revolt had
already taken on an independent, n;tional, character, and was able
thereby to advance bejond the craving for novelty for its own. .sake.
First, Irish writers sought to locate a specific locality with which
the "distinctive soul" of Ireland could be identified, and the quest
led writers like Synge and Lady Gregory to emphasize the exploita-~
tion of attitudes of a rural environmenf ~- Irish folklore, Irish
folk speech -- in their plays. Synge says in connection with orig-
inality and the importance of,the Irish background, the sense of
place, in the drama:

No personal originality is enough to make a rich
work unique, unless it has also the characteristic
of a particular (time) and locality and the life
that is in {t.’3
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Not only did Synge insist on his Irish background he and

Yeats actually crltzclsed adversely Bernard Shaw's John Bull' s Other

Island for its lack of a 'geographical wconscience." 74 A basice
tenet of the Irish wrlters is the discovery not only of the writer's
" place in a particular rural or archaic local}ty, but also of actually
utilising existing,liying,folk material in their separate territories,
and the folk idiom was then reworked into’ the.drama.

Two areas were'exﬁloited: folklore and language. W.B.
Yeats asserts that "@ur movement is a return to the people," and it
begins "where our art is most unlike that~af others, with the re-
presentation g? country lLife." Two programs were involved in the
idea of the return to the people -- the identification of an
"authentid' image of Ireland and the eliciting from folkldre, a worl&
view which they defended as being Irish. The first one of identify- -
ing the true’ image of Ireland required thaf country life should be
represented not as a form of picturésque and local colour; instead
writers were required ‘to immerse themselves into the '"deep know- -
ledge of the life of the people."h

Lady Gregory says:

I first saw Synge in the north island of Aran.
I was staying there, gathering folklore,
talking to the people, and felt quite angry
when I passed another outsider walking here
and there, talking zlso td the people.76

The resulting "People's Theatre" Yeats says is "not an.exploitation
of local colour, or of a limited form of drama possessing a temporary
novelty, but the first doing of something‘for which the world is
ripe."

An impoftant‘aspect of the novelty of the Irish Literary
Movement was the belief that the writers were discoveriné "a life
that had never been expressed in literature" in a manner acceptable

to the pléywrights themselves. And very important for Yeats.too is

the fact that he saw this movement as the beginning of a literary
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revolution which would eventually displace colonial and cosmppolitan
literary culture. He says:

We have been the first to crdate a true 'People's
Theatre,' and we have succeeded because it is not

an exploitation of local colour, or of a limited

form Qé‘drama possessing a temporary novelty, but

the first doing of something for which the world

is ripe, something that will be done all over the

world and done more and more perfectly: the making articu-
late of all the dumb classes each with its own

knowledge of the world, its own dlgnlty...?s

Not only did the Irish writers discover the peasants, Irish
folklore, legends and myths; they also set out to defend an Irish
world view.' This idea of "making articulate of all the dumb classes
each with its own knowledge of the world, its own diénity” led to
the discovery of the language of the peasants. Some years later, in
"Two Lectures on the Irish ‘Theatre," Yeats recalls that "it was onlv
gradually that we came to understand ttrat finer than the llterature
itself was the wonderful speech of the people. n?9 The immediate
result of this discovery was that not only did they retreat from the
social realltles of Dublin they also abhorred the ;;turallstlc

"Bialect of Dublin." Yeats, in collaboration with Lady Gregory, wrote

- The Pot of Broth, employing "speech that purported to be of real life"

in a peasant cottage. But the "first use of Irish dialect, rich,
. . —~
abutddant, and correct, for -the purpose of creative artlwas in- J.M.

0]
Synge's Rlders to the Sea, and Lady Gregory's Spreading the News. n8

Therefore, the discovery of folk themes and a form of speech "full
of extravagant images" and ”prolonged beautiful words" forms a dis-
’/tlnct characteristic of the novelty of the plays of the pla?%rights
‘ of the Irish Dramatic Movement.
. The conclusions of Yeats were also supported by Lady Gregory.
Wlth respect to Synge's discovery of the dialect speech she says:
"It was the working in dialect that set his style free." And in

comnection with her own plays she also gayg "With a little pride"

that she was "the first to.use the Irish iddom as it is spoken, with
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intention and with belijef in-it."81

The practiée of the Irish playwrights of deliberately ‘#/,4//
choosing to immerse themselves into the world view of their own
people meant that they were also embarking on a program of critici-
sing and actually ehdeavoﬁring to displace the cosmopolitan world view
and its dramatic styles. The_Irish writers, in this case, actually
found themselves in the defensive position-of having to validate
their own cultural heritége; for example, a sympatlittic critic of
the Irish drama like T.R. Henn posed a problem which is often pre-
sented by all those who happen to find themselves in the position
of actually recognizing the sesthetic vdluf of a drama based on p

peasant subjects., He asks

whether drama based on Celtic legend could ever approach,

in contemporary relevance and significance, that which

had established itself on Biblical and classical founda-
tions. A drams based on Celtic sources would be liable

to become factitious, in spite of all literary attempts

to implant it in the book of the peopte; and, if it were

so implanted, there remained the question whether the
language of its representation should be in the English
pogtic tradition, or in some such variants of the il-
lustrious vulgar as were evolved by Synge and Lady Gregory.82

This being the basic point of departure which cultural nationalists

whether Irish or African must confront, a major characteristic of the
"national” side of the literary movement is for them to take édvaﬁtage

of the opportunitigs whick their individual cultural backgrounds offer.

An important task for the Irish writers was, in trying to create a.
naﬁional drama, to disuade future writers from reproducing‘the plcturesque
stage Irishman and the naive peasant inhabiting an idyllic landscape. The
task became ironjically the beginning of th? split between political nation-
alism and literary nationali'sm, exemplified by the fights at the Abbey

Theatre about Synge's The Shadow of the Glen, The Plavboy of the W&stern

World and Yeats's The Countess Cathleen. Yeats andihis friends in the

Abbey Theatre argued that the persistent intrusion of the troll called the

stage Irishman upon the Dublin stage was part of a colonial dramatic .

A
N—

style which must be attacked and defeated. Yeats said tjﬁz’it was

*
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"all part of English decadence and "worn-out conventiodns of English -

83
poetic drama." He says:

A nation is injured by the picking Sut of a single
type and setting that into print or upon the stage
as a type of the whole nation. Ireland suffered
for a century from that gingle whiskey-drinking,
humorous type which seemed for a time the accepted
typé of a1l,5%

In Qur Irish Theagre, Lady Gregory says that their primary

objective had been the '"destroying of that scarecrow." She writes:

A part of the new National movement had been, and .
rightly, &n attack on’the stage Irishman, the vulgar
and unnatural butt given on the English stage. We -
had the destroying of that scarecrow in mind among
other’ thingg in setting up our Theatre. But the

societies were impatient. They began to dictate
here -and there what should or should not b% played.85

In order to obtain their objectives of replacing the type
of the stage Irishman.with 3 variety of types, the Irish writers had
to adopt a different attitude towards their material. One way of
doing this was to eliminate aﬂ&thing that had to do with cultura; ,
points of reference which were colonial -- English. For instance,
opinion-ridden Dublin-wag considered by YEafs as an extension of

English literary taste:

A community that is opiﬁion-ridden, even when those
opinions are in themselves noble, is likely to Eut . )
its creative minds into some sort of a-prison.s

This was a justification for a retreat iato the peasant world, in order
to employ the "livipg speech" upon which argood literature can be
founded. Therefore, the return to the book of the people entails
disengagement from cosmopolitan world views.

A number of factors contributed to the suecess of the pro:
gram: the first was the availability of folktales which Yeats said
"had the advantage of possessing aré%gtypes rooted in the cultures
of various countries,'" and the second was the discovery of the talents

of Synge, Lady Gregory, and Willie and Frank Fay:

N M
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Mr. Synge alone has written of the peasant as he

is to all the ages; of the folk-imagination as it has
been shaped by centuries of life among fields or

on fishing-greunds.37 )

And "Lady Gregory alone writes out of a spirit of pure céﬁedy, and
laughs without bitterness and with no thought But to laugh."ss One
critic has noted that in reviwving.the comic and satiric tradition,
Synge did not direct his satire at the conventional butts; all "his
four comedies gre,in‘a sense, satires upoﬂh;ﬁgal'lreland;" unlikg
the "class-conscious Gaelit poet’s and satirists, Synge sympathizes
Qith the underdog and the outcast, be he tramp or tinker, parricide
or blind beggar. It is the respectable citizen who is exposed to
ridicule." By choosing deliberately not to side with the "'normal'
people andcestablished society against the neurotic, the criminal,
and the social outcastﬁEBSynge obtained his originality.

) Not only were the Irish playwrights willing to identify for
Ireland a unitary cultural backdrop, they also endeavoured to defend
it. They; for instance, wanéed "something absolutely uﬁcontentious,
non-political, and non-sectarian,"go and Yeats also wanted to see all
the Irish eultural agencies subsumed under the one idea of a mational

{ dramatic movement. 1In The Politics of Irish Literature Malcolm Brown

says that, and I take to be appropriate for my discussion, the Irish
literary movement was.a "loose fraternity of Dublin and Cork writers
who hoped to put their careers in step with Irish history."gl There-
fore, the cultural movement was part of a larger nationél awa /;;ng
and the léaders of the literary movement hoped to achieve coincidence
of vision with the other nationalist agencies. But instead of re-
presenting the image of Ireland éfmanded by popular nationalism,-

the playwrights proposed that "Ireland's purest essence was located
in the peasant§' primitive beliefs in holy wells and fairy thorns.“92
Similarly in their exploration of Trish folklore, Yeats, Synge, and

Lady Gregory discovered variety and also an entirely new way of ap-

prehending the world., Irish myths gave Yeats the/gxghic archetypes
: >

/
]
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he needed for his tragic poetic drama and the legends-and folktales
gave Synge and Lady Gregory an unlimited number of gociél prptoi&pes
which they needed for their peasant comedies and tragedies.’ _

Even thOuéh the literary movement in Dublin'began.as ?art:
of a géneral European revolt against the conventional theatre of the.
day, the Dublin movement eventually achieved coincidence, if only
partially, with Irish cultural‘renaigsance. It was this latter as-
«pect of the movement, the idea of wanting a national literary movémeht
from folklore, that gave it the additional title Iri§h "national
renaissance, its historical significance derives as much from thisl
aspect as fme the merely literary nature of its aspirations.

In the preceding pages I have indicated that during the .
early phase of the literary movement in If%land, writers aspired to
achieve coincidence of vision with popular mspirations of nationalist
agencies like the GaeliclEague and the Daughters of Erin, but it
should also be pointed out that such a trend \as possible, until the
artist emerged and began to assert his 1nd1v1duallty, by first revolt-
iorg agaxnst the mask imposed upon him by popular nationalism in ’
 1?“Treland. _ It so happened that the stronger the personality of the_
artisf; the wider became'the gap separating him from popular nation-
alism., Thus, for a while the playwrights chose to. stand aside from the

-

main currents of nationalist aspirations; this new posxtlon belng repre-

sented by Seanchan in Yeats's The Klng s Threshold and by J. M Synge
in his own life as a writer.. '

The irony implied in the voice of the ques;i&ner in the
following lines dﬁated from a poem by Yeats portrays the situation
well: ) '

Did that play of mine send out
“Certain men the English shot?93

The note of unceértainty contained in these lines could hardly have

suited the tome of Cathleen ni Houllhan (1902); in Yeats's poem know-

ledge comes to the artist as it did to Leda in "Leda and the Swan'" -
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through an indifferent process. Since the chances open to the poet
to achieve coincidence of vision with pop?lar natioggllsm are unavail-

.

-able he chooses to remal n ironist, a ‘~_must 'ret'r/e';t not only‘into
folklore but ai?b\;gfo the‘self where alone lies the salvation of
idealé -- to borrow Soyinka's words. But in the event he begins to
seek ‘symbols like Cuchulain, the kind of "vast symbolism" which as
Yeats says can transform the poet into "ths spectator of the aggs."gh

Out of the retreat into the self arises the development of
"the historic imagination and the artist's most potent tool is the use
of myth as a method of unifying experience. T.S. Eliot, for instance,
thinks that the use of myth as method is onme of Yeats's contributions
to the modern literary tradition. The mythical method, Eliot says,

is a method adumbrated by Mr. Yeats, of the need
- for which I believe Mr. Yeats to have been the
first contemporary to be conscious....Instead of
narrative method, we may now use the mythical
method. 92 )

Convinced that from ''that greﬁt candle of the past we muﬁt
all light our little tapers," Yeats used myth as a way of actually
popularizing the fiashback in drama and poetry alike. The result of
his use of myth‘"to put those tumultuous centuries intoitale or drama,"96
is that Yeats revolted against the naturalistic style of contemporary
d;ama and chose instead a poetic form of drama based on heroic legend
(pp. 134 and 154 below). |
During the late 1950's and the early 1960's the literary
situation in Africa conforms in many ways to the example of literary
" freland at the end of the nineteenth century. Clark and Soyinka, for
instancg, like the Irish dramatists were attempting to start a literary
tradition whose power would be taken from the oral tradition and the-
folk culture of their own people. In doing so they were also atte;pting
like the Irish writers half a century ago to perpetuate a world view
radicaf?y different from thé cosmopolitan, colonial, attitude to the ‘::\
_world; and the nationalist anti-colonial world view was obtained by

Simply foregrounding the more primitive aspects of their cultures.
: i

n
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In 1958 Geoffrey Axworthy,who was the driving force behind
the dramatic activities at Ibadan was,looking'for plays other than

European revivals to produce at the new Theatre Arts, met Soyinka

~

in England and the latter offered him the manuecripts of The Lion and

the Jewel and The Swamp Dwellers, two plays written during SOyidka'sl

stay in England. . The two:plays were eventually presented'arhlbadén,

directed by Geoffrey Axworthy himself and ken_Post, at the Arts

- . 9 . s .
. Theatre in February 1959, First, students' reception was enthusias-

tic. Soyinka's example "was a challenge ‘to write their own playe

for Wole, Soylnka had done his first two years of undergraduate work

at UCI (University College of Ibadan)." The following year the
stpdents "picked up the  gauntlet flung down by Wole Soyigka's plays

of the previous, year.' It was then that they "turned tzj\aining halls

of the various halls of residence into.''theatres" and presented three

. plays by the members of the Club as after dinner entertalnment " in

March 1960 %8 Sbcondly,-Soylnka s plays were accepted instantaneously

as "Afc;can plays";for, instanée, in a review published in Black

. Gecpheus, No. é;LNovember, 1959, a certain Sangadore Akanji writes:

The first performance of two African plays at
University College Ibadan was really an important
event in the literary history of West Africa.
West Africans have produced quite a few novelists
$0 far, and a large number of poets, but all
attempts at sérious drawe, even in the French
o territories. have been nather immature. There

. has evolved in recent years a tradition of
musical plays mostly in the wvernmacular, some of
them extremely valuable, but there had not been
aany drama in the Western sense at all. Now here
at last is a young West Afrlcan dramatist of
promise, .

Even though these two first plays had been written while thejauthor

was in Engraqs,,yet the psychzc states af the commumnities represented
in these plays are deliberately located in Nigeria and specifically,

wrthxn Yoruba culture.



Furthermore, the ideatthat the:first "two African plays"
written b§ Soyinka constituted "drams in the Western sense' was
echoed by reviewers and crikics alike, who found a bond between the
two plays and those of the writers of the Irish Dramatic Movement.

For instance, Gerald Moore thinks that The Swamp Dwellers is the

"least substantial of Soyinka's plays" because it "exhibits a sur-

face prose realism'...which, however, "extends beyond its apparent
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theme of rural decay. The immediste impression is of a play of gloomy

peasant realism." Moore then suggests that: -

It is perhaps the characterization of the‘Blind-Beggar
which makes this play vaguely reminiscent of J.M. Synge's
rural comedies. In Synge's The Shadow of the Glen, an
unknown Tramp likewise erupts upon the lonely lives of
Dan and Nora Burke as night is falling. .And The Well

of the ‘Saints actually offers us a Blind Beggar (also

a sacred figure in Yeatsian mythology) in the person of
Martin Doul, who finally rejects the gift of sight and
pursues his own proud and separate way.

In addition to similarities caused by the use of folklore and local
prototypes, Moore finds affinities in Sovinka's use of language..-

It is natural that the example of Synge should have

- appealed to another poet seeking to bring into drama-
tic literature in English the life of an alien people
whose culture, Ianguage, fundamental values and
rhythm of life differ radically from those predom-
inant in English drama itself since 1660.101

Even so the similarities are not only occasioned by coincidence, they

are actually willed. He thinks:

And like Synge before him, Soyinka is already striving
forzan arrangement of Emglish which, whilst compre-
hensible to all users of that tongue, will continually

suggest another’ language, another world of sounds,
lying beyond it.102 .-

Gerald Moore's conclusions cited abdwe hint at three main
areas which are at the core of my own inquiry: the recognition of
and the use of folk and mythical prototype, the intentional devia-

tion from standard English language forms and usages; the perpetua-

tion of a world view that is radically antithetical to the colonial



wprld view. "-Professor Mahood, another early critic of the plays says
that:

The Swamp Dwellers was written when he was still a
student at lLeeds University, and savours a little

of the Honours School of English; the influence of
Synge and other Anglo~Irish dramatists is strong but.
-2l1l who saw it on its first African performance at
Ibadan in 1959, were struck by the maturity and:
sophistication that 151ace§7 Soyinka far ahead of
diamstists like Henshaw and Edyang, 103

As it turns out-most critics acquainted with the plays of
Soyinka agree with Professor Mahood that the attraction of the Irish
drama;ists has been peripheral to the ;rowth of Nigerian drama. More
80 because in the 1950's aspiring writers -like Soyinka and Clark were
still students in their formative days; and lastly, the expansion of
theatre facilities in Nigerias have witnessed remarkable developments,

the objection can be at interest in the idea of a literary

drama with models in the™Tfish drama has waned. Actually scholars
acquainted with the plays of Clark and Soyinka tend to support the view
which relegates the affinities between Irish and African playwrights

to undergraduate exercises. Martin Banpam notes in a letter to me dated
28 November 1974 that "tﬂere are some similarities of feeling between
the early plays of”ﬁble Soyinka and some of the plays of the Irish
Theatre," and he concludes,"”in a sense I would go for Lady Gregory
before Synge, if I had tq.“loa Simiarly in her conclusion, Professor

Mahood feels that the influence of the Irish dramatists shows only in

the early plays of Soyinka: "The Swamp Dwellers" she says "Savouwrs a

little of the Honours School of English."lo5 But it has been shown by
persons who have been-acquainted with their development that the discovery
of the Irish dramatists made a much greater impact on the development of
these two Nigerian dfamatists than has been hitherto recognized and
that its impact extended beyond their early student experiments,

Let us begin the discussion of the implication of these

conclusions with respect to the development of Clark and Soyinka by
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examining other opinions made by those who witnessed the first pro-

ductions at Ibadsn ‘of Clark's Song of a Goat and Soyinka's two plays,

\ _
The Lion and the Jewel and The Swamp Dwellers, Clark's Song of a Goat,

written immediateleéfter leaving the University, was launched by

the Mbari Club of Ibadan in 1961. In a review of the Ibadan production,
one gpviewer, Robert G. Armstrong, notes that itl“is a relief to find

a Nigerian work which is not in large part a resaction to the European
world."lo6 Similarly reviewers of So&inka's first two plays produced
at Ibadan all wished to account for the originality and objectivity
of‘the plays. 1In a xeview article entitled "Three Views of the
'Swamp-Dweller';” e of the reviewers, Professor Mahood, suggested

that

-

Plays of this lineage are not about particular
_characters performing particular actions in a
particular time and place; they are about some
emotional experience of great weight, and their
character, setting, plot and language are the

modes of expression of that experience. Their )
validity is not to be tested by 'realism'--their

» resemblence [;Ié? to people, places, events and

speech in everyday life -- but by their power to .
evoke that central experience which is the plav's
theme.

Professor Mahood's definition can be applied with justification to
Clark's pla;%, but also of greater significance for this discussion
is the clarification which she further makes: she argues that even”
though plays "of this lineage" may be given African settings they
‘are "written for an audience reared on Yeats and Synge." 'Yeats

and Synge," she adds, "have helped us to a mew insight into the poetic

drama. Derivative as it is, The Swamp-Dwellers [sic] is in a sound
tradition, and must be viewed in relation to that tradition and to
yet older poetic plays, many of them, like it, in prose."lo8 Even
though the original idea of beginning careers as playwrights found
expression in "literary and derivative' formg, what Clark calls "our

current exercises and experiments," the practice of these authors ‘?\\

points to the contrary attitude of first, desiring to place their
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careers in step with Nigerian and contemporary African history, and
second, wanting to transcend the merely literary aspects of the ,drama,
what Clark terms "overall speech and plot or lack.of it.'" Clark
suggests that an important way of obtaining coincidence with his

society is to wed the "ancient constant;"log of African traditional
theatrical idioms, rituals, music, dance, mime, drum, linguistic
resources like imagery and the various traditional poetic forms, to

wed these with the contemporary literary style. Like Yéaﬁs, Clark
believes that the writer must bring his knowledge of a foreign literary
tradition to bear on the resources of his own folklore. As Clark notes
in the passage already cited above, "Yeats observed this to be true,
. seeing in every Irish beauty a potential Helen fﬁll‘of havoe to the
race."llo Like Yeats, Clark also discovers in the folklore of hig

own people women who 'were victims of brief tragedy and in wild
passion."ll The disc0véry of valid correspondences in the folk

culture of "peoplesseparated by vast distances and time”112 gives

to each separate culture its authenticity.

Badically, the adoption and perpetuation of the "Yeatsian"

attitude to folklore by Clark and Soyinka resulted, as we shall see,

in the revival of the tragic and .comic and satiric spirit in the drama:
myth, legend, and history provided material for the revival of the tragic
spirit in the drama, and the contemporary social situation offered ample
opportunities for the comic and satiric ﬁemperament to thrive. Actually,
already exlstlng in African folklore were the rhetorical devices of:.
humour, wlt word play, fantasy, a sense of the grotesque and the macabre
which the comic and satiric temperament could iharmess for the pur-

poses of social criticism., It can be argued whth justification that

the return to their African background -- a living folklore and a

living speech -- was an asset to Clark and Wole Soyinka, one which
invigorated their drama. The question of influence is actually one’

of method and manner of treatment of tﬁe inherited material, As-

piring writers like Clark seek inspiration from older traditions like
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the Irish which happen also to possess approximate conditions.

I have already noted the importance for the.development‘
of CIark and Soylnka, of the presence of the Arts Theatre at Ibadan
and the enthusiasm of Geoffrey Axworthy and Martin Banham in starting
a popular theatre. Their experiments evolved into a p0pdlar
theatre, a kind of travelling theatre described by Martin Banham in
the passage quoted above. 1In fact, Geoffrey Axworthy himself re-
ports that the Arts Theatre has been '"the most active and influ-
‘ential ir Nigeria. The existenee of this theatre, with all its
defects, in a large University, given even a little organization,f
he said,."was almost bound to produce an outburst of dramatic
activity."ll3 But the very fact that the Arts Theatre at Ibadan
was going "folksy" became a cause for alarm to the literary play-
wrights like Clark and Soyinka. It is true that as young aspiring
writers Clark and Soyinka benefitted in more than one aspect from
the enthusizsm generated by Axworthy at the Arts Theatre for 2 theatre
of relevance, but the two ngerlan playwrlghts started and defended

a literary drama. Soyinka deplores the situation in the following

words:

What one must regret is the atmosphere of
sterility and truly pathetic pPreciosity that

it seems to breed. For it must mever be for-
gotten that the opera was written for a certain
society; recreatlng that society in Ibadan,
causing 'an opera expectation' in attltudes

is sheer retardation.

Thus, in spite of Axworthy's good intentions in hoping "that a live
Nigerian theatre might one day come into being"115 from Ibaéan
literary playwrlghts like Soyinka and Clark sought 1n5p1r;tion from
other models. When Soyinka formed The 1960 Masks he "SOught dellber-
ately to initiate a new drama which would utlllze the resources of the

English language but would draw its emotional sustenance not from

abroad, but from the continuing cultural tradltlon of his own N

116 n
country,” //' .
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"Soyinka's discovery of the potentialities of Yoruba folk
-material and the use he could make of these existing idioms of the
traditional African theatre and linguistic resources began with

The Swamp Dwellers and The Lion and the Jewel, two plays written

inmediately after he graduated from the University. Soyinka has also
persistently defended am Afriean me taphysical Gmﬁti-Manichean) world
view distinct from the European.(Manichean) world view, Like hhe
Irish writers at the beginning of the century Soyinka's theory of
the literary drama is based on two premises: the literary drama is
written for a special limited audience, but the drama takes its power
from the emotions, feelings, and patterns of thought of the Yoruba
. people. qup.thOugh he began his career in a cosmopolitan social
order he tends, at least in theory, to recognize and defend values
pertaining to a social order that is different from the cosmopolitan
one.

Sdmilarly, Clark's development in the three plays, Song of

a Goat, The Masquerade, and The Raft, shows a strong attachment to

the sensé of place. From the start, then, he also recognized the
importaqce of representing the life of characteristie Ijaw communi-
ties in his plays.

Even though in practice Clark and Soyinka demonstrate an
awareness of the need for a wider context for their works,in theory

.

they are prone to emphasize the retreat into folklore as a basic
tenet of their own literary aspigations. To a large extent, there-
fore, the "neo-Tarzanist" leech has been nourished by the writers
themselves. 1In his essay, "Aspects of Nigerian Drama,' Clark demon-
strates. . convingingly the relationship exlstlng between contemporary
literary tradition and the traditional African idioms of the folk

theatre, He concludes that the roots of ngerlan drama go beyond

the University of Ibadan, they lie "deep in the past of the race."ll_7

.7
/"
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Similarly, in his essay, "The Fourth Stage," Soyinka listens
: 118 '
to the 'voice that bids us return to our own sources." In an inter-
view in Seattle he acknowledged that the first step he took as a

writer was a "complete immersion" in his "traditional world view and
values of social cohesion.”119 These assertions Zoncerning the play--
wrights return to his sources raise a number of issues, some of
which the playwrights themselves have made an attempt to tackieé.
These issues concern the writer's attitude to his .sources and-«bring
us to the major concern also of the present study: similarities
in circumstances existing in the Ireland of Yeats and in the Africa
of Soyinka. The questions with which Clark and Soyinka were confronted
are similar to those which Yeats and his Irish friends tackled; whether
Afnican subjects could provide, independeﬁtly of Eurbpean myths aﬁa.
legends, materiaf fb; & tragic drama. There was existing in African
villages sufficient evidence of masquerades, rituals, festivals,
-masques, and trick plays, which tended to enforce ir the minds of
critics that African dramatists had necessarily to use these idioms
of traditional African theatre.

Clark and Soyinka had first to recoghize the existence of
these traditional idioms, and secondly they were also obliged to
define and clarify their own relaﬁiénship as ;iierary dramatists to
the inherited material. Clafk, for instance, maintains that his ,
pPlays derive their inspiration from the pa;tiqular cultﬁrél'exper- ,f///f
ience of a characteristic people; secondly, hg sets out to defend
the aesthetic value of the plays; insisting that the aesthetic value
of his drama transcends ethnic experience. During Clark's stay at

Princeton University in 1962 he objected that an entirely "black

production' of Song of a Goat ignores the fact that the play expresses
2 basic human experience. Ar important aspect of Clark's theory,
then, is the strong belief in the universalism of folk culture.

I have pointed oupﬂphat'Yéats,'Synge, ané Lady Gregory were

faced with a similar problem of trying to disuade writers from
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reproducing ghg-ﬁiéturesque ethnic buffoon known as the stage Irish-
man. C}ark and Wole Soyiﬁka were faced with a similar task: to
replace the image of the "native" in Eur0pean literature by intro-
ducing in the place of "the native,'" a variety of types.
'J.P. Clark, for‘instance, argues that the comic stage
African was the creation of European éantasistsiand a continuation
of the European representation of the "native' in tﬁeir literature
and drama. Clark criticisesd the language assigned to Joyce Cary's
Mister Johnson, app;0v;s of the lévels of language which Chinua
Achebe assigns to the characters in his novels.120 He also criti-
cises adversely modern English drama for ‘having lost its driving‘
force and retreated not into folklore but into éhe "kitchen sink."
Implicitly, kitchen sink drama compares unfavourably with his own
drama which he argues is founded‘én "ﬁragic‘fassion as the Greeks
kneénlt, and as oﬁly primitive people today, like Garcia Lorca's"
and his, 'may know it.ﬁlgl
Clark's way of.rétfieving the distorted image of the African
;fdrms part of a generaljﬁrogram 6f~returning to his sources; an
orientation very similar to the préctice of the Irish playwrights.

Clark says:

...before the poet begins playing ang role in
Nigerian society...he has to recognize himself.
He has to"find himself really, within his society
first, before he knows what role it is really he
is playing; because in the search for imagés, in
the search for the most apposite expression you
often find you are going back to your people,
which means you are going back to your roots, 122

Not only did Clark and Soyinka employ linguistic resources
and literary material of African folklore in .their drama, they
actually sought to identify and immerse themselves in the experience

of characteristic African peoples -- Ijaw and Yoruba wotlds. In

Soyinka's latest play, Death and the King's Horseman (1975), Elesin

is made to say, "if I lose my way/The trailing gord will bring me to

b |
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my roots." Again in anéther passage he says, "Pleasure palls/Qur

acts should have meaning,"lzé that is in the context of the peoﬁle.
Clark's plays are all se ~in the créeks and all deal with the lives
of what he calls "ordina l Ijaw persons'."124 Clark shows no particular

awareness of the lives of peoples 11v1ng Outsade of Ijaw country.

Simllarly, Soyimka's career takes its inspiration from the Yoruba

way of life; the myths, legends, folktales, proverbs, riddles, praise
poems, and Trituals used by these dramatists are not ”natibnal” ones:
instead one hears of Ijaw and éoruba myths, folktales, masquerades
and festivals. These argume;ts are 51mllar to those made bv the
Irish dramatists half a century before, to whom the "archaistic"

motive was a fundamental aspect of their theory of the literary

<&

drama,

This brings us to an importaﬁt question, the relation of
the idea of return £o roots defenddd by the two Nigerian wrlters and
that supported by Negritude. It has generally been argued that the
phendmenon of eyltural nationalism whether Celtic or Afrlcan ‘has
always been a reaction to colonlalxsm.125 For instance, Gerald Moore
suggests that without "some understanding of [ﬁegritu@é7, at least
in its historical imporaance,kit is impossiblemto see any shape in
the poetic events of the continent over the éast twenty years."l26
This is a true observation, because, until 1957127 when Negritude

was introduced at Ibadan‘mainly through the work of Ulli Beier and

Janheinz Jahn in the journal Black Orpheus, the intellectual climate

at Ibadan was not as'exciting and stimulating as it was after 1957.
Negritude, the literary ideological movement , the basic tsgégs of
whichewere decolonization and the defense of what Senghor calls the
sum total of "African cultural valu»sas;'l28 was 2 movement working
towards achieving gilobal black consciousness.

' In 1958, in an editorial in The Horn, Clark described
Negritude "as a most compendious word" which "srands for...that new

burning consciousness of a common race and culture that blackmen in

(



America, the West Indies, and Africa are beginning to feel towards
one anocher."129 Clark was impressed, however, by the '"basic concept”
and took it as a point of departure, apprbving of the whole idea of
a2 racial consciousness; but beyond this he knew little or nothing of
its programs.

What, therefore, is the relationship between Negritude, scome
.of whose tenets happen to be the defense of African cultural values,
andtbhe form of intellectual nationalism upheld by Clark and Soyinka?
First, more significant than ﬁaving their plays merely larded with
traditional idioms of African folklore was the fact that Clark and
Sovinka also sought a new social ofder,_a community whose concepts,
ideas are antithetical to the ones obtaining in the cosmopolitan
world and its extension into the pseudo-intellectual social order ;f
middle class nationalist culture. Secondly, the coming into gpe
intéllectual scene of Ibadan by Negritude was an important évent,
especially because the c¢laims it made tested and further stimulated:

the theories of Clark and Soyinka on Afirican literary drama. Thirdly,

Negritude poetry -- it produced no drama -- was preoccupied with

_problems of cultural alienmatiom, racial identity and decolonizaflon,

to the extent that its entire program became a mere antithesis to
European cultural values.

:In reality the movement for racial identity, the rejection
of the colonial sense of Beauty, and the formulation of an African

aesthetics began in the United States of America with the writers

of the Harlem Renaissance in the twenties and the thirties,

W.E.B. DuBois, Langston Hughes, Claude Maekay, and other contempor -

aries. In 1966 Langston Hughes (1902-1967) recalls that "Léoppld

. Sédar Senghor of Seregal and Aimé Cesaire of Martinique, the great

poets of néérigude, while still studdnts at the Sorbonne, had read the
1

Harlem poets z2nd felt a bond between themselves and ug'; 30 but the

word Negritude was coined in France. Generally speaking, the younger

writers like Soyinka and Clark approved of a racial awvareness,

-
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Later in his career when he had familiarized himself with
the ténets of Negritude, Clark made his own position succinctly
clear. Negritude was he séid a global movement which sought ﬁo
awaken in. all Af;icans a sense of the self, or as Senghor says it,
"Clest que l:homme noire aporte.“l3l But Clark, in total agreement
with the poet Abioseh Nicol of SierrE‘Leone, argued that there was
no such beast as Africa. Africa is & concept/Fashioned'in our
minds, each to each,/To hide our separate fears."132 However, to

sound less grandioloquent, the real Africa is a

fantastic variety of ethnic groupidngs of peoples,
‘rribes or clans ' as these are called, with all .
their different languages, their social systems,
their customs and conventions of religiém, their
practice of art, and allethat sum total of activi-
ties which members of each group have and share im
common from birth till death, identifying them
from others however closely'related. There are
hundreds of such human groups, each perhaps as
distinet from the other as the Slavs are from the
Latin or the Germanic peoples. 133

Basically it means that the recognition‘of the African
cultural matrix affects the way Clark selects and organiaes his
material to the extent that Clark is inclined to have foregrounded
images and linguistic resources characteristic of the life of rural

" communities. It 1is also understood by Clark that folklore presupposes
the existence of a real homogenous community like his own which
possessés a hoﬁqgenous social vision, The environment which Clark
identifies to be culturally relevant for his worE, like that identi-
fied by Synge and Lady Gregory, is a rural one inhabited by
"seasants,

Generally speaking, Wole Soyinka also recognizes the his-
tgzzbal\i??ortance of Negritude but.he feels that as a literary
ideology, ‘the movement was' bopn by events such as decolonization,.
but when independence was achieved Negritude was ;o longer relevant.

He writes:
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. The vision of Negritude should never be under-" =
estimated of belittled...The concept of a

socio-racial direction governed a whole . literary . ~
ideology and gave it its choice of mode pf - = : -
expression and thematic emphasis. 134 . .

- »

Thg.result was that,

Both for Africans on the mother-continent and -
for the black societies of the diasporsa,
Negrltude provided both a .life- -line. along
which the dissociated individual could be
pulled back to the source of his matrical
essence, and offered a prospect for the

. comimg-into-being of new black_social.entities.135

Beyond this concession Soyinka expressed opposite Wiews tolwhat he
calls "negative contradictory definitions"lBs'made by the writers of
the Negritude persuasion. I shall outline below only those "negative
contradictory definitions" made by the-Negfitude writers which con-
cern the presént study. At the presént point of the discussion it

is egsential to understand that Negpitude writers were regarded as
writers whose attitude to Af:icéﬁ/éggyces was inclined to. be romantic.
On this particular issue Soyinka as rather hard on Negritude's
idé;lization of the Afriean‘ﬁast. He warned his contemporary writers
against the dominant attitude of Negritude, the idealization of the
African past: 'the African Renaissance,' he says, "is not the easy
refuge in literary nationalism, which. anyway, is self-indulgence

. 137
and no substitute for art.™

As T shall show in Chapter Two these distinctions are im-
portant here. It is essential to observe that the reaction of
Soyinka to the school of criticism that idealizes or tries to limit
the landscape of the African dramatist to an entirely ethnic aesthe-
tics or rural environment has accordingly, been negative., Soyinka,
therefore, aetects the trend in modern African literary criticism
which delimits the "Afriéaﬁﬁﬁoetic landscape" to:

a2 landscaepe of elephants, beggars, calabashes,
serpents, pumpkins, baskets, town criers, iron
bells, slit drums, iron masks, hares, snakes, -
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squirrels,...a landscape portrayed with native _
eyes to which aeroplanes naturally appear as ) T
iron birds; a landscape in which the animals )
behave as they might behave in African folk-. ..
lore, of animals presented through native ’
African eyes. ..

‘Soyinka argues that while the African dramatlsts recognlze the valldlty

of the fantasists that "pumpkins, baskets, iron bells, etc. are part

of the poetic landscape of the African, we are saying history also
is. That the dialectics of event and communication...does develop

also into other expressions of integrated familiarity before too

139 - - .
long." Furthermore, Soyinka says that because the fantasists or

‘"neo-Tarzanists," fzil to consider the wider.context within which the

contemporary writer operates, the "nmeo-Tarzanist" 'sthool of criticism

4 TR
gives us an illusionary "aesthetic matrix,' called the African tra-

ditional cultural matrix. In general, '"neo-Tarzanism'" tends to ignore
; g ? - b4 L)

' Soyinka argues, that the work of art is a 'wilfol entity'.possessing
y _

4 .
a ”self-valiﬁé;ing'existence.“ What is required of the '"meo-Tarzanist"
\ - R

. e . 140 | . .
poetics "of limited sansibllitles" is the recognition of the in-
.‘

tentional element anolved in the actual process of selectlon and’

N

organization ofla work of art.’ Elsewhere in another text Soylnka asks:

To recommend, on the one hand, that the embattled
ZEfr1caﬁ7gen;}al or.the liberation fighter seek-the most u
sophisticated weaponry from Eurcope, America. or

China, while, n\the other, that the poet. totally

expunge from hls‘QHnSCLOusness all knowledge of a

foreign tradition in hfs own craft, is an absurdlty.lal

‘ -

Therefore, in order\;hat the writers can keep their art in -

step with contemporary Afniggg/gzgzgf§, Soyinka suggests and aétually
believes in a dynamic conception of culture. 'Qike Synge, Soyinka
argues that the’ﬁfriqan w?i;er need not ‘seek a particular level of
society, all that is required of him is the recogniEiOn of "the more
profound aspects of an African cultural ::ua.tr:::.;\c:"]':C'L2 Soyinka urges"

the artist to seek the ever present réality, and like J,M, Synge,

seeks the'"'fundamental realities of life which are-never fantastic,

—
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are neither modern nor unmodern w143 E .

, Soyinka s criticism of "neo-Tarzanism," "eghnic purxsm and

-

the "aesthetics of llmlted sensibilities" underlines his conception
of what it takes an artist to be able to return to his roots. Soyinka's

own assertions cited above with regarq to the artistds response to the

-

p&ll of the umbilical cord raise a number of questions, which Soyinka

also tackles! In the essay on "Aesthetic Illusions" cited above

Soyinka says that, '
e

What/concerns us above all is not the failtwee
’,/or success of individual exploratxcns of

deeper experience but misguided generalisatious

that seek to restrict the right of such explor-

ations and the (by nature) complexttransm1551ons

of the poet's findings. 144

..In theory Clgrk and Soyinka .seek to discqveé in language a wéy of 4
. pufting into practice théir'"explorafions of deeper experience';
Clark's essay, 'The Legacy of Caliban' started as a personal search
y for the kind of language spgkén by tt;e African and other 'Savage'
characters in English.l$5 First Clark believes veéy strongly that
language can be an effective tool of exploring the knowledge and wis-
dom that informs the world of his own peq?le. He writes:
Language...p;OVides—;Le best index-to.:a people's
culture, that totality of activity they learn and

share together within the area of thezr settlement
throughout their lifetime. 146

The problem with European uriters who happened to introduce "native"
characters inte their work is that they were. unaware of this baszc
fact that language forms an organic part of a people s lore; hence

- these Eurogean writers extracted Africams out of their social orders

and instead imposed them on the European social class structure.

*Clark says: X
. ' ...the African or native character in English
= ' literaturé.has posed the English writer a
. . Peculiar problem. How does he fit into the -
*aég © structure of a society where class and education

", determine a man's manner of speech and by

implication the level of his mind as well as
the limits which his ambition may vault:l47
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Therefore, to discover the right level &f laﬁguage spoken by the African
is to reverse the cultural points of refergnﬁe which had hitherto beem
imposed upon the African characters; and the 'mative" can be rehabili-
tated by simply taking him back into the wisdom of his society; a
society whose points of reference are taken from within the society
itselfl _ .

Also, Clark's whole theor% and practice is a revulsion agaiast
the cbntemporary néturalistic style in the drama; his main preoccupation
is with the problems of ianguage and the possibilities of rewbrking

s

lingﬁistic aspects of traditional African drama into the literary drama. ;__' ;
) The fundamental question for Clark as a user of the English
language, is how to communicate with his people who happen to speak
neither English‘ﬁor its variants like the West African Pidgin English.
‘Clark B;gan as a poet and wanted to bring poetry (through theatre) to
Lhe people. He believes.vefy strongly that a transformation of the

nature envisaged by him can be possible where the poetic dramatist

ni

wegds the "ancient constants" of African drama’ like music, dance, song,
and mime to the idioms-of the literary drama. The infusion of tradi-

tional African theatrical idiéms into the contemporary drama therefore
narrows the gap separating the ﬁﬁrely litérary rama from the folk
theatre; and Clark finﬁs a superabundance of trj;;:;;;}l forms in

his own society.' Cla;k's solution to the problexm of language there-
fore is poetic, and it will be shown that even though 8lark's drama
conforms in gene%al to the drama of Synge and Lady Gregory, quite
unliike them, Clark's choice of a2 level of language which would re- .
flect the deeper thoughts of his Ijaw people does not entail deviation
.into the use of naturalistic devices like dialect, nor even into the
West Affican pidgin English. As a sapirist and humourist, Cl#rk
obtains hif effects by a conscious exploitation of rhetorical cate-
gories like pré%erbs, fables, allusion, parody, wit, Qord play and

by exploiting the beliefs and attitudes of rurai communities; like

Synge, Yeats, and Lady Gregory, the reality of contemporary urban
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life ﬁoes not feature in his work. Since he works primarily in
.archaic mo&es.—- diction, proverbs, narratives -- dialect speech
like pidgin English which is actually an urban dialect is rarely
‘employed by him. However, like Yeats, Clark obtains his own effect
by 'simply foregrounding of natural images and other inner resources
of language. .

I have pointed out that-Soyinka's conception of culture is
dynamic, and as would be expected the social order recognized by him
is mofe comprehensive than might have been expected from a writer
whose goal is the retrieving of the image of the race. For instance,
Soyinka's choice and use of language is.agéin_determined‘by the assump-
tion that Yoruba sociéty_is not static; hence he concludes that to
an artist who recognizes the dynamic nature of society language is
a "mere tool of expression.Y The responsibilities are then passed
unto the writer who acts as the "visionary of his people,-and recog-
nizes "past and present not for the purposegof enshrinement But for
the logical-creative glimpse aéz statement of the ideal futuré. He

14
anticipates,and he warns." 8 The strong belief that the 'development

by the ironical artist of a "historical sense" offers the writer un-

e

limited ways of relating to society forms a basic tenet of Soyinka's
theory and actually influences his practice. For instance, Soyinka
believes tike Yeats that the modern artistic consciousness is capable
of recalling the "candle of the past" in a way to illuminate the
present. .Like Yeats, Soyinka uses myth in an interpretive way to
obtain flashback effects in his drama. 1In his essay, "The Failure

of the Writer in Africa," Soyinka calis fbr_an "urgent release from
the fascination of the past' by stating that:

the past exists, the real African consciousness
establishes this ~-- the past exists now, this .
moment, it is coeﬁistent in ﬁresenE awareness, \\\\\

It clarifies the present and explains the future,

but it is not a fleshpot for escapist indulgence,

and it is vitally dependent on the sensibilit

that recalls it.?t
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Two things are-evident from Soyinka's conclysions: the "sensibility
that recalls' the past is the artistic onernd by implication it stamds
outside the main force of political natio }liSm. Therefore, the
evolveﬁént of a histofical imagination wiEZﬁs'the gap separating the
aspir;ti;ns of the cultural nationalist from the political nationalist.
'éecondly, the aréist becog&s one of the mythic archetypes becausé he
refuses to be tied down to one level of society; iﬁ‘a way that his
individual consciousness forms part of the timeless mythic collective
consciousness of the race. It shoﬁld therefore,. not be surprising
that the culture conflict theme, a current mode of expression among
the less sophisticated Nigerian contemporaries of-Clark and Soyinka
like Henshaw, is recognizably absent in the plays of Clark and Soyinka.
-The development of the ﬁistoricél imagination directly leads
to the adoption of & circtlar vision of history; the latter has bro—
found effects on the technique of the dramatists, I have already
mentioned the use of flashback, but more significant for the theatri-
cality of Soyinka's plays is the practice of evoking mthical arche-
types, the adoption of a dystopian vision of.hisﬁory. And the
awareness that a future ntopian society is not possible forms the
basis of Soyinka's tragic-drama and also of his comedies, and satires.
In the preceding discussion I have shown that the practice
among critics of dividing African drama between traditional content
and modern form persistently raises a number of issues concerning
the. nature af African drama. 1T ﬁave also suggested that in their
theories and practices writers try to wed the traditional. forms with
modern idioms; and in the process of returning to their sources the '
African piaywrights adopt methoas adumbrated by Yeats and his con-
temporaries of the Irish Dramatic Movement., In dofag so I have,
however, emphasized the responsibility the dramatist asserts to
himself and to his play, that is to say, the element of selection
and organization, which is an important criterion for differentiating

sociology from the drama. From the moment it is understood that

selection is an important rule of creative organizatioan, it will

ey
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become almost unavoidable for the critic and writer aiike to establish
the criteria used by.the'drgmatist'to berable to render certain
éharacters, words, expressions, figures and images more pronOunced
than others; that is before theICri;ic'can elugidate what Professor
Eldred Jones finds to be a main characteristic df-Woie Soyinka's
style, "thg conpléxity of organization and of language that distine
guishes -literature from mere Qriting."lso |

" Again we are confronted with a crucial sttuétion which-not
-only demands from us a reconsideration of our notion of African
creative writing but which also questions existing assumptions con-
cerning the relationéhip between African subject matter and a8 European
language., If a éreative work, to quote Soyinka, is a "wilful entity"
possessing a "self-validating existence," we ought therefore to take
into consideration glso'the intentionality invelved in the entire
process of producing the structure; an arrangement which is not only
a form but also content. Unless, therefore, one were ﬁb presume that
the work'can be examined as an aggregate of subject matters, the
content of the quk cannot be separated from the language without
doing the work a disservice.
‘ Professor Ezekiel Mphahlele has stated accurately that the
"use of European languages is the only reason there is for us to
concéive of African literature as a coherent body of writing that
permits collective responses, cross-cultural evaluations and intel-
ligible'dialogue about such res?onses.”lSl Let us, however, examine
the implications of the preceding concern with language and organiza-
tion for the thoughts -and methods of Clark and Soyinka. I believe
that questions raised with regard to the ultimate desthetic value
of African literary drama, those issues that affect criticism direct-
ly, are in having to relate the drama to the linguistic tradition
to which it belongs; in our case, the English language. This argu-

ment is based on the premise that poetic foregrounding, "the aesthetical-

ly intentional distortion of linguistic components of the work," serves

3
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the dual purpose of cultural assertion and §0mmunication. Since'
"foregrounding of a component imﬁlies precisely" its beiné\placed in
thelforegronnd"ls2 the retreat into folklore énd language byV;he Irish .
and African playwrights was not an end in itself; eventually the drama
produced by these writers must be judged less by its content alone

but also by its ultimate aesthetic value. Therefore, Clark and

Soyinka would agree with-Yeats that "One can onl§ reach out to the
universe.with a gloved hand -- that gdove is one's nation, the only
thing one knows even a litéle of."153 This reaching out is acﬁieved
through the revival of two traditions which are already implicit in

the ﬁolkl&res of their individual cultural backgrounds: the tragic dyth,

and the comic 'and satiric spirit.



Chapter 2

Escaping the Nightmare of History: The Cultural Context

In the préceding-sectioﬁ of the present. study Ihhave shown N
that in response to a crisis of 1dent1ty Irish and African playwrzghts
retreated physically and intellectually into their individual tradl-
tional cultural backgrounds. However, retreat is used ‘in this context

of embracing the whole idea of a return to sources. Similarly, folk-

lore is used to signify a body of material constituting a basis and

the mEaning of thg_"poPulérW culture of a community. Throughout.tﬁe

study I have relied on Ralph Steel Boggs's defﬁﬁition of ﬁhe material

of folklore: | .

As a body of material, folklore is the loée, erudition,
knowledge, or teaching; of a folk, large social unit,
-kindred group, tribe, race, or nation, primitive or
civilized, throughout its history. It is the whole
body of traditional culture, or conventional modes of
human thought and action.

There are three main types of éolklore which I have isolated,
for the purpose of this discussion, from the main body of the materials
of folklore: the literary material =- legends, myths, folktales, and
traditional poetry; lihguistic material --diale;t speech, inner re-
sources of language.like imagery, prowerbs, gestures, and riddles;
theatrical idioms --music, customs, art, crafts, magic, cures,
prophecies, witchecraft and other beliefs. The main body of the theory
and practice of the Irish and African dramatists is focused on their
having €o cwottk in- archaic modes” implicit {n.the .literary, linguistic, -
and -theatrical matertals of félklore (Appendix A). = -

Generally speaking, critics agree that Irish and African
drama has been inspired by nationalism, buténot many of them have
been able to ascertain the -basis on which a drama founded on Irish
and African folklore should necessarily be national.2 I shall show
in discussing the rélation of the Irish and African drama in relation

to cultural history that the development and the defense of their

- 53
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literary ideals uére based on one prem{sé: a-living folklore is a
reflection of the "self-apprehendéd“ world of their own people; hence
the drama is naéional:because it has been Produced, in Soyinka's
-words, "in the cohtext of primal systemé of apprehensions of

the race.“3 In this chapter I hope to show that the basis and
meaning of nationalism in the Irish and African drama must be sought
in the dramatists' attitude to folk culture. A persistent search to
identify with and exploit "archaic' modes of thought and attitudes
pertaining to a social order whose cultural and intellectual points
of reference differ radically from those popularly accepted in
cosmopolitan society-focms a major characteristic of the playwrights
under discussion. Therefore, viewed as a literary ideology, nmation-
alism may not explain adequately or even clarify the nature of the
 return to sources undertgken by the Irish and African playwrights.
As Wole Soyinka says:

...the new ideologue has never stopped to consider
whether or not the universal verities of his new
doctrine are already contained in, or can be
elicited from the world-view and soc:al structures
of his own people.

What Soyinka terms "social structures" are those aspects of a people’s
. - "

lore which identify the particular group from another. 1In the pas-

sage already cited above Clark also deflnes the lore of a people as .

"all that sum total of activities which members of each group have

and share in common from birth till death, identifying them from

-

others however closely related. = In Ireland the bellef that a
writer's work must have a background gave Yéats and his contemporarxes
the "gifts" of "contact with a living folklore and thus with myth;
contact with a living folk-speech.“6 These ideas are also implicit

in Clark’'s th0ught. He says: ''to observe in art what does not exist
in real life would be, unless one is creating fantasy, to break the
other canon of verisimilitude which demands that thére shall be no

. 7 _
falsication of the facts, social ar -otherwise." A basic tenet of the

<.
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"theory and practice of Clark and Soyinké, then, is that their drama
takes its power from the social "concepts" of individualized Afrié&n‘
cormunities, in Clark's case, rural communities.

Turning éo the example of Ireland, we find a similar con-
viction demonstrated by a tendency, in the writers, to place their
work in the context of the life and ﬁistory.of‘the race. For in-
stance, Yeats talks about the writers "who see all things reflected
in their souls, which are from the parent fountain of their race,
instead of filling their work with the circumstances of a'life whigh
is dominated by England."8 Therefore, when thosgpghly assimilated,
a2 racial consciousness clarifies‘thg/wfiter's vision, as Stephen
Dedalus says, "This race and thig/éountry produced me," so "I shall
express myself as IAam."9 We <dre made to agree with these writers
that the artist can attain universal recognition by simply immersing

himself in a process which Yéats calls "that experimental digging

10 . ’
in the deep pit of themselves." Simidrly, J.M. Synge thinks that

there can be no originality until writers thave learmed to place‘theif‘
work in the context of "the characteristic\of a particular (;%me)

and locality and the life that is in it:."I'l \Finally, in Niger%a,
Clark maintains.that "before the poet begins playing any role in
Nigerian society he has to recognize himself. He has to find him-"
self really wiéhin his society; because in the search for the most
apposite expression you often find you are going back to your roots."%
Both in‘Ireland and in Nigeria, the method of tufning to sources and
the manner of re-enaﬁcing it, cohere. To the Irish and African drama-
tists nationalism is, indirectly, a matter of the writer's attitude

to his sources. The central concern is whether the writer interprets
existing materials of folkiore with points of reference culled from

an alien intellectual tradition, or whether he irmmerses himself in

the collective consciousness of his race in a way that that c?n-

sciousness informs his idealism and actually clarifies his viéion'

of the future society. My observation is that in theory and practice

.
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Clark and Soyinka adopt an attitude to their African roots similar
to the one adopted by Yeats, Synge, and Lady Gregory in relation to
thgir Irish sources. )

Yet it has been suggested by Frank "O'Comnor that "national-
ism alonecoould never have created"13 the Irish national theatre.
In fact, Maire O'Neill, one of the Abbey Theatre actresses,also
pointed out that

...1f the Abbey Theatre had remained subordinate
to nationalism, political as well as cultural, it
might never have achieved the success it did. It
had to stand outside the nationalistic movement
in order to make its mark in the theatre world,l%

An extreme example of the critics who think that Yeats and his com-

panions were a-political is Malcolm Brown in his The Politics of

Irish Literature. Malcolm Brown maintains that in spite of the

claims which Yeats makes concerning Irish nationalism, "Ireland's
colonial condition, the root fact of Irish history, was represented
in the verses of Ireland's natiomal poet by an almost total blank.”l5
Finally, Frank O'Connor in the texg.cited above notes that it needed
a phiiosophy common to Yeats, Synge, and Lady Gregory "that every-
thing must be created sanew to send a man back from Paris to London
to work out his destiny in a provineial tow‘n."16 These viewpoints
;ill need to be considered.

Yeats, Synge, and Lady Gregory believed that they were
nationalists and working for the interest of Ireland. For instance,
Yeats thought that nationalism is a condition in which each writer
is born, one which informs and shapes his thoughts. 1In 1889, com-
menting on the writing of a contemporary, T.W. Rolleston, Yeats. says:

/
I wish he would devote his imagination to.some /

national purpose. Cosmopolitan literature is,
-at best, but a poor bubble, though a big one.
Creative work has always a fatherland.}l’

Yeats believed that all."literature and all art is national."l8 Such

strong beliefs about the importance of the life in a particular place
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for the créative writer also found expression in one of the early
essays in which he saw the nation as a basic experience of every
important writer, He says:

To the greater poets everything they see has its

relation to the national life, and through that '
to the universal and divine life: nothing is an

isolated artistic moment; there isa:unity every-

where; everything fulfills a purpose that is not

its own,....But to this universalism, this seeing of

unity everywhere, you can only atgain through what

is near you, your nation, or, if vou be mno traveller,

your village and the cobwebs on your walls.1?

A fundamental character of the protest against cosmopolitan drama,
-or _what Synge terms the "intellectual modern drama,” is the Irish

writer's willingness to turn away from the social reality of Dublin

and instead seek what Yeats calls "this universalism, this seéing
of unity everywhere' in an archaic enviromment --peasant or heroic.
~
<
Their Irish background placed-them in.direct centact with.a!living

folk culture. For example, the duopolizatidn of Irish cultural history ~

between the celebrated "beggar-man" and the "noble." Yeaﬁszhiﬁ

sisted that while it is trwethat contemporary history forms par- &,
the material of modern drama, folklore also is. Consequently, a
national literature, he says, is '"the work of writers who are moulded
by influences that are moulding their country, and who write out of
so deep a life that they are accepted there in the_end.”20 As we
shall see, two main streams of cultural History meet in the Ireland
of the 1890's: political and nationalist Ireland, and romantic
Ireland. The fact that in his theories Yeats emphasises the deeper
_life.of the artist places the task of unifying these mainstreams

of Irish cultural history upon the shoulders of artists. In pra;tice;
it meant evolving a method that would bring the past and present
together | and  so "unify; these two areas of racial experience. A
central é%ncern,of the writers of the Irish Dramatic Movement was to
revive ancient modes of expression and ancient beliefs. The program

-

entailed reviﬁing archaic subjects, exploiting beliefs and attitudes h

. <



of archaic societies and working iﬁ archaic.modes-- living speech.
ﬁétionalism in the theatre presupposes two assumptions,

the recognition of the nation by writers, and the quest for intel-

lectual freedom from the dominant literary modes and conventions.

21
Hence, Yeats's personal conviction that all "literature is national

made him argue further that all literature '"is always personal,Jf\

always one man's vision of the world, one man's experience." Con-
tinuity was sought in two ways: reviving traditional modes of
expression and defending the traditional role of the artist in
ancient society. Yeats protests bitterly against the lack of that
intellectual freedom without which 'there can be no aggemmant"23 in
Dublin. And in 1892 he asks, "Can we not unite literature to the
greét passion of patriotism and ennoble both r.hereby?"24 The pre-
ceding utterances demonstrate that #n spite of Irish politics,
religion, and the land, Yeats knew that a national'movement that
can include the most different minds"25 should be able to express
the different varieties of Irish national purpose. The plays of
younger contemporary dramatists-- Padriac Columm, William Boyle,
George Fitzmaurice, Leanox Robinson, T.C. Murray, and the plays of
Sean O'Casey26 in the 1920's rewveal that the iéeals g% Yeats and
his colleagues achieved coincidence with the aspirations of a large
number of yQunger writers. ’
In Ireland and in Africa, the post-Yeatsian generations
of dramatists recognized at once the similarities between their own -
aspirations and those of Yeats and his friends of the Irish Dramatic
Movement: first, in the search for what Clark calls thg most ap-
posite exﬁression the younger generation of writers discover their
own people, secondly, these writers begin to defend the new life of
the people, seeing in it a basis for a theory of cultural unity.
it is therefore not surprising that literary nationalism has since

-

the days of Yeats been associated with-the search for a unity of

-

-culture. The explanation is simple: folk culture is the homogenous
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'heritage of the group; turning to it by writers is a way of placing
their work in thé context of the worldvview of their own people.
Historically, therefore, literary nationalism has had little to do
with what Professor O'Driscoll aptly calls "the féshionaﬁle and
narrowly nai:ionalistic"z7 moveyéngé; instead it‘has, as its basic
tenet, the unity of cultura;’éxperience. In faet, doctrinaire
politics tends to serve as Sbject of attack by theSe writers. 1In
Ireland, certain eveafs, examined below, gave feats and his friends
of the ligérary moveﬁent the opportunity of seekitg to remew belief k
in things Irish. I have alfeady mentioned that Irish cultural
history was, in the 1890's at least, dominated by Ewé main streams
of thoughts: the political and the romantic. These trends spring
from sources that will need to be considered. ) ) e
Scholars sympathetic with the viéion-of Ireland-crdated by
W.B. Yeats have tended to popularize what Yeats calls cultural and

2
intellectual nationalism § as opposed to popular nationalism. Robert

O™Driscoll™thikiks, in Theatre andd Nationalism in 20th-Centurv Ireland

that two''eveypts, one literary and one historical, lie behind the
development of a cultural nationalism in nineteenth=-century Ireland,"
The first 6ne was '"'the bublicatfon in the eafly 1960's of James
Macpherson's 'translations of what he claimed were authent%c poems of

Ossian'!; the other was the "féunding in 1791 of the United Irish )
Society" which proposed to abolish "all religious distinctions" and:Ir
to unite all "Irishmen 'agains§ the unjust influence of Great Bfitqin'."z
These two events, accordiﬁé to.Professor 0'Driscoii, culminated in

the work of Samuel Fergyson in the 1830s.and also in the activities

of Thomas Davis during the 1840's. He says:

Samuel Fergusen, who advocated that a national literature
would not only be the means of realising the cultural
destiny which he considered rightfully Ireland's,but
would also provide a link betwmeen people of diverse
convictions: it would minimise and ultimately remove
antipathies between Orange and Green, Protestant and
Catholic, aristocrat and peasant....What Yeats calls
"intellectual nationalism," then, has its beginnings

in Ferguson.30 : bl

o
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- In the\:ggo;s when the literary theatre was founded the'deﬁth

of Parnell created a vaccuum in the minds of writers, igtelleatuais,

and politicians alike. The Church no longer exercised total moral
- .

command over popular Catholic Ireland and the political leadership

was either in disarray or paralysed by events following the death of

Parnell. Creative writers were forced to take upon themselves the.

duties which hitherto had been the sole responsibility of the priests

and politicians. 1In 1892 Yeats says:

Amidst the clash of party against party we havettried

to put forward a ndtionality that is above party, and B
amid the oncoming roar of a general election we have
tried to assert those everlasting principles of love

of truth and love of country that speak to men in
solitude and in the silence of the nighe.31t

( TN

\

Henceforth, *but still proclaiming his superiority as an
artist, Yeats developed an image of political nationalist Ireland
which has been accepted by most Yeats . scholars. The politics of
Ireland were represented as "mere anarchy'" or even "vain frenzy'!;32
in Dublinm,*

The best lack ali conviction, while the worst-

Are full of passionate intensity.
In the perspectives of Yéats s studies nationalist Dublin is repre-
sented as a place where "there’ can be no agreement."izg Yeats says:

Without intellectual freedom there can be no-agreement
and in Natiomalist Dublin there was not -- indeed there
still is not_. any society where a man is heard by the
ears...in its ‘stead opinicns crushes and rends, all is
hatred and bitterness: wheel biting upon wheel, a roar
of steel or irom tackle, a mill of argument grindimg
all things down to medioérity.34

}ﬁost critics and Yeats . scholars have been so familiarized with
rhetorical outbursts such as "A terrible beauty'is born "'; "maybe a
breath of politic words/Has withered our Rose Tree!; or "am old
bellows full of angry wind," “a drunken vaingilorious 1ogt"; "01d
iron, old boﬁes,lold rags,-that raving slut,' and "Was there another

5 + »
Troy for her to burn®; 3 that they tend to overlook the sense of

At ‘
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V;\ouperiority whioh the poet assumes and theTfurther consideration ghat
~these rhetorical utterances'ore issuing-from-the pen of a poet who
knew the city and the people he was sati‘r_:'.zing and mocking.‘:“'_.I.t ca’be
argued-that by deliberately exploittng the rhetorgcal.idiooghof his
Sobiety, W.B. Yeats is a satirist of oonsidorable power and'oersuasion.
"Even W. B Yeats," says Vivian Mercler "has h;s own special vein of
deflant Qr despairing humour w38 From the stand point of “the poet
Dublin is casually dismissed as & "Natlonallst Abstractlon W37 Not
only:zas,the social order of Dublin in need of freedom from\"intél-

-lectual hatred,''the literary cultufenof the city was also infused

Fl

with what Yeats terms.'the "stale odour of spilt poetry," spilling |
, :
over from England. . Writers and artists, Yeats insfsted needed to
turn ftom the prevaiiing litetory conventions_and to discover new
stylesiond new subjects from their Itish background. For instance,
he criticised the "poerry of cigarettes and block co ffee, of absinthe,
and theskirtfdanco:“i%imilarly, in the Englisﬂ theatre he sai onty
stage comedy ond'satire: "that superﬁf/iai“;ppeal to the nerves and to
vulgar appetltes which has made sincere drama impossible in the ordin-
ary modern thea.tre..39 On the other hand "sincere drama," the
literary dramd which delights in variety is ”1ntelléctual art, less
of tricks-and caricature. :

Since Dublin opinior®and literary taste were dominated by
the middle ciaés, a class whicﬁ represented to féatsr"an attitude
of m%pd more thoﬁtgn accident of oirghg:ﬁ} he-§aw io the tostes og
this ¢idss an extension'of co§50politan (colonial) culture. The
latter constituted a Blg threat to intellectual nationalism in two
ways: first, it was a detraction that kEpt.young aspiring writers
away frometheir soutceo -- folklore and a living speech;.secondly,
it.created.an atmosphere of_diyisivehess;‘hence.itcconstituted a
< formidable threat to qulturol unity. For.exomole, in A Vision he

describes, in a tooe Qf-o:otoot; the conditions of the 'horrible

generation that in.childhood sucked Ibsen from Archer's hygenic
6 . . .

. -
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bettle."42 On the other hand, he affirms the nature of their own
protest against what Synge terms the intellectual moddrn drama. Yeats
i ﬁrememhers that their turning away from the dominant lirerary conven-

- tions "made it possible.ifof them 7 to create a mew kind of acting,

for it gave us time to prepare and experl@ent."43 A second result

of their revolt is that their actezesses and actors ''grew but slowly
‘to skill and power betause:..they were never tempted to copy some
_ popular favourlte."aa In this way, belatedness became a virtue and
. a sourge of-strength. Theréfore,_Yeets-an& his ‘contemparéries believed
that intellectual nationalism could haraly,be expected to evolve £rom
a social order ﬁhose intellectual and literary traditioms took'their
poxnts of reference from the morphology of the cosmopolitan social -
structure. They chose instead to wmrk in "unfashionable" modes,
exploiting peasant beliefs and attitudes,’the myths and legends of
Ireland. . ‘
But Ireland was not,.accotd;ng~to the Izish dramatists, an
overbloén infant; in his writing-Yeate ?resents culture confliect to

be something which the poet also feels intensely:

Qut of Ireland have we come,
Great hatred, little room,
Maimed us at the start. ‘
Iccadry from my mother's womb
> A fanatic heart.45 . "

'
-

The choice open to Yeats was, hoﬁever not between Irish cuftability
and "England may keep falth/For all that is done and’ sald 46 he

still believed that another form of idealism could replace the natlon-.
alist abstraction of Dublin-- the renewal of belief in'the ancient
ideals of Ireland; He thee proposed that,the folk culture of the
Irish peesants, the mythological literature of ancient-Ireland,
through a lShg process of adaptation, have preserved the;national
character;‘this Irish background of a living tradition forms the only
besis on which a national literary drama can evolve.

) First the writers were to discover. their role in society;
more so because what Ehd hitherto beén regardee as. the intellegteal

- »
- -
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centre of Ireland, Dublin, was threatened by "mere amarchy,"  artisfs -
were required now more than at any other time to identify their Boles
in the society. Yeats says:.

Ireland is passing through a crisis in the life of
the mind greater than any she has known since the
rise of the Young Ireland Party... . Many are be-
ginning to recognise the right of the 1nd1v1dualm1nd
to see the world in its own way, toccherish the
thoughts which separate men from one another, and
that are the creators of distinguished life, in- _
stead of those thOughts that had made one man like

" another if they could, and have but succeeded ih
setting hysteria and 1n51ncerlty in place of
confldence and self-possessien.48

The result is that the quest for the "right of the imdividual to see

the ‘world in its oen way' asserts to itself the moral and professional
Superidrity of the artist. Inr later years he urged Irish poets to.
learn their trade, "Siﬁg‘ehaeever is Qell—made."ag In the light of
conclusions of this nature, Irish writers justify their turniné away
from the preoccupation with ideological themes by asserting that their
revolt is a protest against what Yeats calls "hysteria and insincerity'".

in the drama.

-

, . 2
At the end of the nineteenth century in Ireland, therefore,

writers like Yeats recognized that the conditions were favourable for
them to -start and defend* intellectual nationalism. As Yeats says:

The arts are, I believe, about to take upon their .
whoulders the burdens that have fallen from the
.59 shoulders of priests, and teo lead us back upon our
Journey by filling our thoughts with the essences of
thxngs and not with things. 5

We can see perhaps why Yeats explained that they wanted "intellectual
nationalism" because it was the form of "natiomalism like that of
Norway, with the 1anguage question as its lever, "5? We have also

to remember that in order to perform these newly acquired cultural
responsibilities artists also needed to return to a new social order.
First, writers were urged to recognize the existence of an Irish

cultural past; secondly, the§ were asked to distinguish between



aspects of Irish culture and those that tended to reinforce the
colonial image of Ireland; thirdly, they asserted the freedom of
thF artist; and lastly, they encouraged individual writers to place
their work in the Egatext of the morphology of Irish folk culture.
Quite literally, it meant that Irish writers were to e}icit from the
literary, linguistic, and theatrical id;oms of Irish foiklore the
"essences of things" Irish.

A Throughout his career these ideas were basic to Yeéts's
_thoughts, especially the personal conviction that the iiterary
movement was part of a new literary enthusiasm, nationalistic in
character. He began to'urge aspiring writers to add a new beauty

to the légends by bringing to bear upon them their experience of

the Iiteraturé-ogbsther cOuntr}es: the literary dramas of ancient
Greecé, Elizabethan Englaﬁd, and the French drama of the age of
Racine. These dramas had been based on a living mythology, he said,
but that mythology '"had been passing fof iong through literary miqﬁs_
without any new inflow from living traditionzgnd logéf all the
incalculable instructive and convincing quﬁlity of thé'pOpular
t:raditions.”52 Even when it happens that the examples chosen re-
veal the coentrary situatidn.§s in the case of Shakespeare, Calderon,
and Milfbn, where the writer uses the iives and legends.of other
countries, he insisted that those writers "have written out of
emotions and thoughts thgt came to¢® them because of their profound.
sympakhy with thp Iife‘aboutthemﬂﬁﬁﬁ the perspectives of these
earlier litera;y traditions, Yeats says:

- All that is greatest in that literature is based upon
legend --upon those tales which are made by no

one man, but by the nation itself through a slow
process of modification and adaptation, to express

its loves and its hates, its likes and its dislikes.- %

Yeats insisted that "instead of filling their work with

circumstances of a life which is dominated by England,"55 Irish

writers should return to "the old legends and the .folk songs snd the folk

h



traditions."

Qur opportunity in Ireland is not that our playwrights
have more talente= it is possible that they have less

than the workers in an old tradition -—but that the neces-
sity of putting a life that has not hitherto been
dramatised into their plays excludes all these types
which have had their origin in a different social

order.

Gradually, Irish writers developed interest in their ancient civiliza-

tion and older modes of thought: folklore and a living speech, legends,

_myths; the use of codes of conduct pertaining to an older aspect of

culture and making it a dominant element in the structure of the plays.
In the pfocess of moulding and perfecting national feeling, life, and
ideals, the writer stabilizes mythological herces. Yeats's .conclusions
are based on the knowledge that ''the common people wherever civiliza-
tion has not driven its plough too deep,. keep a watch over the roots of
all religion and all romance.' w8 He then reminded aspiring contemp-
orary writers liké=SYnge that a living tradition on which a national
literary dramé can draw ;té power exists in folklore. We can see

perhaps‘why Yeats insisted that

Folk-lore is at once the Bible, the Thirty-nine
Articles, and the Book of Common Prayer, and

well-nlsh all the great poets have lived by its
light.

In the end, the return to "that eternal and ancient Ireland which has
lived from old times in tender and heroic tales' can become, in the
hands of the artist, an important weapon to be employed in the batfle
for the "de-Anglicising' of Ireland. Indeed, by insisting on re-
trieving the angient and primitive aspects.of culture, intellectual
nationalism sekks to awaken in the race the feality of its popular
traditions, and by having this reality illuminate and shape the con-
temporary conscience of the réce, itsseeks to unify cultural exper-
ience.

. The peasants in the west of Ireland provided ample opportun-

ities to artists for the exemplification of their theories. Our

~e
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"movement," Yeats sais, "is a retu?n to the people," and the nation was
- identical to the peasant culture itself. Yéats.then said that a
writer 'who wishes to write with his whole mind must knead the be-
liefs and hopes, which he has made his own, with the circumstances

of his own l;fe."eq Tﬁe meaning of nationalism, therefore, is found

in the idea of the pecople, their literature, and their language. So
that anything that threatens the people and their apprehension of the
world also threatens thé vhole of national culture. Yeats writes:

Our poetry is still a poetry of the people in the
-main, for it still deals with the tales and thoughts
of the people....There is a distinct school of Irish
literature, which we must foster and protect, and its
foundation is sunk in the lggend lore of the people
and in the national history.6l

In the process of moulding and perfecting national feeling, life,
and ideals, writers stabilize mythological and legendary heroes and
heroines. As the poet asks:

What stoed in the Post 0fficé

With Pearse and Connolly?

What comes out of the mountain
Where men first shed their blood?
Who thought Cuchulain till it seemed
He stood where they had stood?%?

For the artist, at least, intellectual nationalism cén achieve céin-
cidence with popular nationalism in an iroﬁic way. The resulting drama

is as much a product of cultural history as the essence of intelleétual
culture in the way it harpesses myth, legend, and the folktale. Therefore,
the revival of traditional modes of expression -- literary, linguistic, and
theatrical -- was a central concern of the Irish Dramatic Movement®: The
point cannot be overstated that in order to be able té work in them the
principal figures of the Irish Literary Revival were in a way revolting
against existing dramatic conventions and literary modes. We should not

‘therefore be surprised to find a similar pattern evolving in Nigeria,
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In the Nigeria of the 1950's the political, social, and literary
situation is slightly different from\the conditions of the Ireland
of the 1890's although no less anxiougi Be fore 1966, the year of
Nigerian independence, Clark and Soyinka had each made a slight im-
pression on the literary world in Nigeria and abroad. But after 1960

\‘-
they .began, definitively, to formulate and put into practice their

,;DQEths on African drama, 3
' During the early phase of his literary\kﬁreer Clark, for example,
was engaged with the task of self-definition; E%S thoughts on African

literature have been collected into a single volume, The Example of

Shakespeare., At the same time he was engaged in field work in the
Ijaw area of Nigeria during which time he prepared the material for

his play, Ozidi. He recorded and transcribed the story from the

ancient Ijaw saga of Ozidi, a narrative or epic drama told in seven

63 ' . . - .
days. On the other hand, his rdsearch on the aspects of Nigerian
drama show that the "'roots of Nigeriam drama" gb ~/deep in the past of

64
the race." Clark observes that just "as the roots of European

. . -
drama go back to the Egyptian Osiris and the Greek Dionysus, so are

the origins of Nigerian drama likely to be found in the early-religious

and magical ceremonies and festivals of the peoples of this country."”

>

For example, he then concludes that the "egungun and oro of the Yoruba,

the e and masques of the Ibo, and the owu and oru water mas-
gwugrwy q > owu aru

querades of the Ijaw are dramas typical of the Nigerian national

.66
repertory.

Basically, Clﬁ%g looks at the traditional forms of African folk
drama as a rich source of material for the modern literary dramatist,

He acknowledged the fact that plays like Soyinka's Kongi's Harvest

and hiw own QOzidi "show a definite tendency towards' wedding the folk
medium of drum, song, and dance to the ;iterarprnes "Sf overall
speech and plot.”67 Like the Irish dramatists he works in archaic
modes, exploits beliefs and codes of conduct belonging to ruraltcom-

- [t

munities,
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The early 1960's are also important for the, estavllshment of
Soyinka as dramatLSt, actor, critic, novelxs;,,lecturer and contro-
ver51alxst and theoﬁhtspoken critic of Hegriﬁude. At the same
perlod he dfrected the production of plavs by . Brecht Chekhov,

J.P. Clark, and Synge. His ideas about the future of Afrlcan drama
- and literature.were ;lso formqlated chiefly between the years 1966-1967,

The essay, "The Fourth Stage! published in 1969, represents
Soyinka's "earliest effort to encapsulate fgis owrd. understandiﬁ§‘o£
T_he Afrlcaﬁ? metaphysical world and its reflectlon in Yoruba con-
temporary social psyche." 68 In "The Fourth Stage" he seeks the
origin of Yo;uba tragedy in the mysteries of the Yoruba god, Ogun,
"Ogun," he says, 'is best understood in Hellenic values as a total-

- ity of the Dionysian, Apollonian and Promethean virtues.”69 Soyinka
regards the myths and rituals of the Yoruba as a reflection of the
way his own people apprehend the umiverse; in theory, he insists
always on representing this self-apprehended world of the Yoruba

in his work. .In practice it means utilising the méterials of Yoruba
folklore. Starting from this basic position he has evolved, in theory
and practiéé; to the point of defending the freedom of the writer
from preoccupations with fashidnable themes like cultural definition
and what he calls "aggressive national consciousness'; and lastly ,
he has become a sociﬁl critic who has managed to develop. apposite
literary tools of social satire, comedy, and tragi-comedy..

It ig generally agreed that the Nigerian drama was inspired by
a fvigile“ nationalism.70 A number of factors,which I shall examine
presently, account for comclusions of this nature. Both Clatk and
Soyinka started their careers as writers at a time when many forces,
cultural and political, were at work in Africa. Omn the.African con-
timent itself, elitist ideals like Pan-Africanism, Negritude, scienti-
fic materialism, each sought to offer '"Young Africa, a prototype of

the time, the way to be a nation. In the perspectives of the cultural

and poliijcal history of Africa in the 1950)s, elitist ideologies
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were essentially optimistic ir nature. Kwame Nkrumah, for instance,
warns his compatriots in a,statement characteristic of the time that
"What other countries have taken three hundred yearé-to achieve a

once dependent territory must try to accomplish in a generation if

+it 1s to survive. Unless it 1is, as it were 'jet-propelled,’ it wiil
“lag behind and thus risk everythirng for which it has fdught."7l Even
an idéologically oriented literary movement like Negri%ude tended,
also, to measure human progress in economic terms.72 About the 1950's,
culturally and politically, therefore, African intellectuzii were op-
timistic about constitutional developments of their individual ter-
ritories. ‘Essentially, the sipuation demanded: a po;ling together of-
cultural and political energies, in order to atta;k a common enemy --
'underdevelopment. Political leaders in the so-called emerging nations
recognized the fact of existing coionfal bOund;iies, but théy were
also threatemned by large homggenous ethnic grcups,-dsfignéted tribes
by most political leaders 3EE nationalists., Ethnic consciousness or.
"tribalism' was, according to most nationalistsleaders, a big threat.

to nation-building. For example, in Soyinka's lay Kongi's Harvest,
g ] ¥ play,

Kongi, the_self—proclaiméd populist leader, absorbs the vyam festival
into his new progressive philosophy of "scientificism" but brutally
disposes of Danlola the spiritual leader of the people{castigatézg
Danlola with tags like ”reactionary relic of the kingship insti%ution."
It can be argued, without prejudic%.to the intentions of‘political
nationalists, that the elitist attitude of mind represented bj the
dialectical materialism of nationalist leaders like Kwame Nkrumah,
and even the more ambitious plam of successive cultural transformations
of Negro humanism into a higher form of humanism advocated by Negritude
were antiagonistic to the survival of folk culture:

For example, early in E960 Soyidka was commissioned to write a

play for Nigerian indepéndence. He wrote A Dance of the Forests, al-

though the play was rejected by the independence committeé. During the

"gathering of the tribes" which Soyinka recreates in the play, Demoke,

S



the carver is’bommissioned by a council to carve 2 totem in the modern
Rk .

fashion to commemorate the historic gathegin§;of the tribes. But the
event turns out to be the cause for Demoke's alienation and retreat.
The reason Demoke gives for his fligh; is ‘that "When I finished it,
the grove was,cleared 6f all the other trees, the bush was razed and
a motor road built right up to it”73 -- motor roads mre symbols of
progress. . p

When the council decided to build a motor road right up to the
grove of a Yoouba god they destroyed the religious aspect of the -
grove. Demoke flees from the sight and joins the forest spirits.
Later on’'in the play, the council cause a lorry called the Chimney
of Ereko to be driven right up to the tree itself, an act of profanity
which angers the forest beings and the ancestors -- they retreat deeper

into the forest.

0ld Man: ~ I-sent for it. For fumigation. It is the
Chimmey of Ereko.

ARporeko: The Chimney of Ereko! A-a-ah, Baba, will _yeo ™
never beliggé that you cannot get rid cf“f~
ancestors with little toys of children..."%

When- the lorry does arrive the strategy of ridding the grove of the
ancestors and other spirits is effectively dome.

A slow rumble of scattered voices” and the forest
creatures pass’through,‘from the direction of the
lorrv. coming straight down and turning right afid:
left. Thev all hold leaves to.their noses, and
grumble all the way. Some sniff in disgust, others

)
///// spit. all stop their noses, disapproving strongly

.0f the petrol fumes.75

Here, we are witnessing the split between cultural nationalism and
political nationalism. The middle class attitude of mind exemplified
by the dialectical materialism of political leaders 1ike Kwame Wgrumah
which believes strongly in the myth of progress threatens folk culture.
Soyinka's response to the materialists and their belief in nationalist
abstractions is simply this:

Social emancipation, cultural liberation, cultural
rewlution are easier but deflective approaches, for
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they all retain external reference points against
which & progression in thinking can be measured. ’®

Since art derives its power from the morphology of folklore it i;-ammore
powerful and independent tool of de-colonization and self-discovery than
tags like "social emancipation'; the choice of forms by cultural nation-
alists like dramatic literature thefi {s no accident.. The return to
fokklore, to the "primal systems of apprehension of the r:l.ac:e"-]‘7 is an
active way of retreating from what Soyinka calls "metéﬁhysical abstrac-
tions.”7 ‘

Not only hés middle class optimism been a threat to the cultural
nationalist, but additional demands have been put upon the writers by popular
nationalism , demands.which induce the writers to~éurrender their integrity
to what Soyinka describes as the "we®olithic stresses" of the time. Writers
are attractéd to admire the bombast that follows political victory ) -
and comsequently they are forced to celebrate and actually enshrine
the image of 3 nation modelled on coibﬁial_bOundaries. J.P. Clark,

. for instance, presents the position in the following words:

...the forces at work now in Africa have been for
- widely different groups to come together under one
colonjal flag and-cosmppolitan language.’?

To Soyinka, however, the enshrinement of the iﬁage of the nation reminds
him of the humiliation of his own people by imperial Europe; hence a o
recognition and identification with the people attests to the temporal

nature of the nation and affirms the cultural reality of the-people.

In the prison notes, The Man Died (1974), he grapples with the problem

E)

of allegiance and identity, but eventually casts his lat with the people.
He writes:

For the truly independent thinker it is always
easy--and often relevant--to recall the arti--. -
ficiality, the cavalier arrogance, the exploitative
motivations which went into the disposal of African -
peoples into nationalittes. One overcomes the

sense of humiliation which accompanies the recol-
lection of such a genesis by establishing his
essentialcidentity as that which goes into creating
the enticﬁ- of a people.
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And,

Partly because the human factor is the most demon-
_strable determinant, I caution myself and try
substituting peoples for nations....In moments of
grave doubts it is essential to cling to the reality
of peoples; these cannot vanish, thev have no
questionable a priori--they exist.8L

Therefore,

+»..any exercise of self-decimation selely in defence
of the 1nv101ab111ty of temporal demarcations called
nations is a mindless travesty of 1deal¥§m. Peoples -
are not temporal because they can be defined by
infinite ideas. Boundaries cannot,32
Even though Soyinka's argument tends towards the affirmation of the
old argument that Nigeria {and most African states) was the arbitrary
creacion of colonialism, these thoughts also tackle a fundamental
ilterany and intellectual questxon the drift in Afrlca towards - the

creatio; of nations based on thq morphology of European political
thought; a crend which constxtutes a threa{ééxrst, to the survival

of folk culture and secondly, to the lntellectual frqedog,of individual
writers. ] -

And since, to most political nationalists, the so-called tribe
which formed the basic unit of a homogenous foEklore was considered
a threat to nation-building, in the new-born states like Nigeria
where the groups of peoples are made of extremely large units, the
struggle between cultural nationalism and political nmationalism is
strong. Clark, for dnstance  detests tho practice of indiscriminate
M"lumping together of African peoples''; instead he argues that the
real Africa is a "fantastic thiety of ethnic grOuoings of peoples...
withtzli their different languages, their social gystems.”83 Like = °
Soyinka, Clark considers the writer's recognition of the folk culture
of his people as a basis and meaning of nationalism. Also implioiﬁ .

in the position tak)n by Clark and Soyinka is the fact that the

drift in contemporary Africa towards what Soyinka calls the "monolithic

84
stresses of the time,"  threatens folt culture and imposes a foreign
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ﬁorphology ou the African world. Eherefore, cfit%cism of fhe social
vision of political nationalism is a way of iggpfifying with an
authentic Africanssocial order. This desire to return to the roots
is reflectéd in the work of these writers as the perpetuation of
regionalism and éthnic consciousness, the adoption of archaic diction
and other archaic modes of‘expression.

In general, the developmgﬁt of literary drama in Nigeria in the
1950's has been represented as an intellectual response to decolon-
ization, and‘resulting directly from this, as part of a literary
renaissance. The renaissance aspect, whiéh is central t; it, is
evident in the insistehce-of these dramatists to revive older ways .
of ‘doing things, reviving old beliefs, old faiths =-- the whole of
their cultural heritage, what has always exis;éd. It is also agreed
that the kind of work writers wereddoing comﬁleménted that of political
nationalists. Michael Echeruo leaves us withran impression of this
kind when he says that in Nigeria at Ibadan in the fifties; "there
was géneral acceptance," of what poets did and the fpublic Tesponse
wasn't very critical at this stage. There was the widéspread approval
of whatzgéets were doing; what they were saying, éhd lots of people
at the university took part in literary discussions.“85 In féct;

Dapo Adelugba also suggests that an atmosphere of intellectual free-
dom like the one described by Professor‘Echeruo above, an intellectual
enviromment which beiieveé in "the freedom of the individuzal artist

to choose his own way, his forms and his influence from his own know-
ledge of the world','s6 prevailed at Ibadan. However, Sovinka's cafeer
as playwright, actor, founder and director of two acting companies,
The 1960 Hasks-and Thé.ﬁrispn Theatre, has clashed with the censor.
For example, in 1965 the Nigerian police'questioned kim about an
illicit broadcas; from the Ibadan radio station of the Nigerién
Broadcést;ng Corporation., He was subsequently charged with invading

the Western Regién Broadcasting Corporation and forcing them to play

a pre-recorded tape denouncing the Government's (rigged) election
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victory. Soyinka was detained; he was not released until he had gone -
on a hunger strike. The story soon became an international affair,

to the extent The New York Times, November L1, 1965 carried the story

that seven leaﬁing American Scholars -- Lillian Hellman, Alfred Kazin,
Robert Lowell, Norman Mailer, William Styron, Lionel Trilling, and
Norman Podhoretz -- had signed a petition in whichifhey appealed to
the late Nigerian Prime Minister, Abubakar Tafawa Balewa, to assure
that Mr. Soyinka, whose works had helped to bring Nigerian culture
to world attention, was wafe.

Sbyinka also spent the period 1967-1969 as a politicalppriscner,
having been incarcerated by the military Government of Nigeria for
an allegea charge. of complicity with the rebellious leader of seces-
sionist Biafra, Colonel-Qjukwu., To-Wele Soyinka, however, we must
remember, these experiences were not unexpected; he had anticipated
the movement towards totalitarianism, exactly what he calls '"aggres— -

sive national consciousmess" in the play which he wrote for Nigerian

independence, A Dance of the Forests (2960). In it, an indiﬁidual-.

istic soldier who refuses to fight a war for one of Africa's illustrious
emperors, is castrated and sold into slaQery. The visiog of history
dramatised in this play is aptly represented by a court historian in
the followiﬁg woTrds : .

War is the only consistency that past ages

afford us., It is the legacy which new nations

seek to perpetuate. Patriots are giatefur

for wars. Soldiers have never questianed

bloodshed. The cause is always the accident, <
...and war is the‘Destiny.

With respect to the iNtellectual culture iﬁ Nigeria in the 1960'5;
when Soyinka and Clark were putting their theories into practice,
some critics have noted that there was hardly any iﬁtellectual free-
dom in the Nig;ria of the iate’l950's and the early 1960's. Marianne
Fearn in a recent dissertation on modern African drama submitted to

Northwestern University (1974) says that censorship was parfially

responsible for the failure of the acting companies that Soyinka

formed: . . .
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. ;ﬁem}§§O"Maqgé'was not a professional company and

) it is reported that the fact that many of the actors

- were government g%vzl servants tended to create .
tensions <~ particularly if the material in pro-
duction was. top1ca1 or polltical in nature.33

;. 4
Similarly, K - .
' Hubert -Ogunde's name is noticeably missigg from
, [the 19641season. During the past year he had been . "
N o having censorship problems with his company in the - ‘
' - “WSstern Region. He was bBanned from appearing in
- -~ the Western.Region in early 1964; in 1965 he and his
entire company were b d from appearing anywhere
in ngerza 89 , o . . .

k Iacreasing threats to intellectual freedom encouraged writ:zé_?b;tufn

to folklore, the materlal of which prcvmded no controvers; SubJects._

-

- - *+° Secondly it gave thé'wrlters the Opportunltles of self deflnltlon

ldentlty w1th,and also of formulatlng thELI theories of the drama ‘

. 90
. * "in the context of prlmal systems of apprehensxon of theircowtd -

people. Flnally, it brought the writers directly in contact with

. ..a living tradition and they-adopted itsymodes of expression for their

- . - - -

T own plavst

)

. “ Soylnka took the first step in analy51ng the sztuatxon in his o

-~ 7 -essay, "‘h3 Terrlble Understandlng"(1968) He argued that glven the
pres drYft-towards ”the monolithic stress" the wrxter should ‘not

. direct his energies to genshrxnlng vlctory, to reaffirming his ident-
-.. ? -
\ . 1f1cat10n w;th the asplratlons of gationalism and the stabilization
a . -
.of soczety - Africad writers, he_says, must revere their intellectual

——

¢

inteérity in order that ‘they can procure and Reep some measure of

. . “ A -
A intellectual freedom. He realized. that.créative writers who possessed
dn;independent‘end strong personality could hardly be expected to S -

T work,éudcessfully in the social order created by the "ruling élitel?gl

He writesi - I , LA

~

e s 'f - “..1rratlon%} events . have so far deranged the
. : . ;Acourse-of.ba51c humen intercourse that it i R
i . lwmpossible, physzcally‘impOssible at the momént, ° ) .
‘;for the writers of the . country. even .to meet in. their : . P
T - % T own counery. 92" T . R \;-«--‘” T kN A

- - 7 ol
. . ‘ o : . ¥
e ¢ _ .. . SR ¥
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Actually Soyinka recognized very 'early in his career that there
e~ were two forms of nationalism: intellectual and political natiomalism,
the latter he called aggressiée nationalism, fostered and exploiteda

by "demagogic opportuniste- oI the mnew aégressive national conscious-
1t

ness.”" He felt that writers who submitted their creative comscious-.-

ness to the demdnds of aggreséive nationplism tended to’Eill their

work with’-themes of "cultural definitions." Here 'wa$ the beginning

of the ‘abdication of the African writer and the deception which he caused
- ‘-—..“.

by fabricating a magniﬁude of unfelt abstractions." w93 To the writers

who had not successfully liberated themselves from the social order

of middle class cuIEﬁrefthéir only theme was culture conflict and
: .

they had one type .of character, the man who had lost his identity, ’
and the type was reproduced in their writing in many shades. This'

type of writer, Soyinka fays:

-~ - .
...even tried to give society something that the .
society has never lost-=its identity. : &

But it was never considered that

the artist labours from an inbuilt, intuitive .
responsxbiéitv not only to himself but -to his
“roots. The test of the marrowness or-h:ggﬂth
of his vision, is whether he tries to- stretch
. * “accidental sttuagions. to embrace his race and
. society or the fundamen:al truths of ‘his

'Q\ community inform his vision and enable him to

\ acquire.even a prophetic insight into the )

p p evolution of that society. 5 ' ' C. .

. e - - *

In order Lo attain this historical position the individual writer

»”

.

- plnces hig 1gquidual consciousness in the context of the morphology

of thé collective consciousness of his race, and let the latter shape

his vision of the future. By'rejeeting\fhe social order created by

tne:Pid&le class inteilectual tnadition, Soyinka advocates a return

f%FO folklore, the "p;inal systems of apprehension of the race.” )
Nigerian writers, therefere,’are aware of the wideniné Enp_xhich

separates aggressive nationalism from intellectual na:ionalism their

" -

response to the crisis of cultural identity has been for them to ¢

return to the folqures of their own.peoples. -In ;heony and practice, \\

R -
- - .
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Fthe retreat into the primal culture haswmeant, to Clark and Soyinka,
drawing heav1ly on and working with the literary, linguistic, and
theatrical modes of fclE culture like mytbs legends, folktales,
proverbs, riddles, praisc poetry, music, prognostic beliefs, rituals,
primitive passions and symvéis, making these a dominaﬁt.aspectﬁof hheir
-plays; tclthe extent that both have been able to produce a verse and
'grosé drama the majoricy of eritics simply term sophisticated. -

In his éssay, "The Communication Line Between Poet and Public"
(1966),-Cfack maintains that a ''traumatic b;eak in the line of
communication occurred between his contemporary Nigerian writers

" ané their public." He noted that with the generation of Ibadan
writers, "probably as a result of changes in education and outlook,
‘poets and people no'ldnger seem = to share that vne language and
view point to life, eitheT on_the perspnal or national level."97

In the dramc one required not so much the knowledge Pf Europeapn
literature aﬂq‘the Bible, but-a knowledge of African symbolism, myths,
legends, %olktalcs; prognostic wisdom of an African people. Tor
example, mythological heroes like Ogun, Qbatala, and Sango; heroces

T of folktgleé'fike Esu and figures - emanating from folk belief like
EEEEE are all subjected to reinterpretation in the'percpectives-of

contemporary cultural history. In Clark's Song of a Goat a real goat

is sacrificed on the stage ; one r;zkéwgr of the Ibadan prcductzon'

-

complamned that “the slaughterlng of a real goat durlng the sacrifice
is a.poor ) bstltute for ‘real finesse in élrectlng The actors
get so 1nvolved in handllng all that goré that they neglect to get’
‘ the Symbollsm of the goat's head in the pot across to the audience."” n9®
) Even so, another rev1ewer saw only the pqwerful symbolism of fertility;
"the Symbollsm of the flrst :axns.. with the suggestion of the: hopefu1
fertility of spring sighificantly opposed_fo the dry tension of
ha;mattan; and the natural images ar;uéizoéethér su?%essful."gg By
having che-éc;ion of “‘his play 1aic'%n a ccral environment Clark was

able to use-an older form of symbolism as well .as’exploit the natural

' A
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imagery of the ruz&l cormunity. In this way, Clark's retreat is an
" asset to him, for he is exp101t1ng not only the landscape but equally
. important the beliefs, anxieties, and attinudes of the 1nhab1tants of
these rural communities. _
In this respect Soyinka says that "the moment African writers
and producers become very conscious of the potentialities of th;:;
idioms," they are bound to "inject novelty”" and "freshness into their

in{erpretation" of their themes and the practice "might lead to a

100 :
theatrical revolution." In A Dance of the Forests Soyinka says,

he "tried to use a lot of fites, a numbef of religious rites -- and
there's one of exorcism which jhe 7 triedyto use to inter%ret a theme
which is quité completelj-remote from the source of its particular
i'.diom.”lOl Soyinka was possibly referring to the use of-petrol fumes
by tﬁe coﬁqeﬁl td exorcise” the forest spirits from Oro's grove, dis-
cussed above.
. Clark thinks that thke practice did.ﬂot end with the early plays
~”li;;‘§;;é73?\q Goat and A Dance of the Forests; it actually persists

\

in plays writtem\yn the mid 1960's: “ibnei's Harvest by Mr. Wole

Soyinka...and my ownl Qzidi} he says, "provide concrete evidence"” for

. 102
this trend.

Thxs rev;valzst approach to the drama in ngerla Whlch entails
.\
working in. archalc modes,is new in the sense that 1t ig not an exploxt—

ation of the language of the newSpaQer and of a. conventlonal
symbolism almed at attracting the already existing popular audience
of the folk theatre %nstead the playwrights address themselves to a
literary audience a part of the society whSSe knowledge of literary
dramat1c traditions is as far-reaching as that of the ﬁlaywrlghts
themselves. Clark says. .

~+ ...the new dimenslon of achievement is perhaps not ‘
always realxzed‘§6ff1c1ently for the picture &o be
instantly v1szbé§ to a large section of an already
I limited audience. /My own 'The Imprisormmgpt of
Obatala' prOVides a notorious example about which

e

;" X ) ' L

<@
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pupils and teachers alike are constantly writing

in-to the poet for exposition! And I dare say

Mr. Soyinka's new long poem "Idanre' will be re-
garded by many as carrying a similar if not strenger. -’
dose of cdnstipation.lq3~

Though literary sophistication may not -be a virtue, all the same, it

is a cult. Thus, Clark concedes that

Difficult though 'The Imprisonment of Obatala’ may be,
it can be said without presumption that the poem

demands no more of the reader than does Mr. W.H. Auden’s
poem "Music /sic/ des Beaux Arts',104 |

Indirectly thé literary audience is being asked to assume an attitude
tﬁward folk culture similar to Ebe one adopted by the playwrights them-

" selves. In order to appreciate this kind of writing, the audieace must
return to their own sources; it is not therefore as if the return to
folklore were an exercise to be performed by the writer alone; it has ég
to become popular through familiarity. Clark says: -

Just as a knowlédge of Greek mythology and the

padnting by Brueghel is essential for anything like

a8 full appreciation of the Auden poem, so is a knowledge
of Yoruba mythology and of ghe painting by Susanne
Wenger a considerable aid to an understanding of -
‘The Imprisomment of Obatala'. 105

With the introduction of a literary style of writing informed by
literary and linguistic resources of African folklore, "gone here are
the public statements, the identification of personal problems with
the struggles and aspirations of diverse peoples just beginning then

to recognize themselves as of a corporatk: body with one country,_one

10 : :
destiny, one God." ¢ Gone also is bombast which, . i

---served on the one hand to prove Young Africa h#d
pecome the equél, if not the better, of the English-
man at his own language, and on the other it served
to confuse and befuddle the adulating mob. The
woolly-thinking nationalist had only to fire off a
string of -iswms- hnknown to the masses and they
went delirious with thunderous cheers for a hero who
was a walking book,107

In the crisis of identity in Nigé?ga, serious writers like Clark and



Soyinka chose the way of intellectual nationalism: first, the returnt'
to folklore served as a logical dimension of intellectual decoloniza-
tion, secondly, it affirmed the emergence of the artist as a powerful
moral influence who uses his work to shape the moral vision of society;

r——in\ihe latter semse writers ‘argue téat their task is to expose inter-
nal Yreachery and betrayal iﬁ order to rescue ideals from being abused
by‘nafrow~minded éolitical demagoéues. Apart from reviving and
emp;oying an archaic diction, primitive symbolism, and nature imagery,
Clark and Soyinka also revive thg tragic myth and the comic and
satiric style of writing. "

.In the perspective of the cultural history of the 1950's, Clark
and Soyinka show 2 tendency of representing conflict as an inténsely
felt experience. This Teinterpretation of history, in a way, repre-
sents a re-evaluation of thé role of the artist in it. I have pointed
out in the first part of the study that Negritude writers wé}e re-
garded by the writers,of.Ibadan as Africaﬁs who,'in returning to'their
sources, were incliggé to be romantic. Romanticism, happens, however,
to be a very broad term, but a basic premise of the theory and prac-
tice of Clark and Soyinka is the belief in a felt concept of hlstory
-- hlstory was not only a public event it was blography and auvtobios
graphy; In this way, not only ‘is tragedy caused by one's awareness
of hlS position on a global context, but the progress and distortion
of human history is also an intensely felt experience ?y individuals
working out the lives'[&szgre in a particular enviromment. Therefore,
not only is the resulting drama a reaction against the colonial world,
it is also a celebration of life. In the light of the moral role of
the writer in the stage, we can see perhaps in a few citations from
essays written in the 1960's by Soyinka, how he tackled the response
of writers to contemporar§ cultural history.

In his essay, "The Failure of the Writer in Africa"'(1967),_he
attacks "the lack of wital relevance between the literary concerns.

* of writers and the pattern of reality that has/gxgrwhelmed even the

‘ -

]
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. ,.108
writers themselves in the majority of the modern African statesf"
He says: .

In new societies which begin the seductive

experiment in authoritarianism, it has become

a familiar experience to watch society crush ‘

the writer under a load of guilt for his dare

in expressing a sensibility and an outlook

apart from, and independent of the mass direction. 109
Having thus analysed the situation he turns to the writer: "In the
movement towards chaos in modern Africa," he argues, "the writer
did not anticipate." Instead he ''was content to turn his eye back-

ward in time and prospect in archaic fields for forgotten gems which

. . l10 )
would dazzle and distract the present.” He urges that the "African

writer needs. an urgent- release from the fascination of the past...
the past exists, the real African consé¢iousness establishes this."lll
The wrong conception of time and historical visién is made.plausible N
by the wrong attitude with which the writers approached their paét.

The "historic vision! Soyinka argues, is not periodic but recreative
and it abandons nothing previous and cannot therefore be totally
restricted to a single historical event: "A historic wision," he

says, ''is of-ﬁééessity universal and any pretense to it must first
accept the démand for a total re-examination of the whole phenomenon

of humanity.”llz. N

Quite literally, in A Dance of the Forests (1980) Sovinka examines

the phenomenon of human history by leading us hundreds of yéars into

the past for us to discover the greatness of ow "Illustrious ancestors,"

a greatness encrusted by the rust of a2 million years ‘of a common
humanity. This, Soyinka says, is the basic

realization that human beings are just destruc-. -

+ tive all over the world.... I have thought about
this again and again but during the production
[of A Dance of the Forests} I find that the main
thing is my own personal conviction or observation
that human beings are simply cannibals all over the
world. so that their main preoccupation seems to

' be eating up one another.ll3

e g "
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Indeed, although A Dance of the Forests had been written for Nigerian

independence, the suthor anticipated notlvictory, triumphg'and unity

but the writer's awakening to the reality of irrational events and

the betrayal of hopes. Armed with this knowledge he warns writers

to turn away from the mass direction of public events; instead he.

urges them to turn 'inward...into the obvious symptoms of the nigg-

ling, warning, predichable present from which alone Zlieq? ﬁhe sal- -

vation of ideals."l14 To Wole Soyinka, asvﬁith W.B. Yeats and J.M.

Synge, the true artists are those writers who éonfront a2 historical

condition of "mere anarchy" by goihg "down to the root of public

events and who seek the truth with earnestness and sincerity."l15 By

insisting that the artist-is one of the Yhandful of people" who after

a revolution choose to "stand aside and question every move of the new

regime,” the artist asserts to himself a senée of ‘moral Supeglority

over 'aggressiveé nationalism."ll6
As I have already shown above in c¢ofinection .with . the conflicts

caused by contemporary cultural history in the .1950's, Soyinka con-

.

ceded that the phenomenon of cultural nationalism is a reaction to

colonialism, but he also insisted, as did the Irish writers at the

beginning of the century, that intellectual, -spiritual, and literary
decotenization ﬁﬁst begin with the indigenous artists and crifics
themselves. What all this means, to Soyinka, is that conflict and
contradiction must first be félt and resolved by the artist; until'
writers and critics have re;di5covered their own roles in the context
of the whole culture of a particular people or rdce they cannot engage,
in a fruitful manner, in the process of eliciting in myth, legend,
folktales; proverbs, fables, rituals, and in the prognostic, curative
and aesthetic wiédomT-the~QSELfrapprehéndgd universe” :of their =

own people. The situation is similar to a religious conversion where -

the writer's background puts him in direct contact with the faiths,

- beliefs, and the mores of a particular society.

A
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Soyinka says:

When all the claims to an objective synthesis

of the observed relations of object matter and
phenomena and their presentation have been pared
away, the abstraction of this process which we
wall an aesthetic, may actually inform us-of
little more than the wistful selfwlocation of

its formulators in an escapist or idealized social

order.ll7 -

For example,

A disgust with the materialist, technological and
dehumanising aspects of an existing socizal reality
such as Europe or America may, for instance, create
in a critic the need for a contrasting order of
humane creative references, leading in extremityg
to the gdoption of purely illusionary matrices....
This was the,case with Negrit-ude.uS

The greatest hezards facing the - cultural nationalist are not the actual

ocess of debunking the colonial outlook, but also and equally im-
§§¥;ant, the perpetuating of znother abstraction created in the
context of the mofﬁhQIOgy'of an alien social order. Soyinka poopéses
two approaches to the problem: the first one I have already hinted

at above is the development of a historic vision which demands that the
writer recpgnize his role in the evolution of society, and thé second
demands that the writer recognizes that the basic nature of human

society and culture is that it is never static. Evidence for a belief
Vd .
in the dynamic conception of society is provided by the adaptability

of African folklore. Soyinka writes:

-

The African world-view is not, however, as _though
by implication, static.... An attitude of éii}psophic .
/’“\g\ accommodativeness is constantly demonstrated in the
attributes accorded most African deities, attributes
hich deny the existence of impurities or "foreign

tter" in the god's digestive system.ll9

This progess of growth and adaptation extends into the practices of

(. s .
most African societies, for instance:

/

Experiences’ which, until the event, lie outside the
tribe's cognition are absorbed through the god's
_--agency and converted into yet another piece in the
social armoufy of society in its struggle for
existence or enters the lore of the tribe, 120
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The syncretic process described by Soyinka entails the "absorp-
tion of every new experience" by the folk mind. In Soyinka's own
work he demonstrates this ability to gather "multifarious experiences" ~
and‘"exploxtlﬁzithem in one extravagant...whole."lzl In more than
one way this™g philosophy of Maccommodativeness™ characteristic of folk
culture haé influenced Soyinka's style and diétinguishes his achieve-
Jpent frOm-that’gf contemporary writers like J,P. Clark. It also
accounts, partially, fof the richness of Soyinka's drama. Placed
in the context of what Soyinka calls "primal systems of apprehension
of the race," =2 his drama represents a good exaﬁple of what Yeats
refers to as an zrt that.has not been separated from the people.123

If, however, the reader agreegywith the Irish and African
dramatists that the drama is naticnal because it has been inépired
by folklore, how do we expiain the fact that a maJorltv of the folk-
tales deal mainly thh‘“quc themes? 1In fact, studies of Afrlcan
'folk drama, masquerades gnd festivals, reveal that comedy and farce

are the predominant forms. Vivian Mercier in The Irish Comic

Tzadition says that any archaizing movement is bound to beget a
comic and satirie revival. The reason is simple: "humour spriags
from folklore, magic, and myth; wit and word:play permeate folk
‘speech; satire is inseparable from the traditional prestige of the
poet; parody grows naturally out of the Gaelic ﬁbet‘s'obsessﬁén with

technique." Inffact, Mercier ‘oncludes that the comic tradition L

"is not something peripheral” to\the ideals of the Irish dramatists: /,//
"On the contrary, one may even ¢ Egp fts right to be considered the'/
central tradition" of the Irish iterary Revival; "it is the comic

and satiric aspects of the Revidal that has worn best”l‘z4 in the

plays of Synge, Lady Gregory;] Yeats, and later O'Casey. In the

chapters on Clark and Soyinka I will shoy: that their evolution: .

of a comic and satiric technlque is largely dependent upon their

attitude to folklore, Here, however, we are’ concerned Wlth the re-

a

vival of the tragic myth: whether a tragic Epirit is already

-
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implicit in Irish and African folkloié. I have already noted in
sectiﬁn one of Ehe present study thét the Irish playwrights encounter-
ed & similar problem; whether subjects .drawn from Irish folklore could
provide independently of Greek, Christian, and Eurcpean mythology and
legends, material for a tragic drama. The plays of Yeats, Synge,

and Lady Gregory proved that a tragic drama can be produced, in Soyinka's
words, "in the context of the primal systems of apprehéﬁsions of t';
race.”125 |

in Africa the situation was hard to prove. Robert Pagéard in

Littérature Negrq-Africaine, concludes that in traditional African

society tragedy does not seem to exist:

If one defines the tragic sense as-the possession

of a sorrowful consciousness of human destiny én

the part of the individual, one may doubt the
existence of tragiec art in the traditional society,

126
According to this argument what‘is'usually classified as folk drama,
folktales that antedate European penetration,is characterized by

the reproduction of a variety of comical and farcical tg‘gs. It will
be made evident below that both the Irish and African dramatists con-
sider farce to be a latecomer,¥¥hose domain is the social situation.
However, let us‘examine the, angﬁmeﬁt in the proper sequence. .

- But a writer like Senghor, for instance, sﬁégested that African
"magical practices are in fact of relatively recent origin and they
seem to me to be a.superstitious but only too human corruption. Proof
of this can be seen in the development that they have undergone in

the degenerate African socxetxes’ff America. "Ez?‘ Ixhave already shown
above that Soyinka does not think/ that dpvelgpment in folk culture,
what he aptly termed "“philosophic accommodativeness,'. has anything to
do with decadence. 1Instead he argues as does W.B. Yeats that folk
culture lives ''through a slow process of modification and adaptation;
to express its loves and its hates, its likes and its dislikes.f'l28
Yeats's cﬁgracteristic expression for folklore was 'the accumulated

2
beauty of the ages."l ?
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Therefore, the question then why folktales of certain countiéfs
do not contain tragic themes is less a matter of cultural degenerdcy
than one of apprehension and interpretation of reaiity. But in order

to make a distinction between the idea of a return to sources adum-

brated by Negritude and the concept of a return to the roots under-
taken by Clark and Soyinka I should like to quote Senghor for the
last time. In his essay, 'The African Apprehension of Reality,"
Senghor\fﬁys:

The African is as it were shut up inside his black
skin. He lives in primordial night. He does not
begin by distinguishing himself from the object,
the tree or stone, the man or animal or social
event. He does not keeputit at a distance. He

does not analyse it. Once he has come under its
influence, he takes it liké a blind manm, still
living, into his hands. He does not fix it or kill
it, He turns it over and over in his supple hands,
he fingers {t, he feels it, 130

Senghor doncludes,

The African is one of the worms created on the
Third Day...a pure sensory field. Subjectively,
at the end of his antennse,like an insect, he
discovers the Other.

By retrdating not into folk culture but into the "primordial night"
Senghor evades the question raised at the beginning of this sectiom,
why there is no evidence, as Robert Pagé&rd agks, of the "existence
of a tragic art in the traditigggl societylez
As we shall see in the ex;ﬁination of the ?lays of Clark and’
Soyinka, writings of Negritude do not ‘posit a sound basis for the
defini;ion of African tragedy; instead only in the drama of the Ibadan
writers, Clark and Soyinka, do we find a definite and fruitful effort
being made to elicit a theory of tragedy from African folklore. Clark-
and Soyinka, therefore, represent, in our African‘folg;ales,
the second-born who prevails. They took éff from the labyrinth
where their ideclogically oriented predecessors had lost their way.

For instance, Clark recognizes the importance for the ‘African writer ¥
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of the necessity of a retutn to one's sources; the latter he calls a

"erand pass}on;" but which“®ach writer must adhere to "with due respect
to his own particular portion of the continent." Cla;k places a
"'premium on differences of identity" because as he insists thé writer
returns to his own paréicular region, which he knows but not to an
idealized "primordial' world. For instance, in his critical essays
Clark emphasizes "fidelity to facts," arguing that in the process of-

W
utilizing material of folk culture the writer should not fiddle with

phenomena, for ekample, social manners, customs,'costumes, et:c:.w;3
Liké Synge, Clark's tragedies are influenced by his ability to ex-
ploit attitudes in a tural society.

Soyinka Believe§ that an important manner of ascertaining cul-
tural continuity is to revive the tragic myth. In "The Fourth Stage™
he says, ''the pers{Etent search for the meaning‘of tragedy, for a
redefinition in ‘terms of cultural or private experience is, at least,
a recognition by man of certain areas of deptﬁ experience which are
not‘satisfactorfly explained by general aesthetic theories." This
knoﬁledge that universal concepts cannot explain cultural phenomena
is the "insistent voice that bids us return to our own sources.'
Since Soyinka acknowledges ''the “depth illumination of Nietzsche's
intuition into basie universal :meulse:«;"l34 on his own definition of
Yoruba tragedy, it may be Tewarding for the interest of this discus-
sion to exémine‘Nietzséhe's ideas side by sidé those of Soyinka.

"Nietzsche's importance originates primarily from the fact that
he sought to re-establish,ironically tﬁrough his intuition of life,
some basis upon which contemporary human gplture could be reconsti-
tuted. He argued that the quality of soul that lurks beneath the
forms of Greek art was Dionygian in nature. Tragedy, he said, orig-

s A . .

inated from- the mysteries of'Didnysus; far from being an imitation of
reality, tragic art is a return to mystery. This return to the heart
of being was made possible by the recognition by man of the importance

of myth'and of the finding through "it a central means of écntinuity

s
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. : the soulsthat went into the making of the work; and since & degree

B ’ .
of suffering g involved, it came to be current after Nietzsche's
avowed declaratiomnof the "courageous acceptance of the negative"

that a people that possessed no sorrowful consciousness produced no

13
tragic art; accordingly such &™people hardly knmew itself. > Similar-

ly, a people will discover its essende. not in the spirit of romance

and opera, or in what Soyinka calls 'the univeé'&l surface culture

of courts:l36 but in the tragic spirit. Nietzsche Amphasized the

peint hat "every culture that has lost myth,has lost, by fhe_same token

’
its na;ural;‘healthy creativity. Only a horizon ringed about - -with myths
can unify a cult:ure."l37 The rebirth of a tragic spirit was closely .
bound with the urge to revive cultural myths and the aﬂxigty to find
one's roots. We have shown that myths make up part ;;.the literary
matérial of folklore; the revival of the tragic myth, therefore, is
central to any group of writers that seﬁgﬁ to revive traditional
modes of thoughts, expressions; and apprehensions. I should like
to discuss Soyinka'§ attitude to .myth in comnection with tpe revival
of the tragic spirit. Liké J.P. Clark Soyinka places a pfemium on
the human factor insisting that all phen?mena occuring in a‘pQrticular
human society should be attributed to that culture. Therefore, the
pzimary objective of an African writer engaged in the intellectual
issue of decolonization is first and foremost to recognize these
"more proféund asPecfs of an African cultu#ET-matrix n138 as Yeats
would have phrased it,'to go down to- the Toot of publlc events. 139

» The difference between African and nonL African writing is not the

preference for archaic or legendary subjects but in recognition,

s— - -

careful selection, and organization. Soyinka warns:

.o We must distinguish between works which are the
’ careful elicitation of an aesthetic matriX and
the intoxication 6f an even intelligenmt and
dedicated theoritician who, blinded by the sheer



89

i
potency of a pure, raw,-ethnic vision, proceed
- to hurl themselves Isicl over the brink of

rationality under the sheer momentum of a

positioned rhetoric. 140

Cautiously, Soyinka distinguishés between the tragic and comic
element in Yoruba traditional society. The naivete of traditional
African art, Soyinka argues, is deceptive because in most cases sur-
face sharmony may hide profound agony beneath. He then suggests

- that the artists of the grotesque masks;, a very popular item in folk

festivals, '"'take refuge in deliberately grotesque and comic atti-

tudes," with the objective to "flee the full power of cosmic \«':'.s:'Lcn'x.""m1

Similarly, the masks and comic stories of the African folktales
are only fabrications meant -to evade the stress of tragiec terror.

He says:

The grostesquerie of the terror cults misleads
the unwary into equating fabricated fears with
the exploration of the Yoruba mind into the
mystery of hHis individual will and the intima-
tions of divine suffering to which artistic man
is prone.142

in a similar way the scientific, like magical, curative, and prog-
_mostic practices, and linguistic material of folklore are no evidence
of supersitious beliefs and the.manifestatidn; of a decadent stage in
a once unified culture; instead they demonstrate the way the Yoruba
apprehend the universe. Soyinka writes:

Ifdds cycle of masonic poetry--curative, prognostic,
aesthetic and omniscient--expresses a philosophy of
optimism in its oracular’ adaptiveness and unassail-
able resolution of 2ll phenomena; the gods are accomo-
dating and embrace within their eternal presences
manifestations which are seemingly foreign or con-
tradictory. It is no wonder thefefore that the overt
optimistic nature of the total culture is the quality
attributed to the Yoruba himself, one’ which has began
[sicl to affecé his accomodation towards the modern
world, a spiritual complacency with which. he encounters
threats to his human and unique validation, 143

Therefore, "Yoruba 'classical' art is mostly an éxpression of the

=\\\\\\\\\\ Obatala resolution and humane” beneficence, utterly devoid, on the
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surfacé, of conflict and irrupt.ion."l44
. Whereas the resolution of all phenomena takes place within the
ritual ceremonies of QObatala, the Yoruba god of patient: suffering,
" tragedy is concerned with the mysterzes of Ogun, the darer and the

first traglc actor. Soyinka's Ogu *"ls_the artistlc spirit, and not

in the sentxmental sense in which gk

5, of negritude would have
NEETN o185

us concelve the negro as pure artis ptuition. Instead Yoruba

tragedy is concerned with man's intuition of a gulf separating the

‘self from an eternal essence; it entails disintegration, anguish and

"divine suffering." He writes.:

Tragedy, in Yoruba tradional drama, is the anguish

of this severance, the fragmentation of essence from
self. TIts music is the stricken cry:of man's blind
soul as he flounders in the void and crashes through

2 deep abyss of aspirituality and cosmic rejection.
Tragic music is an echo from that void; the celebrant
speaks, sings and dances in authentic archetypal images
from within the abyss. All understand and respond,

for it is the language of ‘the World.l46

Even so acting saves the tragic hero from total "destructive

despair": -

Acting is therefore a contrddiction of the tragic,
spirit, yet is is also its natural complement. To
act, the Promethean instinct of rebellion, channels
anguish into a creative purpose which releases maum
from a totally destructive despair, releasiang from
within him the most energetic, deeply combative
inventions which, without usurping the territory
of the infermal gulf, bridges them with visionary
hopes. Only the battle of the will is thus pri-
marily creative; from its spiritual stress spri

the soul's despalrlng cry which praves its
solace.... 147

Since the Yoruba comic mask‘hides thi'.s image ofpp'r'ofound agony,
Soyinka suggests that the Yoruba "harmonious %prld Z;niﬁy of imagé?,
& harmonious will which accowodafes every alien ﬁatefial or abstract -
phenomenon within its infinitely stressed sptrituality," was born only

"after the demonic test of the self-will'fl4 had taken place. He writes:
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Only one who has himself undergone the experience’

of disintegration, whose spirit has been tested and
whose psychic resources laid under stress by the

forces most inimical to individual assertiom, only

he can understand and be the force of fusion be-

tween the two contradictions. The resulting gensibility
"is also the sensibility of the artist, and he is a profound
artist only to the degree to which he coﬁprehends

and expresses this principle of destruction and re- .
creation, 149 ’

For the Yoruba to live in their harmonious world is a battle with the
self to overcome ''the raw urgent question /WhicH7 beats in the blood
of the temples, demanding, what is the will of Ogun?" And since the
“hammeriﬁg of the Yoruba will was done at Ogun's forge, any threat of
disjunction is, ag with the gods, a memory code for the resurrection

of the tragic myth."

For the Yoruba, therefore, "the first art was

the tragic art," >0 and it is implied that comic and satirie art is

a late coﬁér. The respénsibility of the éontemporary tragic dramatist

is.to recreate, 1.':I.n the context of primal systems of apprehension of

the race,”ls1 this experience of the first battle of the human will

“"through the medium of physical contemporary action, {eflecting emo~-

tions of the first active battle of the will through the abyss of

dissolution.”ls? He can do so by selecting modes of‘expression and

themes from folklore and by employing linguistic and literary material

of folklore ~- myth, legend, ﬁusic, danguage, poetry, proverbs, etc.,

and by relating them to the "most concrete experience of that commupity.”153
W.B. Yeats says that Synge 'was no mere realist. In his comedies

there is the eternal battle -- he is a tragi-comedian.... The tragedian -

finds that something in his own soul.:-- the comedian finds it in the

world. All comedy is satire., Satire is essentially battle.”154 Yeats

might have added, rebellion, and revoltibut it is important that he

made the distinction between the fact that tragic battle is-cosmic while

comic battle is fought in the context of a human society. Comedy is

the art produced by artists who possessstrong personalities; fragedy is

.an art that compels man to renew belief in the omnidirectional vastness
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of the cosmos. Tragedy is, as Yeats says, ''self-knowledge after
155 .
human defeat."

P -

1 have shown that the drama of Clark atd Soyinka began as a

reaction against the psychology of colonialism, and that this reaction

. 1s manifested in their theories as an intellectual attitude which

seeks to place the drama in the context of an African social order.

In doing so they hope to demonstrate, as did Yeats and his contempor -
aries in Ireland at the beginning of the century, that a drama in-
spired by the folkloré of their own people -- for instance, folktales,
legends, myths, traditional poetry -- can ."approach, in contemporary
relevance and ;.;'.gn:':ficance, that which i/-has__/ established itself on
*»Biblical and classicél foundations.”lss' Accordingly, they have sug-
gessfully revived the tragic myth and the comic tradition in African

drama. Since the present study is concerned primarily with relating

the theories and practices of Clark and Soyinka to the overall achieve-

ment of the leading playwrights of the Irish Dramatic Movement, it has
not been considered necessarv to undertake an exhaustive study of in-
dividual Irish/plays; however, whenever necessary I have shown, in a
juxtapositional manneé, the pertinent aspects of affinities. The
following analysis then concerns Primarily a selection from the plays
of Wole Soyinka and J.P. Clark in which the folk elgﬁent has been

examined with respect to its literary qualities ;pdkfunctions.
i

. - L_:



Chapter 3

Escaping the Nightmare of History: The Literary Context

In the preceding chapter,I showed that the Irish and African back-
grounds gave two advantages to their writers: th§§.were made to come in
direct touéh with the folklbrés and mythqlogies of their own people;
they also benefitted from the availability of what Yeats calls a living
speech. In the works of the Irish playwrights, the return to sources
meant exploiting the beliefs, hébits, and attitudes of rural commuﬁities
or archaic societies. ' With respect to this particular point W.B. Yeats
says that it "was the shock of new material that gave ourpplays and
players their admirable style."1

However, a closer examination of the plays of Synge and Lady
Gregory, Clark and Soyinka,revgéls that there is more to it than the
mere fact that "style is from the shock of the new material."2 in an

introductory note to his collection of poems, A Reed in the Tide, Ciark

observes that "a maﬁ not only fuses elements of both sides but he also
constitutes a new independent whole.”3 Therefore, there are two prob-
lems involved: the problems of method and manner. A dramatist's
willingness to work in archaic modes or even to exploit the beliefs of
an archaic society constitutes method; but the additional fact that

be recognizes himsélf as a "new independent whole'" is what forms his
manner. Whereas method is a playwrighthg.awakening to ""the shock of
new material," manner is the extent of personal life and feeling in-
volved in the process. Since contemporary history is 'mere anarchy;’4
the writers under discussion employ method and manner to give order to
contemporary cultural history. J.P. Clark says, "I sometimes wonder
what in my make-up is 'traditional’ and 'native', and what.'derivedl '

and 'modern’. " 5

A central concern with the Irish and African dramat¥sts is the

desire to ascertain cultural continuity; in other words, to unify cul-

tural experience. Therefore, the revival .motif, the desire to "unite .. -

93 = ;
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the old passions of the earth" with contemporary belief,is a major:

. .
aspiration of the Irish and African dramatists.

J.P. Clark's Song of a Goat is laid in an Ijaw settlement in the

delta region of the Niger River. It is the story of Zifa and his
household. Zifa is-an Ijaw fisherman and part time pilot. His wife,
Ebiere, is also an ordinary Ijaﬁ Qoman; she has a son by Zifa. Tonye,
Zifa'a brother, stays in the same compound with his elder brother and
he, too, is an éspir{hg fisherman and appromising local wrestler.
Their aunt, Orukorere, who has brought up the boys, is also a sort of
seer. When she was a girl she was chosen by the people of the sea --
water spirits -- to be their bride on account of her beauty. Because
she was loved by water spirits, these 'people of the sea™ have put a
spell on her. In the play.she has visions and hallucinations "of
houses burning”™ and of the leopard -- an apocalyptic beast .in this play
=-- devouring her goat. She says: '

I must find him, the leopard

That will devour my goat, I must

Find him. Surely his footsteps will show
Upon the mud? Surely, those claws bloody
From hunt of antelopes in the ‘forest

Will show in the sand?

It is implied in the repetition of "surely" that she has gained a di-
mension of awareness which has made her wiser than the neighbours who
merely think that the "woman may have double vision after-all."7'
Another important character in the play is the masseur. He is
an old man, crippled, and acts . as .a local family doctor, a confes-
sor and an oracle. The neighbours also form the social background of
the play; like the neighbours in Synge's and Lady Gregory's plays they
serve as a chorus in the play. To them we owe much of the past history
of the families of the main characters; especially the story of Zifa's

house.,

The central conc of the play dramatizes an event in the marriage
life of Zi;é\iEE/Eﬁggi:T Zifa and Ebiere have been married for five
~ years and Zifa has been able to father a son. But both husband and

“

S
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wife realize that because the man has lost his sexual powers, their
chances of getting more children are non existent. They know that the
society teaches that a 'guest after being fed looks up/At the sun,"8
so both husband and wife decide to wait and see, hoping that by sup-
pressing their anxiety, and by waiting, Zifa's impotence may eventually
disappé;r. Bﬁt the man forgets that Society also teaches that an
"empty house...is & thing/Of danger., If men will not live in it/Bats
Or grass will.”9 The quéstion posed by the socialvvision of society
to Zifa and his wife then is for how long can the suffering spirit
endure before providence rewards it for its patience? So while Ebiere
waits for time to bring in good fortume, Zifa keeps abpeafances, "the
-strong weep only at night,' he asserts.

One of Zifa's devicés to keep appearances is to send Ebiere ‘to
the local masseur to receive a useless Birth cure. Buring the imter-
'view with Ebiere, the masseyr discovers that in reality the patient should
be Zifa. The mgsseur, out of a sense df com;unal cbncern, resorts to

the wisdom of the society which simply states that “even leopards go
' 10

lame" and for every 'ailment in man there is /A leaf in the forest.”
Thus, knowing full well that in the wisdom-of his people, "No/Man ever
buitt a houﬁe or cleared/A piece of ground all By-himself,"l}.he suggests
to Ebiere the best solution would be for her husband to make her over

to Zifa's younger brother, Tonye; in which case if Zifa's younger brother
manages to ghtlchildfen.uith‘Ebiere, "That'll be a retying/Of knots, not
a breaking or loosening/Of them, "*2 '

- Even though Ebiere and her husband reject the masseur's proposal,
the woman becomes rgsentfulland restless. Eventually she-seducgs'the
younger man. Zifa discovers the treachery and betrayal by his own
brother and wife. Their aunt proposes a cleﬁnsing ritual. A goat is
procured but during the actual ceremony when Zifz severs the goat's
head he loses his self-possession and becomes vindictive, threatening
to kill the younger man. Tonye runs away and hangs himself, and in a

powerful dramatic irony the abused husband realizes the folly of his

;\_
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attempt to assert himself. Tonye was the only other male

member of Zifa's-family who might have continued the perpetuation.

of the family, but in destroying him, Zifa becomes the déstrofer not
of the evil doer, but of his own house. This sense of guilt forms
the basis of Zifa's tragedy. On the other haﬁd, Ebiere and Tonye are
folk characters: She'being the regular restless unfaithful wife mar-
ried to an impopent man, while Tonye is the folk hero who is us;ally
employed to subﬁtrt hierarchy. 1In this play, however, the two repre-
sent the combination of the forces of nature subwerting moral law.
The seduction scene is represented as a loss of self-comtrol and also

surrender to emotions:

Tonye: (Why, Ebiere, you are mad, so gone far
Leaves-gathering, and you are hot all
Over, oh so éhuddering, shuddering
So, you want toppull me down which is
A thing forbidden, now take that then, and that -- Oh
" my father! '

Ebiere: So I am crazed, completely gone leaves-plucking,
' And you? Aren't you shuddering too, Oh,
So shuddering inm your heat of manhood vou
Have thrown me? Now, hold me, do hold on and
. Fight, for it is a thing not forbidden!
 ICock crows beyondl 13

In a2 review of the Mbari production of Soné of a Goat, Robert G.

Armstrong notes that the play "will continue to disturb -- or move --
many people." First he suggests that it

-.-Opens a new ere in Nigerian writing, for it
deals in purely local and personal terms with
a human problem, and thereby manages to achieve
universality.l4 )

The other thing he observes about the play ds its novelty. He says:

Africans may well dislike a work of art which
forces them to face a problem that cannot be
blamed on outsiders. Europeans may well find
that a play which deals with the sexual impotence
of a father not only has unwelcome echoes at
home, but alsc destroys their cherished stereo-
type -- or dream -- of the erotically extravagent
African male.}d



On a number of occasiorg, Clark has also defended the novelty of

Song of a Goat. Zifa, Clark says is an Ijaw man who '"'loses the will

to live when he loses potency and all h0p§ of further procreation. His

surely is a tragic passion as the Greeks knew it, and as only primitive
-

: : 16 e
people today, like Garcia Lorca's and mina, may know it." Song of a Goat

not only'drématises the theme of male impotence Sut it exploits a prim-
itive passion. Hence ‘the story involves Zifa's pedigree. His father
dies a bad death, from an attack of leprosy, and was interred in an
evil grove., But Zifa hastily brought the body back home from the evil
grove, and the curse of'impotencé is believed to have originated from
this -violation of é social taboo, His failure to relate with the past
is also carried forward by his brother's death which also‘frustrates
his hopes.‘ This sense of defeat is revealed in Zifa's lament after:
the death of his Erother, Tonye :

My house, it has coflapsed
In season that is calm to others. My fathers
Built it before my time that my children
Andchheirs to come may find a roof above
.. Their heads. And now what have I done.
With it? 1In my hands it falls into a state
'0f disrepair and now is fallen, . _
Fallen. Nothing stands; I will go
And find a new place to rest. 7 (:-

Dr. Una Maclean who was at Ibadan during the early -1960's and probably

witnessed an Ibadan production of Song of a Goat concluded that Zifa'g
"house which was built upon the'sands of compromise collapses with a-
resounding thud before the assembled forces of natural law."l8 This
observation is true to a large extent; Clark mentions a curse on both
Zi¥a and his aunt but these areas are not explored in depth. He was

Te concerned with those forces that force Ebiere and Tonye to cause

the total collapse of the house. However, central to the tragedy is

he matter of Zifa's guilt, one caused by the self-knowledge that he

has™een defeated by history. The sense of guilt here is comparable

to that\felt by Cuchulain at the end of ¥eats'sOn Baille's Stand, when

in an effort 6o prove his heroism and keep an oath, he kills his own
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heir. But more specifically‘iﬁ Clark's ‘play, the knowiedge that Zifa
has been the cause of the failure and disintegration of their house,
compels him to wade inte the sea a doown himself.

"Proportion in African.tragedy,“'deinka says, r-‘:i.s governed by
an element of the unknown® in the forces of opposition or by a mis-
calculation by the tragic victim of such powers."l9 African moral
yisibn is-based Sn and explained by those events and actions that go
into establishing harmony and continuity. Soyinka writes: |

‘Morality for the Yoruba is that which creates
harmony in the cosmos,;nuireparation for
disjunction within the individual psyche canmnot
be seen .as compensation for the individual accident
to that personality. Thus goQd and evil are not
measured in terms of offences against the individual
or even the physical community, for there is know-
ledge from within the corpus of 1fa oracular wisdoms
that a rupture is often simply one aspect of the
destructive-créative unity, that offences even

. against nature may; be part of the exaction by deeper
nature from humanity of acts which alone camw open up
the deeper springs of man and bring about a constant

- * rejuwenation of the human spirit.20

Zifa's tragedy is caused by the realization that he hés been the
cause of fhe frustration of fhe destiny of the untborn by creating a
fissure in a moral foundation laid by his fathers. Viewed in the con-
text of the moral vision of the Masseur and of Zifa's éunt; the fallen
house of Zifa starts an unprecedented act of disintegration in the moéal
vision of a2 hitherto harmonious state. Zifa's failure as a man is more
painful and agonizing because it enacts the collapse of the house which _
."My fathers/Built...before my time that my children/And théirs to come
" - may find a roof above/Their heads." By destroying the present, Zifa's

action creates disunity between his past and himself and the action

also frustrates the future. -ﬁ& eﬁploying the image of the house Clar&

recreaées for us an earlier state of communal harmony, when the weak-

nesses #n nature were balanced and compensated for by rituals, morality,

in contrast to a present of treachery, betrayal, and a future of un-

certainty,



- The re levance of the theme of kinship, treachery and beﬁrayal in
the context of Clark's post-independent Nigeria is prophetic. Like
the aunt of Zifa, Orukorere, Clark peedicts with terror the chances
’ that self-interest could become a major cause for the travesty of
nationglist hopes. Like Orukorere he anticipates that iﬁ & situation
.wbere men of the same family struégle over the game thing, there can
be no victor:

The leopard, I have missed the leopard
That will despoil the prime goat of our yaxd,
Sut I do not hear the victor's cry.
Since Clark believes that drama is ''the elegant imitation of some.

—

action significant to a people...the physical representation or the

L 22
evocation of one poetic image or complex of such images,"

he knewue§aétly
the importance of the problem of fertility for his people. In Song of
a_Goat individual actions affect the fates of other members of the
community -- the living, the dead, and the unborn. Similarly the fates -
of women are made to be larger than they can actually contain ; although
Ebiere appears in the Zifa family as anroutsiéer, even so the destiny of
the race of the Zifa family is inescapably bound with her own., Accord-
ing to this formulation, men may make mistakes, to the extent of even
being sold into slavery;but the women must perpetuate the race. It
i should therefore not be psychologically untenable that Ebiere should
take it as pa;t of her responsibility to seduce the young man and get
anothér child. But in taking her fate into her hands, like Deirdre of
the sorrows, she becoég; the "firebrand suddenly flarlng up and con-
suming ¥n hetufiames. herself and.all those dear around:her.”
In.the latter sense Ebiere becomes the cause  of the destruction
of Zifa's housg, and plays-tﬁé role of the archetypal fateful woman,
in a way combining the Irish Deirdre with the Greek Belen of Troy. The
two brothers in Clark's play, like ‘the rival men in the Deirdre legend,
have been struggling over a woman, whose fate is intertwined' with their
own.” The similarities between Zifa's house and those other houses of
the heroes of the Red Bramch iin:the Irish ilegend, of Maurys's -housdnin

Synge's Riders to the Sea is apparent.” However, the social relation
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and vision informing Song .of a Goaf is specifically Ijaw. The tragedy

is caused bf a man's fear of impotence and a woman's' eagerness to pro-
duce more chi}dran. Thus Ebiere seeks to énlist her name among the
worthy and procreative matriarchs of her society, but hers s not a
passion for love but a passion fhat awakens to the cyclical rhythms

of life. This is the way the Masseur represents Ebiere:

She has waited too long already, .

Tod long in harmatban. The rains

Are here once more and the forest getting

Moist. Soon the earth will but on her green

Skirt, the wind fanning her cheaks fluyshed .
From the new dawn. Will vou let the woman

Wait still whem all the world is astir

With seed and heady from flow of sap?>®

By evoking the symbolism of nature, Clark uses the myth of fertility
- .
tpodramatise man's struggle to survive’ within the cosmie  totality of

birth, life, death, and birth. The belief that a drama can be created

by the playwright simply dedicating himself to the understanding and

interpredfng of the habits and lore of a specific region affected
Clark's style ernormously.

) Clark's orig;%i;i;y;;iike Synge's, lies in having to work in
archaic modes, especially the-ruse of dictibn and a form of speech that’
is dominated by nature imagery. The Mgsseuf represents Ebiere's
plight to Zifa in characteristic nature symbolism:

Masseur: Here, son, the woman has ﬁolﬁ nothing.

Dontt you see the enhtire grass is gone

Overlush, and with the harmattan may ‘

Catch fire though you spread over it .

Your clozk of dew?
Zifa's pretensions are represented by four words, '"¥our cloak of dew,"
the line anticipates the power of natural forces, "harmattan" and
"fire' consuming the pragmatic wisdom of human society.  Clark's
nature symbolism forces his protagonist to apprehend reality in cos-
mic terms rather than at the social level of moral law. °Like Synge

in Riders to the Sez the tragic experierce is the contemplation of-’

things vaster than the individual, Trageay in this sense deals with
- * T .

-
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cosmic conflict, with events p;rtaining to human history and destiny.
Tragic myth is a parable of life; the individual.is forced by events .

to contemplate the world in its"omnidirectional vastness." Indeed,

-

we find a similar attitude to the world in Riders to the Sea, where

- »

. hY .
man's individuality is placed in the context of all thernatural forces.

The old woman hés just heard that Bartley, the .last of her_séns,ig '

r) -

drowned:

Mauryé:[?aiz?;g her head and speaking as if she did not see the people
around her .7 They're all gone now, and there isn't anything
more. the sea can do to me...,. I'll have no call now to be up
¢rying and praying when the wind breakd frem the south, and
you can hear the surf is in the east, and the surf is in’ the
west, making a great stir with the two noises, and they
hitting one on the other. I'll have no cakl now. to be' going down
and getting Holy Water in the dark niéghts after Samhain, and I
won't care what way .the sea .is when the other women will be keenifig....

~ Bartley will have a fine coffin out of the white Boards, and a
deep grave surely..,.What more can we want than that?.....

No man at all can be living for ever, and we must be satisfied,26

I bave mentioned Z#fa's lament in Song of a Goat, the lyricism of

which compares with Maurya's. Clark and Synge exploit the habits and
attitudes of rural commun%;ies and in this way they revive primitive
tragic passions. -

Another similarity with Synge is that at the end of Song of a Goat

our sympathies go to the weaker members of the group. In a society

like that of.Song of a Goat where "custom dictates those who die child-

less/Be cast out of tﬁe cd&pany of the fruitful whose /Special grace is
interment in the township,J @ society in which-"it is the woman who is
in the wréng/Always,"27 Ebiere's seduction of Tonye -is made plausible.
Clark reverses the values; instea@ of presenting the woman as the'agent
who frdst?étif the destiny of the %Eogp, he gives us the image of ang:‘
impotent male hiding his frustrétiénﬁ in a "cloak of dew." Like Synge,
Clark's sympathies go with Ehe oppégssed; For example, the Masseur
tells Zifa: "Young man...your wife has/Beeﬁ‘faithful to the point of
folly."™ And you "keep up appearances” and finally rebukes him, ghe
has wa};%d too long:alreadyi"zs . )
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But neither Synge nor Clark are realists: they are exploiting
social concepts, attitudes of socileties that are evidentl& remote in

the perspectives of urban psychology; even though they may wokk in

" archaic social orders they believe that they are reviving primal modes

of apprehension of the race, and they make these archaic elements
‘the dominant motive in their plays (pp. 134~135 below)..

I have shown that part of theﬁtragedy of Zifa is caused by a
"sense of guilt caused by the belief that his action may frustrate
Ehe hopes of the future generation. -But his guilt is best unéerstood

in terms of the character of Cuchulain in Yeats's On Baile's Strand

who'mistakenly kills his son and heir. A similar idea that an indivi-
dual's actions willaaffect the lives of unborn generations is also

dramatized by W,B, Yeats im his The Dreaming of the Bones. Here a

personal crime becomes part of cultural history as the questioning

voice in the foilowing lines from The Dreaming of the Bomes implies:

The Memory of a crime ....
But does the penance fora passionate sin
Last for so many centuries?

A similar qﬁestion‘may be asked, with justification, about the action

of Clark's second play, The Masqﬁerade. In fact, The Masquerade demon- '

strates that Bffa's lament at the end of Song of a Goat was based on

a sound moral vision. At the end of Song of a CGoat it is reported that

the woman had a miscarriage, but The Masquerade reveals that the

supposed miscarriage of the baby she was going to bear for the Zifa

‘house had not occured. In The Masguerade, the stranger-suitor is

none other than the "Playboy," Tufa -- child of Tonye and Ebiere.

Clark had originally planned to have Song of & Goat as the beginning -

of a trilogy ofrplays. in which he hoped to dramatize ' the problem of
"the sinsfof“the-father"go.descendrng unto kis ‘children..

In his second play; The Masguerade, the woman of Song of a Goat

dies in the process of giving birth to a son and the child i4s . brought
up by an aumnt in another Ijaw settlement in the creeks. When he

grows up he goes into one other settlement where he wishes to take

-

BRI Y
.
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a wife, but when the wedding is about to take place the issue of

his dubious background is leaked out. His father-in-law to belsays
thefe can be no marriage between his daughter;and'a man whose. family
_had been cursed with sélf-destruction. The girl insists by ignoring
her father's threats and is accidentally shot by him.

In an introductory note to his collection of poems, A Reed in

- the Tide, Clark tells us that he adapted this tale about the bogus

lover who woos the beautifiyl maiden of a local community from Amos

Tutuola's The Palm-Wine Drinkard :

The "complete gentleman' of Amos Tutola's The Palm-Wine
Drinkard, a character straight out of West African
. mythology (who I admit has informed my own play The

Masquerade) set out to win the fair hand of the bride,
who refused all- other suitors, by borrowing every
single accessory to his body and stﬁnning outfit,
How was the poor innocent girl to know? Only on the
trimmphal march home, when creditors fell upon the
Bridegroom, each demanding the article he had lent,

' “did she discover her man was—a scarecrow capped with .
"a vacant skull.BL‘

"Tufa, the hero of Clark's. play, ordinarily wouldf.be ‘a

folk hero in the way in which Lakunle is in Soyinka's The Liom and

- } A B
. The Jewel, and Christy Mahon in Synge's The Plavyboy of the Western

World. But as Clark points out with réspect to the use of the materials
of folklore, '"what is leit-motiv for one kind of people in one place at
one time may not be for another grOup."32 Although Clark may believe
"people like Yéaté...who say that at bottom all people are the same,
all folklore, mythologies, spring from the same sources," he reminds
himself constantly that 'writers are born and bred aéaihstla certain
- background, a certain back-drop and therefore ﬁhey think of this and
you find this in their work"33 all the time,
In Clark's treatment of the character,interest is shifted from
the moral aspect of the tale and focused én the "element of the unknown”
or the hidden secret. The significance of its effects is judged not
from the point of view of the adult world but from the stand point of

a larger social reality whose laws confound the basic assumptions of
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the human community. - Instead .of having the community stay outside

of the action as was the case in the origipal story, Clark igtroduces
them directly into the main body of the action, especiaily the Diribi.
family. Whereas the folktale was concerned Wlth the fortune of the ™.
hereene, Clark's treatment concentrates on the . questlon of the .
destiny of the entire 11neage of D1r1b1 - past, llvlng,_and future.

In order to affect this thematlc change, the hidden secret lS used

to trigger events rather than as an end.. When thelsecret Qf. Tufa s
background is revealed the ‘movement also reversesl I have already
shown this tendency in Clark to direct our sympathy unto the deviant.
The grotesque and macahbie humour caused by the’ dlsprOportxonate‘and
almost fantastic transformation of Tutudla's.original "coﬁpiete
gentleman' into a skull-'was a joke that was'made.at'the girl's ex-
pense. But by eliminating the grotesque and macabre Clark focuses

our attention on the outcast, transforming the established society -
and its taboos into a target, the oppre551ve force. -

The first part of the play sets the scene for ‘a celebratlon of
life, an occasion during which the entire community is involved. This
movement is reversed when it is discovered that-the bridegroom is.a
man without pedigree. The young lovers are faced with the awkward ©
situation of having to prove that the bridegroom has'a clear background.

Titi, the bride says: -

All right, all right, enough about others
Of whom I kmow we are an extension. But »
Tonight tell me about yourself as man, 34

The quéstien wﬁgch the action sets out to answer is, can Tufa

.knoﬁ ﬁimself "as man" without knowing his sources, that is, the legend

ef his house? From the point of view of the community the answer is

' simply‘that.people_do not just "live om goee looks aﬁd.smart display."35@
Tufa is compédléd to know his part in the legend of his race. He seys:

I never knew my mother. In fact,

My coming was her undoing, at least

So my aunt who brought me up, pOpr woman
She died last year, told me the few
Occasions she would talk,3® -
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The moral obligation that one owes to one's past reinforeces. the moral

position taken by the Masseur in Song of a Goat. <
o el -
~ Even I, )
That am cripple ' in more ways than one, live

And hope to.some purpose for my people.3’

Accbrding to this criterion;_personality is defiﬁed as that which goes
into making a community, Titi's father, Diribi, and his wife insisc
thrbhghbut the play that their daughter's success as s woman depends
on the role she will play in_perpetuating and exﬁanding the social

group. Umoko, the bride's mother says to the bridegroom:

My daughter B _ R
' Was brought up on a sound family
Structure, the most solid in all the Delta.
Pray, what mother Bave vou
To fan her welcome, - sing her beauties?

And what father-in-law had you in store

To shower my daughter Wwith gifts that are
More than her due, the Piece of land to farm,
- Not to talk of the umbrella for wife

And grandchildren to take shelter in, 4
‘When owls beat the air?38 :

Dif}bi actually -argues that since the matter of pollution -concerns the
Diriﬁi race, he cannot.alloy any "taint" or 'bad sap"39 to flow in and
pollute the streaﬁ of their lineagé. In the eagerness to cleanse the
house, in the manner of the 01d Man in Yeatsis Purgatorz, he destroy§
his daugﬂter; describeéd to have been his "véry last who should have
_been the first.”40 “The play ends by invoking an image of frustrated

dé%tiny, as was the case in Clark's first play, Song of a Goat.

Tragedy in The Masquerade is caused by the fact that while the

young lovers are prepgred to belong to the moral world of their parents,

that is, o’ fulfill themsélves in the .context of its social vision, they

also wish to grow; but the actiggﬁ;EVeals that nature or the human
society has creatéé no campensating remedies, What is needed.then is

not a gejection of cbmmuniny but ?ﬁe creation of new devices to com- o
pensate for those things which the lore of the qocietfjhgé not yet = .

adopted, absorbed within its system, and-ﬁhich the individual abgs nbt_‘—

.
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yet have access to in the absolute moral worldoof the play. In Song of

a Goat and in The Masquerade freedomlis not an escape, and Clark sug- ’
geststhét.in the evolution of society, conflict between the laws of ///f“ﬂ“//

A nature and mad-made laws constitﬁtes a major problem. It happens /}’

that only "the young, those who have not been completely initiated into

society beébme the victims or are destroyed in the actual process of
becoming. There is therefore no way"OUt for the individual to escape
the nightmare of history.

- The psychology of The Masguerade.is informed by the contemporary.

cultural history,.espgcially the éituation in Nigeria during, the late
1950"'s and the early 1960's, When the country gained independence in.
1960 there were four regioﬁs which sponsored a federal éOvernment.
Post-Nigerian independence politics éhoﬁed that a mgn's ethnic back-
ground rather than his innate qualities gave him-power.over others.
Northerners with the largest population became the.virtual'rulers of
Nigeria; the fact that there was no way to redress the sxtuatlon ‘ex~
cept a violent revolutxon became a reality when the Nigerian Army took
over the government of the federation, after constitutional government

- had virtually failed.to be operative and effectivé; :Iq'Nigeria, as was
the case in the Ireland of Yeats, Synge, and Lady Gregdry, the drama _
evolved in the context of the "éhock of new maﬁerial" causdd by.coétem;ff
porary cultural history." . . . \

Like The Masquef:jf//plark s third play, The Raft was. written at

Prlnceton, in the Unit€d States during the 1962/63 academic session.

Even though the action of the play takes plgce in the Delta region the
whole ppirit of it is different from that obtaining ir the tw6 preceding
' pla&s. During his stay in Americaz he describes in imagery reminiscent
of The Raft the feeling Clark got on arriving at timcArena Stag® in
Washington:

I felt like one whe had been following the course of

a riveraand, just whem he is thinking it is one long

journey with no turning, suddenly he is enveloped in i
a whir%gool drawing over him all the .férce and.flow of the

stream,
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The circular imagery and vision of the play owe something to Clark's
ironic and cynica%/httitude to the America he saw while he wrote the

-

play. e -

The Raft dramatizes the plight and loss of four lumbermen employed
by a timber-gbmpany on the Niger; they take an "accursed raft" down the
NigertRiver and the action of the play begins just at a point where the
four men, Olotu, Kengide, Ogro, Ibobo, are about to arrive "on a creek
in Niger Delta,'" and they suddenly realize that they have drifted into
a whiélpool. The raft splits in the middle, the men drift apart, one
of tﬁem is chopped to death by:the propellers of a passing steamer,
and three are lost in the fog.

The impact of the play'ddpends on the language as there is simply

no action. Thromgh their talk we are made to understand that they

ractually beléng to the life on the mainland, and to the Ijaw area of

the country. At the end of the play their disappearance into the sea
seéms to have affected nobody; not even their employver who is reported
to be "wining away at Warrif“azon the mainland.

Through the evocation of images of futility Clark reveals that the
four men are victims in a sense which welhave not so far eﬁcountered

in Clark's plays: "it is/We ordimary grass and shrubs who get crushed/

As the mahoganies fall." 43 Like the ants in Soyinka's A Dance of the
Forests, they are victims to history. Before disappearing into the
coastal fog they utter the agonizing cry, "We're adrift, adrift and
lost,"  but the ¢ry reverberates into emptiness . . In actuality

the people on.the mainland did not even know that the lumbermen ever
existed, so that despite thei; disappearance into the sea, life went
on ad indifferently as it had done before;

The symbolic use of the river, whirippol, and the sea to evoke. a
sense df timelessness, while it serves to liberate the four men from
local interests, suspends time. The physical movement of tides, waves,
and of the whirlpool, leavesthem not only in a real whirlpool of no

exit but also in a moral and existential one. But, in a sense, The Raft

¥,
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is nof a realistic play. In a passage cited above I noted the distinec-
tion which Professor Mahood makes between plays like Soyinka‘s The Swamp
Dwellers and the ™poetic" playstbf the Irish Literary Revival, to which
The Raft rightly belongs. She suggested that 'Yeats and Synge...have
helped us ta a new insight into the poetic drama....Plays of this lineage
are not about particular characters pérforming'barticular actions in a
particular time and place; they are about fome emotional experience of
greﬁt weight, and their acharacters, setting, plot and language gre_the
modes of exéreséion of that experiemce." Even though these plays might
héve African settings they are written for audiences 'reared on Yeats
a;a Synge."45

Like Synge in Riders to the Sea, Clark portrays the precariousness

~of the lives of his characters as they seek a means of survival under
the most hazardous conditioms. And like Synge's riders, the knowledge.
of the sea, the movement Sf tides, of the winds, does not help Clark's
lumbermen at all. But unlike the‘cgsgiff Synge nobody remains to "keen"
Clark's lost lumbermen. In Synge's .play, the girls and Maurya are left
to represent the human coﬁmunity, but in Thé Raft the natural and the
human worlds remain indifferent to the fates of the victims. Both
playwrights reveal a similar loss of faith in conventional morality.
Ozidi (1966) represents Clark's interest in experimenting with
other forms of material, especially the use of‘a combination of literary
materials drawn from Ijaw saga iiterature. The play is based on an
Ijaw epic, the 0zidi saga, told in seven days. According to Clark's
own account thé sagas, '"half drams, half narrative' belong to the
Ynarrative or epic dramas which go on for days (seven is the magic number!)
and which, because they demand so much energy and time, are more or less
dying out tod&y.”46 Ozidi belongs to the type of plays which Clark
‘calls "ancestral or myth plays" in whick "the story derives directly
from an ancestor orifoundet myth well know??;n—tﬁe audience.” It is
to be noted that Clark's Three Plays: Song of a hoat, The Masquerade,

and The Raft were all laid in a rural environmment and the dramatist

deliberately chose to'work in 2 mode which I have called archailc, one
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which is anything but realistic and naturalistic. I shall show in.
chapter four that ﬁis aversion to naturalism is responsible for his
retreat to the use of an archaic diction; a practice radically dif-
ferent from "pioneer" or nationdlist writing whose language was culled
from newspapers, or the "ready stock of vocabulary, phrases and senti-
ment that a compiler who cared enomgh could easily have made out of
it a dictionary of poetryu'AY We shall see that Clark's return to

the living tradition of his Ijaw background has been an asset to him
and it forms a source of originality and strength., Clark says that
0zidi is

~

the story of a posthumous son brought up by a witch”

- grandmother to avenge an equally famous father killed
at war by his own compatriots to spite their idiot
king, his brother. But the hero overreaches himself
in the course of his quest for vengeance, and in a
‘grand turn of dramatic ironmy. narrowly misses his doom
at the hands of smallpox.as“

A cursory comparison of passages from the original text with the version
in the play reveals that the dramatist has followed the_driginal very
closely, actually the play is an adaptation of the or?ginai epic; it

has therefore affected Clark's characteristic concern with a controlled
and unified plot and structure in the early three ome-act plays.

He has also eﬁployed almost e;ery knownh material of folklore in
Ozidi; and when a plgy like it can be successfully p;oducéd it will
represent a real combination of the ;;Es -- music, magic, masks, mime,
wrestling;‘besides the varieties of poetic forms which the author has em-
ployed to make up the ﬁaterial of Ozidi. It is hoped that this play will
become a true and rewarding source of material for further plays; es-
pecially because of the enormous amount of material which Clark recovered

and preserved in the play.

The shoreer plays, Song of a Goat, The Masquerade, and The Raft

were dominated by a single lyric aspiration; their themes were there-
fore suited to the one-act form which requires one movement and a re-

versal., But in Qzidi, there are five major acts, with at least thirty-

.
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nine scenes; the spirit of the play is evidently epical.

Another departure in Qzidi is that whereas the shorter plays had
Béeﬁ dominated by family or domest;p conflicts, 0zidi introduces an
allégorical c0mme££ on important affairs of the state, on treachery
at the national level. The story is introduced by a narrator who
glves the play a greater feeling of the theatrical.

An ;;bect of Clark's art significantly absent in Ozidi is the fact
that the conflict does not touch on the immediate concerns of the
community. AlthOugh young‘Ozldz has inherited the“sins of his father.,
the cause for him to engage in a heroic war of revenge is not felt even
by his mother, an important person in the ﬁlav- She feels that Ozidi'é
heroic exploits are unnecq§sary and mav reduplicate the life. of the first
Ozidi. Yet Clafk s use of myth and- 1egend is less self—conscmous and
his vision of history is also less determxnlstlc,although no less pes-
sxmlstlc than Soyinka's (dzscussed below). Clark s main interests
are with moral man and the significance of his actions on the community.

In the precedzng discussion of the use of folktales legends and
myths in the plays of Clark it has been made evident that Clark empha-
sizes the customs, social Ldeals and religion and beliefs of his own
people. 1In this way Clark has kept to his word that the success of the
dramatist depends on his "special skill and immediate conditions of his
individual person and place." This position accounts partzally for the
conviction already quoted above that the African writer w13h1ng to pro-
duce a work of African experience should do so "with due respect of
course to his partichlaé portion of the continent," ¢9.

Beginning as an emphasis on the sense of place,Clark’'s drama dis-
.covers_thé driving forces inathe lives of his Ijaw country people; and
like Synge and Lady Gregory he explores the local habits, attitudes,

and -anxieties of his people and has thus been able to recreate in a

-
-

characteristic spirit the’ life of the Ijaw area of Nigeria,.
Unlike J.P, Clark, Wole Sbyinka does not obtain his effects by

emphasizing the sense of p;ace; he is primarily concerned with what he
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calls exploring ways of "placing” his work "in the context of primal

systems of apprehension of the race."?® The Lion and the Jewel repre-
sents a dramatizatign in a village community of a theme we have already

encountered in Clark's querade -- young lovers in conflict with

a stubborn andoolder world. Lakunle' the school teacher tries to con=-
vince Sidi, a village belle that if they were married she will not be made
to do what "most modest women do." For instance, she will never be

subjected to that ignoble custom of bringing "forth children by the

gross. ™51
In the number of versions of folk stories of this nature dramatized by

other Nigerian -playwrights --- Dr, Henshaw, the -folk dramatlsts and J. P, Clark
-~ emphadis is placed on one comic or tragic. idea. . But in Soyinka's play

Sidi would very much have liked the idea of marrylng the/vcung‘school

-~

A

teacher but she alsc presents to him her own 0p510ns She would prefer

-t

a marriage in which "ehild-bearing in a r..n.fe“s'2 is not scorned. - Lakuhle
must pay the bride price to her parents before any other compromises
will be made. To Sidi, marriage is neithé%Tammatter of pure love nor
an act of asserting individual freedom. It is a way of enacting.cer--

‘tain rituals which when carefully performed canr initiate the young into

the adult world.

Lakunle: Faith. Because I have faith.

Oh Sidi, vow to me your owmn undying love

And I will scorn the jibes of these bush minds
Who know mo better. Swear, Sidi,

Swear you will be my wife and I will

Stand against earth, hezven, and the nine
Hells....

S5idi: Now there you go again.
: One little thing

And you must chirrup like a cockatoo.
You talk and talk and deafen me
With words which always sound the same
And make no meaning,
I've told you, and I say it again
I shall marry you today, next week
Or any day you name .
But my bride-price must first be paid.
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Aha, now you turn away.

But I tell you, Lakunle, I must have
The full bride-price. W111 you make me
A laughing-stock? Well, do as you please. -
But Sidi will not make herself

A cheap bowl for the village spit.

Lakunle: On my head let fall their scorm,

Sidi: They will say I was no virgin -
That I was forced to sell my. shame
And marry you w1thout a price. 23
Soylnka also introduces another comic idea, the history of the
life of Sadilic-and the Bale. Sadiku slyly tells Sidi that tHe old
lion, the Bale, has lost his sexual powers and that it is she who has
killed him. When she first encounters Sidi, Sadiku represents the

-

meeting in these words: \

You have chosen a better time to scare me to death
.The hour of victory is no time for any woman to die, 2%

Sadiku is playing on the word ''death" by‘Yoruba tradition Sadiku herself
had married Okiki the father of the present Bale, thereby inheriting the
life that was still in the old man. When Okiki's sor succeeded his
father he had also married Sadiku, thereby affifming continuity.

Sadiku needs someone to take her place in order to establish a con-l
nection between.éhe Present Bale and the next generation. It so ’
happens that her haphazard choice fell on Sidi, who must sacrifice her-
self, her youth to the perpetuity of the Bale's famlly This is how

the Bale presents the case to Sidi:

The old must flow into the new, Sidi,
Not blind itself or stand foolishly
Apart. A girl like you must inherit
Miracles which age alone reveals,35

In this first extravagant comedy Soyinka's world is already fully
mapped-out; the evolution of a social vision from the lore of the
people themselves. Imported points of ‘reference, like the ones sué-
gested by the school teacher, Lakunle,are discarded and choices -.

are made in the context of the world view of the Yoruba people, Similar-

ly, Soyinka\makes the beliefs of the people the dominant ngLﬁé; they

P
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ignore the futurist tendencies in Lakunle's thoughts and instinctively
dismiss his attitude to women; especially the young ﬁoman;Sidi,whose

idea of herself as woman is juxtaposed with the notion of womanhood

/

sung by Lakunle. Since the central concern in the play is conginuity,
— o

Lakunle s Eliscarded to enable $idi to cédebrate her marriageh

B

the old Bale.

The Swamp Dwellers is set somewheré in a settlement in the swamps

of the Niger Delta; here “frogs, iﬁ and otqér noises" constantly
menace the swamp dwellers. Superficially the play represents the
lives of a "peasant'" family, one of/those inhabiting the delta, during
the most precarious period of their 1¥ves, the rainy season when the
patches of land and islands have been overrun by floods.

The scene is a hut on stilts, built on one of the oo
scattered semi-firm islands in the swamps. Two doors

on the left lead into other rooms. and the one on the
right leads outside. The walds are marsh stakes

plaited with hemp robes. The rcom is fairly Iarge, and
$s used both as the familv workshop and as the-pardéar’’
for guestEE-ﬁgbout the middle of the right 'half of the
stage is a bafﬁer's swivel chair, a very ancient one.
Cn a small tab}% against the right wall is a meagre’
row of hatfﬂfgssing equipment--a pair of clippers,.
scissors. local combs, lather basin and brush, razor--
not much else. A dirty white voluminous agbada serves
for the usual customer's sheet. 99

The house, typical of a "wvillage in the swamps' belongs to an old
"peasant" couple, Makuri and Alu, his wife.

Makyri. an old man of about sixtv, stands by the window,
llookine out. Near the downstage are the baskets he makes
from the rushes which are strewn in froot of him. -Upstage
left., his -equally aged wife, Alu, sits on_a mat, busy

at her work, unravelling the patterns in . dved 'adire'
cloths. Alu appears to suffer more than the normal
viciousness of the swamp flies. BShe has a flick by

her side which she uses frequently, velling whenever

2 bite has caught her unawares. =

Igwezu, their son, has been living in the city; there he lost his un-

faithful bride to his brother. Having failed to adjust to the life of

Il

the city, he has ddcided to return to his maternal village in the
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swamps to resume work on his farm; but on arrival in the sq&mps

learns that his crops have been destroyed by floods. .

Makq;i:
Tgwezu:

Makuri:

Igwezu:'

-
[

What happenéd in the city? : o

Ta - -

Nothing but what happens to a newcomeyr to the race.
The city reared itself in the air, and with the
strength of its legs of brads kicked the adventurer_
in the small of his batk.

Did your own_brother ride you down, Igwezu? Son
talk to meh,JWhat took place between you two?
(Igwezu is silent agaln,and % hen)

....What took place is not worth the memory...,Does it
.not suffice that in the end I said .to myself,..T

.have a place, a home, and thodgh it lies in the .
© middle of the slough, I will go back to it. And

I have a little plot of land which has rebelled
against the waste that surrounds it, and yields a
little fruit for the asking. I sowed this land
before I went away. Now is the time for harvesting,
and the cocoa-pods must be bursting with fulpess...
I eame back with hope, with consolation in my heart.
I came back with the assurance ofcone who has lived
with his land and tilled it faithfully... 38

114

To the swamp dwellers the disaster is only part of the work of the

gods;individuals like Igwezu must await their own mdment of prosperity;

"To some it comes quickly; to others a littié'more slowly.

turn will come soon,

-

R

suffering, enduring, an@ awaiting eventual v1ctory.60

‘But your own
Igwezu; it wxll come before long " 59 The phllos-

. ophy of the p peasants represents what Soyznka calls the Obatalan spirit--

L

Another folk character in the play is the priest of the serpent

of the 'swamps;

give to him and offer them to placate the serpent of the swamps.

his duties are to take the gifts which the peasants

Be -

fore leaving for the city Igwezu had given his share of the offerings

there might have been no disaster,
the sacrifices for himself insists he . gave

villagers agree with him but Igwezu thinks the priest is a pervert.

. to the Kadiye; had the ritual sacrifices been effective, Igwezu argues,

them to the serpent.

*x

The sleek and plump priest who uses* * =

The
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Soyinka's description of the priest justifieéilgwezu's plight: .

..-the Radive himself, a big, voluminous creatare of about
fiftv, smooth-faced except for little tufts of beard
around his chin. His head is shaved clean. He wears

- 2 kind of loin-cloth, white, which comés down to bélow

' his knees and a flap of which hangs over his left arm.r .

He is bare above the waist, At least half of the '

Kadive!s fingers are _ringed., He is followed bv a

servant, who brushes the flies off him with a horse -

tail flick. 61

-

Another 1mportant folk character in this play is the Beggar, blind

2nd comes from the north of the country. <

[The blind man is tall and: stralqht It is obvious
from his dress that he is a Stranger to these parts.

"He wears & long., tubular gown, white. which comes
below his calf, and a litfle skull cap. Down one ear
hangs a fai¥ly large ear-ring, and he wears a thick

" ring on one of his fingers. He has a small beard,
which, with the skull cap, accentuates the lengbhbof
his face and emphasizes its ebonv-carving nature.' His
feet are muddy above the ankles. The rest of him is
lightly wet. His bearing is of quiet dienity 7 62

These .characters are recognizable types in asy part of the local com-
‘ 3
. A Y
munities in Nigeria and elséwhere in West Africa. -

However, The Swamp Dwellers is not g reallstlc attempt to recraate
) N

the life of the peasants living in the Delta region of Nigeria (not even ’

in the poetic mannertof Clark). It is notr possible that Soyinka knew
the swamp dwellers about whom he was wrlting; hence the cosmology of
the play is Yoruba and the author probably ignored thls point when he
chose to locate ‘the action of his play in the delta reglon Whereas
the reality of VLllage life may be true, the realism is dubious. For
example, there are blind beggérs in Southern Nigeria who have migrated
from the north, bit they are an uncommon phenomenon in isolated settle-
ments where begging may be very unrewarding -- _but it is possible to find
@ considerable number of them in cities like Lagos Ibadan, and Onitsha,
where begging can be a profitable vocatlon

. In The Swamp Dwellers each character brlngs an attitude of looking

‘at the world to explain- the dlsaster Wnen the Blind man arrives Makuri

=~
-

.
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and his-wife arenforced to re-examine their attitudeé regarding human
deformity.“ They also suspect that there might be something-mystericu;
about their visitor. Makuri says‘to his visitor: ﬁ%iesséd be the
affllcted of the gods." And, "™y faith teaches me that every god
shakes a beggar by the hand and his gifts are passed inte his heart
so that every man he blesses....™3 Since the folk believe that-the
gods and ancestors are capable of assuming a number of disguigbd forms

when they visit the human community, Alu is made to wash the stranger's

feet. Hence, Makurf and his wife believe in the power of providence.

The Swamp Dwellers is not® "a play about ige Niger delta." It
must be viewed in the tradition of poetic dramas written by Yeats and
Synge. The "characters, setting, plot, and language §refthe modes of
expression of that experience. Their validity is not to be tested by
‘re§liSm' -- their resemblance to people, ﬁiﬁces, events and speech in

-

everyday life -- but by their power to evoke thatcentral experience

which is the play's theme.' 6% Indeed, early in.1960, immediately after
he returned from abroad, Soyinka participated in a dramatic reading

of The Swamp Dwellers for tﬁe media on the Nigerian Radio and Television,

he warned hzs listeners that it would be ' tle to seek a cenﬁral

charzecter OT actlon in the play. Instead he\sald This play was a
“play of mood n 65 Therefore, folk betTef is used in this play, as

Sgnge and Lady Gregory did in their own plays, to intensify and localize
the mood. The role of the bliand Beggar can best be understood in the
context of Yoruba folk belief. '

In A -Bance of the Forests, a godddisguises himself as Obaneji and

visits the human communzty. In another play, Death and the'King's

Horseman (1975) the characters believe that ''the god of luck limped
by, drenched/To the wery lice that held/His rags together.™ 86 It is

therefore believed thig gods, the ancestors, and the god of providence

can disguise themselves before they wvisit the human community.

Makuri: Well, didn't you heer what the.Kadiye said? The rains have

stopped...the floods are over. You must carry luck
with your staff.
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" Beggar: Yes, I could feel the air growing lighter, and the

clouds clearing over my head. I think the worst
of your season is over.

"Makuri: I hope so. Only once or twice in my whole lifetime

«+ have we had it so bad. 67

But “bllnded" by his bltterness against the hypocrisy and decep-
tions of ghe priest of the Serpent of the swamps, the rebellious young
mani‘lgyeéu, fails to recognize the ritual and religious significance
of tﬂezblind Beggar's visit -- the Beggar's arrival in the swamps
coincides with the recession of the floods. He then tells his host
and hostess how locusts and the droughts have been a regular threat

: . :

to the survival of people in his own hometown in Bukanji in the north,

thereby also revealing that his jdurney to the south had been in

search ofaa new life. He says, "But let there be water, because I am

sick of the dryness." But when Igwezu, the rebel son of Makuri, in-
sists that everything has been destroyed beyond restdoration, the Beggar
reassures him, "Master, it will thrive again....I am a wanderer, a .
beggar by birth and fortuggﬁ.:ial,have stood where. your soil is good
and cleaves to the toes like the clay of bricks im the mixing; but it

needs the fingers of drought whose skin is parchment,....I shall give,.

. myself to you and work the land for your good. I feel I can make it

vield in my hands like-an obedi;nt child."68 Igwezu and the Beggar have
meméries of past disasters,.faiiures, and deceptions; unlike the blind
Beggar but very much like the poet, Aleel, in Yeats's The Countess’
Cathleen, Igwezu is 8isarmed by a vision of MBture disasters. Bu; the
Beggar brings along with him a renéwal of belief in life and con-
tinuity. But before leaving the scene of action, Igwezu says: "I
must not be here when the people call for biood."69 According to Igwezu,
all events are sign posts .for future happenings; hence he anticipates
no improvement in his own situatiom, 7

Judged in the perspective-of Soyinka's belief thatr '"Morality for
the Yoruba is that whigg creates harmony in the cOSmos,"70 the Beggar’'s
vision of realiéy is animistic,\;EEE‘Ts, the mystic appre@ension of
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life which has not reduced "reality," in Soyinka's words, ‘to the
narrowest matrix of val;es." instead it is the "animist sensibility...
a deeper subsumption of the sglf into vision and experience...in
which the animist knowledge of objects of ritual*is one with the
ritualism, in which the physical has not been split from the psychic,
nor ;an the concept exist of the separation of action from poetry,
Music is not separéte from the dance, nor sound from essence.™ /L The
Beggar's consciousness of time is cyclical in nature and coineides
with the cyelic rhythms of nature. It is this belief in placing

one's self in the context of cosmic growth and decay that makes this

play's argument resemble the arguments of Synge's peasant tragi-

comedies: Riders to the Sea, The Shadow of the Glen, The Well of the

Saints, and The Tinker's Wedding. In these plays the characters ignore

all practical remedies and instead renew belief in the wisdom of earth.

The inspiration for The Swamp Dwellers is literary, and the play

can best be examined in relation to a play like Yeats's The Countess

Cathleen (1892). . Yeats's Tﬁe.00untess Cathleen is the popular Irish

folk tale of two Eastern Merchants who come to a hotel in Ireland
during a-period 5f drought and famine and do nothing but count gold.
. The news gets round to the famine-stricken country folk that'there are
some mysterious men buying souls. Many people come and sell.. Countess
Cathleen, who happens to be the soéereign of thé region, wishing to
save her tenants, Fells all except her mansion an& gives the money to
the poor. The merchants, who happen also to be agents of the devil,
steal the money.. While phis is happening, éupplies og grain which were
expectéd from the East in eight days do not arrive. Cathleen decides
to-sell'her soul and locks herself in her mansion; thrée days later
she is found dead in her room.72

The action of the play is centred on the 1life of the Shemus Rua
faﬁilymmade up'qf Shemus, Mary his wife, and Teigue their son. Yeats
was able to create a rural scene with "individualized Irish peasants."73

Yeats was, like Soyinka in The Swamp Dwellers, concerned primarily with

thé crisis and its tragic consequences for Countess Cathleen. Like Igwezu,

£



119

ghe Countess has beén away from the scene of the disaster, but on her
return she discovers that her people are dying of scarvafion. The
-¢risis offers an opportunit§ for her to perceive the nature of reality
and to recognlze the gap separating dream from reality. .

a1 had thought I would find nothlng changed
But that's a drdam, for the old worm o' the world
Can eat its way into what place it pleases. /%

Cathleen's isolation is caused by the fact that she re jects simple
solutions like riches, love, and art; and by the fact that she recog-
nizes the "bitger truth" ané accepts the wisdom that aécompanies it.
Like Igwezu in Soyinka's play who desecrates'uvery practical and ex-
pedient measure, Cathleen's singular shift of.angle of vision enables
her to suppress her romsntic dreams and to embrace the higher ideal:
"From this day for everyI'll have no jov or sorrow of my own. >

In The Swamp Dwellers and The Countess Cathleen. wheﬁhe? disaster

has been revealed to these "rebels" from the "unfashionable gyres," of
whether it is only a local disaster like a faminé or a fleood, the in-
dividual "sensitive body" is inescapabl} immersed in it. Ihé sameh
drifting towards transformatién occurs on.individuels like -Cathleen and
Igwezu as they lfve their lives from a condition:of. innocence through
frustration, despair,.and tragic recogrition; to them, salvation-is
always 'an act of individual will, The&-seem to escape the nightmare

of -history by a simple aét‘of the will;'or'fecoﬁstituted wholeness of
the self. -~ . o e e T

in plays like The Lion and the Jewel and The Swamp Dwellers the

representation of conflict is reflected through the "peasant mirroxr,"

but in his A Dance of the Forests Soyinka seeks deliberately to place

the Yoruba folk imagination in the context ofnhuman history; and he
employs myth and legend ;o obtain his results. I have indicated fa
chapter one that to writers like Yeats and Soyinké the mythical
'@ethod, as opposed to the narrative method, gives the writer the op-

portunity, first, of transcending what Yeats calls "externél necessity,“76
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and secondly, in T. S. Eliot's words, " a way. of contfolling, of
- ordering, of giving a shape and significance td{the immense panorama
of futility and anarchy which is contemporary history."’’ As Wole

Soyinka also says, myth is used not "as a kind of narrative,” but

is utilized "in an interpretive way."78 In this wa s Soyinka argues
_ _ , y ¥

that the 'past exists,..in present awarefess," it "clarifies the

-

prasent and explains the future.;'?.9 _
The basic idea which undérlies-the belief in the effectiveness of

the use of myth as method is that writers-like Yeats and Sovinks

deliberately turn away from the ccncepfion of ﬂistory as progress;

instead they embrace '"the cyeclic consciousness of time.”So According

to this assumption contemporary events and peréonagés are matched

with corresponding events and archetypes in thé pyshoiqgies and legends

‘of past societies. The attitude is aptly represented by. Yeats in the

following lines: ‘

Irrational streams of blood are straining earth: _
Empedocles has thrown all things about; -

hY

Hector is dead there's a light in Troy; : N

. \-‘
We that look on but laugh in tragiec joy.sl

-

W

Therefore, the development of the historical sense or whét-Yéats calls
the."historic imagination,"82 enacts the tragedy of history. In this
way history is revelation and the drama. is a new way of apprehending
reality; its most prized characters are agonists like Cﬁchulain and
the Qgun-man. Yeats writesi -

If I need the most complete éxternal'exposition
- of any man's life I cannot give him a greater
. memory than is in that life, I cannot begin
before his birth. The things he talks of will
be what he has heard of during say the seventy years
of his life. But if I give an exposition of my -
‘own mind, I am the spectator of the ages. The Tale
of Troy 1s quite near to me, probably much nearer
than anything I read i®this morning's paper; or,
On the other hand, if my turn is for Biblical
mythology, Jedea is nearer than the Balkans, but
‘"I do not talk of them. They do not enter into
. my business 1ife.83

~
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He then concludes that

I want a vast symbolism, a phantasmagoria
going back to the beginning of the world,
‘and :always the Tale of Troy, of Judea, will
be nearer to me than my own garden,because

I am not limited by time. I am as old as
mankind. Out of all that rises the inner
art of poetry, the language of music and the
arts which is not the natural language.sa

But the practice of '"going back to the beginning of the world" is not,
as Soyinka warns, "a fleshpot for escapist indulgence'; instead it
entails the development of "a vast symbolism, a phantasmagoria' drawn
from the myths, legends, of societies, past and present. We have seen.
at the beginning of thesthesis that Yeats eﬁphaéizes the fact that
a writer "can.only reach out t¢ theuuniverse with a gloved hand ~- that
glove is one's nation, the onlv-thing one knows even a little of"-ss
all this means is that the writer nust seeggfﬁé archetypes from Wlthln
his owil folklore and mythology flrst before he can begln to establish
the connections and correspondences with other folklores and mytholo-
gies. He works in modes taken from his own background. - In spite of
their eagerness to be eclectic in design‘the dramas of Yeats ;p&
Soyinka are informed by and made lively by the folk imégination'of
the individual writer's mation. 'From that great candle of the past,”
Yeats points out,''"we must all light our little taﬁérs.?se'But this past
must £ifst be implicit in the fofklore of the individual writer. The
concern with myth is a way of ascertainiﬂg continuitQ.with the past.
What one must remember is that in their thoughts both Sovinka and Yeats
defend the "traditional" role of the artist; because onlyfﬁe is.able to
unify.past and present-cultural: experience.

In 1960 Nigeria was toihave its independence on the first of
October. Soyinka was commissioned to write a play for the event: he

wrote A Dance of the Forests in which he revealed,not the rebirth of

ancient African glory, but its tyranny and decadence. In undertaking

-to write the play Soyinka must have been confronted with a number of

options; to write a play which would recreate in an epic spirit,. what
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Senghor calls,“C'est que l'homme noire apporte" (The contributions of
Africa to World Culture) 87or in Soyimka's word, "illustrious
‘ancestors and the - accumulated her:.tage."s8 Soyinka, therefore,
.could have wrlCten @ play in which he reflected the contemporary
African's tdea of the African heritage; ‘he would then reveal in an
optlmlstlc manner the transformation of the present in antxcxpatlon of
a utopian future soc1ety. Soylnka chose, instead, to delzneate the

me thods whlch the builders of the ancient kingdoms and emplres used

in obtaining thelr power .and following a sort of deterministic as-
“sumption, he anticipated that a reduplication of similar methods

might oceur with his own contemporaries. |

A Dance of the Forests (1960) is the story of an anonymous African

lCommunlty which decides to celebrate ”the gathering of the tribes.,"
'These "tribes' had been scattered in "the days of plllaglng, in the
days when men journeyed/In the market-shlps of blood. "SgThe human
comnunity decides to ask the gods to- send some of its illustrious
‘aneestors to be present at the occasion as guests of honour. In
response, the gods and forest dwellers send two spirits of the
"restless dead." 90 )

The choice of the Dead -man and Dead woman "was no accident. In
previous life they were linked im violence and blood with four of the

w91 The four humans are Demoke, the Carver; Adenebi,

living ganeration.
the Court Orator; Rola, a prostitute also known as the legendary
Madame Tortoise; Obaneji, a flllng clerk, The two ''restless dead" are
man and wife. In their former llves they had all been at the Court of
one of Aﬁrica's ancient emperors, Mata Xharibu. Then the Dead man was
a8 soldier in Mata Kharibu's army and the Dead woman wasfthe warrior's
wife. Demoke, the Carver, then, was the court poet; Adenebi, the court
historian Rola (Mademe Torteise) was Mata Kharibu's Queen. 800

years ago, when the human and the dead lived in the €ourt of Mata

Kharibu, there has been no change in the natuxes of the protagonists,
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When the two ''restless dead' arrive as their guests, the human
comm;nity is embarrassed aﬁd decides to drive them away by fumigating
them with petrol fumes. The supreme deity, Forest Father, who has
been masquerading as a human then decides to welcome the dead him-

self. TForest Father asks Aroni, his attendant, to invite the four

-~

humans to attend the welcoming of the dead. The Criere says:

We hold these rites, at human insistence,

By proclamation, let the mists of generations

Be now dispersed, Forest Father, unveil, unveil
The phantasmagoria of protagonists from the dead .92

The metaphor which Soyinka uses in this play is the contest, one that
takes place between the 'creative and destructive forces; two protagon-
ists are prominently delineated -- Ogun and Eshuoro respectively.

The Xorests beings and the four humans then retreat further into the
forests where the welcoming takes place.

When the retreat into the forest ﬁy the four humans is cémpleted,
Forest Father, intent on revealing-their pasf to them, with the assis-
tance of his attendant, Aroni, invokes the court of Mata Kharibu. The
scene turns out to be the trial of the Warrior (dead man), who has been
accused of possessing thOught. The warrior had réfused to fight a
gfeless war, to retrieve the Queen's trouseau from her former husband,'
and convinced that "Unborn gemerations will be cannibals' he defies
the orders of the Emperor and the Queen's attempts to seduce him. The
Queen, Madame Tortoise orders the Warrior to be castrated and then sold
to a slave merchant. The Warrior's pregnant wife who has been witness-
ing the proceedings, collapses and dies, with her c¢hild still ymbormn .
After 800 years she is to find out that a "hundred generations has made
no difference." 93-

A Dance of the Forests portrays the dead couple as victims of un-

scrupulous power and tyrannical social ideals, and tyranny as a re-

current infliction on humanity. The nihilistic vision of history

represented in A Dance of the Forests forms an important pateern in

plays like Kongi's Harvest (1967), Madmen and Specialists (1971). 1In

F)
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these plays the various masks of tyranny always persist because the
"System is its mainstay though it wear & hundred masks and a thousand
9&

outward forms." There are two groups of victims -~ persons like the

warrior and the 0ld man in Madmen and Specialists who happen to possess

thought, and there also are the masses ; these latter are 'the ones
remembered/ Whennations build/...with tombstones...the headless
bodies when/ The spade of progress delves.“?5

Forest Father decides that the Dead woman should be relieved of
her burdene.she gives birth to a Half-child,'the child who, in Yoruba

-

folklore, is born to die. Thus A Dance of the Forests aﬁticipated a

future that is the antithesis of a utopian dream -- a dystopia. This

.. , .
nihilistic vision of history is re-enacted in Soyitka's play, Madmen
‘ . ; _

and Specialists where humanity is caught on the;éternal wheel of '"As-

Was-Is-Now~As Ever Shall Be..." and the ”cyclejis completw.'” In this
. [

"latter play the vision of the future is also g uBnerving one; the

prophecy of the pead man in A Dance of the Foéésts that "Unborngganera-

tions will be cannibals," has become a reality; \the specialist, Bero,
has finally realized that "Human flesh is delicieds, Of course, not
all the parts of the body. I prefer the balls myself.”gﬁ ﬁere,
"Human inaccessibility to moral enlightenmgnt, surely evidence of some
'primal crime] and history merely combine to 'legalize'cannibalism™ ;
and "the precise taste for the genitalia guarantees deformity in the

future.' 97

Therefore, Séyinka's aversion to the myth of progress seems to
originate from a belief about man and ﬁhe fate of his soul, a vision
of history quite similar in kind to W.B. Yeats's. Yeats reveals in
his notes that ”}[took satisfaction in certain public disaaters, felt

_ecstacy at the contemplation of ruin.” He concludes that "Our civili-
zation was .about to be born from all that _our .age had rejected." And
like Soyinka, Yeats believes thaf "man has lived many times":sa hence

Like the nature of the Half-Child in A Dance of the Forests, man's

soul may be reborn but it never changes its nature. To both Yeats and
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playwrights,Soyinka recognizes the importance of myth and finds through
it é central mé;ns of establishing continuity with his past. It shall
be seen that the revival 6f the tragic spirit is connected with the

idea of reviving cultural myths; these.myths enhance aud deepen. theories
\of cultural continuity and literary renaissance.

., Soyinka's use of legend, myth, and the folktale is closely linked

with his conception of history and the place of the other archetypg,

the artist, in it, I have ﬁoted that Yeats, Svnge, and Woye Séyinka

believe that in a situation of cultural crisis the artist must go deep

beyond events, dig deeper "inwards" into the mythic self, as Soyinka
says, where alone lies the salvation of ideals.? Ond cannot .therefore
appreciate Sovinka's uée of myth, legend, and the folktales in his
drama without examining the position of the artist in his world. As
Yeats's Seanchan says, "when all falls/In ruin, poetry calls out in
200

joy

In A Dance of the Forests certain characters among the humans and

the forest beings seem to act in 2 natural and instinctive way or in
accordance to roles assigned to them by their function in society;'sef
apart, not because they do not act within the main boqf of the play
but because besddesbeing actors they serve as manipulators. Among the
forest beings and gods we have Eshuoro, Aroni, Ogun, and Forest Head;
Demoke and Rola among the humans. Their perception of themselves and
others makks them as distinctly superior to the others. -

Demoke the '"silent one" carved the symbolic totem for the "gather-
ing of the tribes," a iga'which Obane ji describes as '"the work of ten
generations”; he further adds the complément to Demoke, "your handé are
very old. You have the fingers of the dead."lOIObaneji we know is
a god camouflaging as 2 human, and therefore is capable of apprehending

the past, present, and the future; that is,he is what Yeats calls "the

spectator of the_ages.'102
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Y The artist,, however, is no god and therefore has only one way of
entering the collecti&e consciousness of the face?by evolving a system
of "a vast symbolism, a phantasmagoria, going fack to the beginning

of the world." This is the method which Demoke uses. Demoke and
Madame Tortoise (Rola) know their legendary roles, at least the part
that "rises from legends."l

Demoke (to Rola): I carved something to you. Of course,
I didn't know vou then, I mean, I had
never met vou. But from what I heaxd,
you were sO...

Adenebi: ' Bgétigl. Yes, just the sort of thing
vou would carve, isn't it? Like your
totem. Utterly bestial.

Demecke : Actually, that is what I mean., Madame
Tortoise is the totem--most pf it
anyway. In fact, fou might almost say
she dominated my thoughts ~- she, and
something else. About equally.

The three humans thus debate a concept of history which is antithetieal
to the one commemorated by the human community., They retreat from the
epic spipit represented by "Mali, Chaka, Songhai, Glory, Empires’ and
insteaé-seek a meaning in "felt history.'" Adenebi asks: ''you cannot
feel it, can you?" And then be conciudes, "it is to those who cannot

bear too much of it to Whom the understanding is given.” The result

v

~3

of this knowledge is that a character like Rola sees the festivities

*"\_/'/

like Adenebi to find a meaning in a felt conception of HiStory. Similar-

as a reflection of a "maze of purple and gold," thereby ifi;stiﬁg

ly Rola says, "I owe all that happened to my nature. I regret ﬁothing,"
in a way testifying to the fact that she knows her legendary role. It
is therefore not surprising that Demoke should have used her to bridge
the gap separating past and present. He says: ''I needed some con-
t.u105

rinuity and you provided i I have shown in chapter one that

=
Yeats's rhetorical declamations with respect to recent contemporary
civilization that '"Fhe best lack all conviction, while the worst/Are

full of passionate intensity"lo6 represents a self-conscious manner
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of asserting the role of the artist in gociety. Yeats's poet,

Seanchan in The King's Threshold, goes on a hunger strike in order

“to prove a point that the artist has always existed in society.
Soyinka also insists that the "artist has always functioned in
African society as the record of the mores and experience of his
society and as the voice of vision in his own time.”lo? Like Yeats's
Seanchan, Soyinka himself went on a hunger strike in 1965 in protest
against the treatment Hé got from Nigerian authorities. It is im-
portant therefore to understand that the defense of the rofé of the
poet is an impoétant'aspect of the return to sources. It gives the
younger generéfion of writers in Nigeria the freedom to choose to
return to the use of archaic forms and beliefs, And since the artist
is also the spectétormof'the gges,only he can revive the tragie myth.
Tragedy, we are told, deals with cosmic confliet and tragic myth is

therefore a parable of life. Its area is human origins, primal

severance and terror in the face of "immense chaotic growth"; its

3

heroes are in Lady Gregory!s words, "Gods 3and Fighting Men ":
hence only the artist can evoke thatr phantasmagoria of protagonists
for us. The revival of the tragic myth is central to the idea of

a return to sources. .
o
In the same way the gods and the forest spirits are holding the

ceremony as a ''gentle rebuke" of humanity but Eshuoro who epitomizes

the best®al in man would have liked to see his?gry re-enacted as a
blood bath rather than hz;ﬁ“?f‘?agxg\si;iix/gg’a gentle rebuke.
Eshuoro's point is made With some justi 1c;tion that only a violent
shock may move humanityland cause 2 measure of moral regeneration,

He says:
¥ i .

Four hundred million of their dead will c¢Push the

humans in a load of guilt. Four hundred millien

callously smoked to death, 108 '

But Forest Head and his attendant, Aroni, are less concerned with ven-

geange than with seeing that history should not repeat itself. Forest

Father says, "It was really their latenr violence which frightened me'-':109

h!
i o
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H .. . -
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again.this is the voice of the artist. _Essentially, the contest is
between Eéhooro, who represents the bestial; and Ogun, the creative
instinet, _ Their drama reflects & cosmic pattern. - . .
But as Demoke says, "Re flectionsis nothlng,'except in the ‘eye
~of 'a’ sensitive soul," and it looks as 1f Forest Father can do no
more for humanity than rebuke them. He says: "It is enough that
they discover their own regeneratign,”llo but since man is thrown
into a gulf of “a-%piritualrty“ll}hew can regeneration be possible?
‘What may redeem mankind is the reflection, the work of art or the-
knowledge which it brings'to thase like Demoke and Adenebi who have
‘:sensit}ve souls. Thus, Forest Father the artist is capable of -

standing aside and actually seeing what effects his work creates:

Yet I must persist, knowing that nothifig is ever.
altered., My secret is my eternal burden-- to
pierce the encrustations of .soul deadenlnsbhabrt
and bare the mirror of original nakedness=- knowing
full well, it is futility. Yet I must do this alone,
and no more, since to intervenme is to be guilty of
"contradiction,‘and yet to remain altogether unfelt is

- = _to make my long-rumoured ineffectuality complete;

- hoping that when I have tortured awareness from

their souls that perhaps, only perhaps, in new
beglnnlngs....'ll2 : o

In The Road, Samson the "king of touts” describes the method of
using disaster as a reflection of reality as "cinema show." Samson
questlons Professor s methodS' ""Na another man calamity you fit take
look cinema," with emphasis on the verb "look." As is the case thh
i Professor in The Road the cinema show is an experiment. .He,seys:
"One must cheat fear by foreknowledge.” A 51m11ar quest compeis
'Professor to” run that "Inferno” which he calls "AKSIDENT STORE - ALL
PART AVAILEBUL ; here thugs touts, addicts, and drivers gather. But unlike
Forest Father Professor "abducts“ ‘only one person, god-infused Murano: the
man knocked'down dead when he was possessed by a god, Ogun. ' The others
were drawn to Professor's AKSIDENT STORE "on a wave of sympathy But

Tofessor s choice was not arbitrary, as he says, 'you must not think

\

i

/

</
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1 accept guch nanifestations as truth. It may be blind...bdt every

: . \
discovery is a sign post...eventually the réevelation will stand naked,
- * 3 - -

~

unashamed...my cause vindicated." . ~

GCiven the examples of A Dance of .the Forests and’ The Road/;e are

made to know .that the artist is not fascinated by violencey death,
ruin, ;nd'disaster for their own sake; he is-not a realist; these
events serve as a "sign po;ts" (like the one Professor carries in
the play) and the eventuality is the revelation. Proﬁgssér asks,
do "you take me for a common gawper after misery?”ll& The &doption
of primitive symboYism partly accounts for Professor's decidion to
have hig AKSIDENT STORE installed adjacent o the Church he had
attended when he was gfill the youthful schqlar,‘that is before his
"eall."” ' ' ‘

Here, in his new "Church? he assembles what he calls rejects of
the road: 'L pick my words only among rejécts," and being himself a
fallen angel he gives us- only the reflection of a fallen world. He
says:

My task is tokieep company with the fallen, and .
this word rose in pride above spiked bushes. We |
must all stick together. Only the fzllan have need
"of restitution. :13 '

-

The relationship between the artist and his characters is one of

collaboration. The (ld mam and the mendicants in Madmen and Specialists

1ive in a similar maaner of sticking together and actually collaborat-
ing. Goyi one of the meddicants says:

_..he told us the earth goes round and round,
which if you remember was just oo much for
someone like me to swallow. So ,the following
morning when the sun came round again, I said
to myself well, I suppose the OLd/Man must de
right. 116 -

But then the conclusion of this experiment is no longer the Oldman's

thesis but Goyi's:

I don't Fhow what makes the world go round but
I do know what goes round the world. It's wind.
And T broke it loudly and felt better. 17

[ ,
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world‘view, the "African cultural matriz.
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Thus the_study of Soyinka's art nust neeessarily examine the
role of the artist in it The vast symbolism and phantasmagoria of
characters created are part of the collaborative pnocess which goes -
on between the characters and the ertlst

- In this evaluation of Soyinka's deve10pment of the historio

vision I have tried to show in plays like The Lion‘and the Jewel

. (1957), The Swamp Dwellers (1958), A Dance of the Forests {1960) that

his conception of history has been well sketthed out to the extent that
lt is re-enacted in the later plays like The Road (1965), Komgi's
Harvest*(1967), The Strong Breed (1964), Madmen and Spec1allsts (1970),

Death and the King's Horseman (1975), and in The Jero Plavs The

technique which he employs to exemplify his beliefs will be diseussed

in Chapter Six, but it is necessary to understand that he maintains

that the individual must posse;s & strong sense of nisforical awa

ness in order.to liberate himself from the nightmare of history, or
"soul-deadening habit," Indirectly Soyinka pegs:the. indiyidual's -
floundering soul onto a ﬁhilosophy of fntility,l}s hence he enslaves
his characters onto a determlnlstlc and nlhlllsrlc vision of hlstory.
Important -to his vision of hzstory 15 the belief 1n che earth as the "
eternal rhyzome 113 the conviction that the 1conoclast1c JAndividual,

fulfills hlmself within the spiritnal bOundarles of th maternal

The type of play we have examined fits very . convenlently within

" the tradltlon of modern plays wrltten by Yeats and Synge. For in-
!

.stance, these plays are characterlzed by an’ extreme search for a per-

werse sense of novelty, or what Synge calls the wéld and extravagant

in reality, to the extent that the themes are very controversial

within nationalist circles. 1In Clark's Song of 2 Goat a real goat 15

sacrificed on the- stage. In his second play, The‘Masquerade a father

shoots and kills his daughcer. In order to understand how shocking

and perverse Clark's sensé of originality had. advanced, one must bear in
wind that -these playw were written in the late 1950 s and the early
1960's when politicians and llterary men, both from Africa and abroad

L -

’ . - i . -
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did .everything within their power to celebrate"the_untaiﬁted image
of the African, |

It will be an overstatement to say ;hat this perverse sense ‘
of life .is characteristic of Clark‘éﬁbne;Lwefare already familiar .-

with W.B. Yeats's The Countess Cathleen in which the heroine, a -

Catholic, sedls her soul for gold in order to buy bread for the poor

of Ireland. In Synge's The Plavboy of the Western World, Christy -

Mahon spllts his father's skull wlth a loy; in Soyxnka s Kongi's

Harvest and in Clark s 0zidi the main characters are served with a -~ ..

human skull on the stage. I hhve already cited the emample of Bero,

the SpeClallSC in Madmen and Specxallsts, who confesses openly to

& priest that "Human flesh is delicious. Of course, not all the

parts of the bod;.' I prefer the balls myself." The Irish and

African writers believe as Yeats did that '"Belief comes from shock.“lzo
But this shock i§ created by‘deliberate acts of the artists to revive
the grofesqué and the macabre; these latter are already implicit in
their individual cultural packgrouhds -- folklore., One critic has sug-
gested rightly that thése novelties are owing to "the poet's obsession

with technique."lzl ‘ ’

4



Chapter 4

Language and the Dramatic in Clark and éoyinké

I have examined three basic ideas of Yeats, Synge, and Lady Gregory
which are that all literature is national; and that the basis .and mean-
ing of literary nationalism is found in the inspiration wﬁicﬂ folk culture
gives to literaru}e, and fimally that every writer who claims to be*a
nationalist usually begins by digging deeper into the folklore of his
own country and draws ‘his é?spiration from the "accumulated beauty of

) B

the race.“l‘ )
An important dimension of the ideas which proves the success orx .

failure of the development of literary drama in the Ireland of Yeats and

iﬁ‘the Nigeria of Clark and Soyinka is the'ﬁueétion of language. Here,

similarities arise not ounly from the circumstances inherited by the

writers themselves but also from the approaches adopted by these wriLers.

To begin with Ireland, in an esséy entitled "The De-Anglicising of Irdland/"

Yeats asks:

Can we not build up a national tradition, a national
literature, which shall be nome the less Irish in o
spirit from being English in language?2

He then suggests,

When we remember the majesty of Cuchullin Isicl and the
beauty of sorrowing Deirdre we should not fogget that
it is that majesty and that beauty which are immortal
and not the perishing tongue that first told of them.

3

Soyinka also thinks that tb'the Yoruba tragic art "Language still is the
embryo_of thought and music where myth is daily companion, constantly
mytaopoeic." He concludes that "it is'unmusi;;l'to separate Yoruba musical
form from myth énd poetry. The natufé of Yoruba music is intensely the
nature of ifs language and poetry, highly charged, symbolic, myth-embryonic."4
Here language is not what Yeats calls "thepperishing tongue:that first

told of" things, but a return into the heart of being. Therefore,,?eats

wanted a form of English that would be h;ightened by the beliefs, visions,

- N

132
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and symbolism drawn from the inner resources of Irish folk culture.
He suggested that aspiring~writers like Synge and Lady Gregory should

‘work in these primitive modds &0 as to put into English that "which

shall have an indefinable/;riéh quality of reythm (sic) and style.“s‘ -
Yeats also wanted artists 'who have made a subtle personal way of ex- o
pressing themselves, instead of being content yith English as it is
understood in the newspapers.,"6 This idea is accepted and reinforéed .
by Lady Gregory.who says that she was the first to use th; peasant
dialect with "belief in it. "7 In Nigeria J.P. Clatrk says,
...for the African writer in a European language ')_
...his best way to a new and genuine mode of ex- |
pression seems to lie in a reliance upon the immer = .. - o~

resources of language. These are images, figures R -~ e
of meaning and speech, which with expert “handling '
can achieve for his art & kind Jf blood transfusion,.
reviving the English 1anguage by the living adapxable
properties of some Afrlcan language. -

It is important to know that the ‘Irish and Africafh writers are aware
that thgée e&eméntal modes of expression are_élready implicit in their
backgrbunds. Thereforé, in the process of looking for the ﬁost appoéite
way of - expressxon the artist discovers not only material but also equally
important, a style._

Similarly, J.M. Synge in the Preface to The Playbov of the Western

Worid represented the matter as basically a problzg of style:.

On’the stage one must have reality, and one must
have joy, and that is why the intellectual modern
drama has failed, and '‘people have grown sick of

v the false joy of the musical comedy, that has been
given them in place of the fich joy found only in
what is superb and wild i{/:eality?

In order to understand what Synge means by reality, and "the rich joy
found only in what is superb and wild in reality," it may be convenient
to examine his reaction to contemporaries like Yeats and George Moore.
Even though Synge loathed the heroic and purely fantastic and Cuchulanoid
type of play written by Yeats, he dismissed what he called '"the

drivel of George Moore" arguing that "it is better to rave after the
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sun and the moon as Yeats does than be as sane as alﬁédanﬁ?.“lo Synge
was Qﬁposed to thé idea of separating realism from the imagination. In
order to'oétain the required fusion he had to use a form of language
spoken by contemporary Irish peasa;ts whose vocabulary was taken from
Tudor England and its comstruction from Gaelic. .
o Synge explores two areas; first, the reality of Irish peasant
life and, second, the embelishing of this }eality with "the rich joy
found only in what is superb™ in the imagination of his own folk
IbuItuge. By unifying reality with the folk imaginétion Synge creates
uan entirely new aspect of the modern in the drama, signifigantly ab-
sent in the cosmppolitan drama or what he calls "the intellectual
‘modern drama."

In Nigeria the language issue is unquestionably handled in a way
similar to that suggested by the Irish playwrights in defining their
own position. Clark, for instance, starts his career by criticising
the_naturalistic style of representation in the modern drama, and his
revulsion is shown in the attempt he makes in ldentlfylng 2 homogenous

social order for hls own plays. He writes:

Education and class-consciousness which pre-suppose

and actually crdate levels of speech and language

in European societies have, thank God, not done

that Havoc to the non-literate tongues like Tjaw.

Style, imagery, etc., these are what tell one

user of a language from another -- not grammar or
class.... f

What Clark opposes then is the practice in modern naturalistic drama
of separating'"fiéeIQty to facts" from the living imagination of the
people; the latter is made.up of imagery, proverbs, riddles, gestures,
praise poetry, incantations, etc. Even though Clark says that the
people in Bis plays are "ordinary Ijaw persons wdrking out their life's
tenufe at particular points on the stage,"12 they happen also to be
people living in a classless society; Clark argues that the reviwval
and usé of these archaic modes of expression as powerful implements

- with which "to till the interior being of a people with no literate

means to stock memory"l3 1s central to his own practice.
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However, in Clark's case it so hapﬁens that the.iangdége which he
employs in his drama is not the ianguage of the people. Clark says
that as a writer who employs aAforgign lahguage to représent the
inner thoughts and emotions of his own peopie, he has béen obliged
to adopt the role of a letter-write:. Hence his "task" as a writer
then has been 2o find."the-verbal equivalent for his characters created
in their original and native ‘context," so as to "render the message"
of his characters who are speaking in Ijaw "in an eduivalenc English "
and he must do so in a way that "the actuallflow? images and devices
of speech used"14 by them are'recorded. In this particular instance, -

The quest is not on the horizontal zone of dialect

and stress which are classifications of geography,
society, and educatiom., It is on the vertical plane

of what the school masters call style and register, -
that is, a matter of rhetoric, the artistic ase and
conscious exploitation of language for the purposes

of persuasion and pleasure,

Since the thoughts, aspérations, and anxieties expressed in Clark's
Plays are all concerned with the lives of the Ijaw people of Nigeria,
he is primarily concerned with selection and organization of the most
apposite expression, As he says, it is a matter of style and-register,"

of "eonscious exploitation of language for purposes of persuasion and

pleasure.”16

Central to Clark's choice Lo revive and work in elemental and
primitive modes is, as we have said, this revulsion from the N
"popular method exploited by the 'naturalists', ™ In practice, Clark
turns away from what he calls "the new order of things, with @if-

ferences of education. and employment opportunities creating a'variety

. of social classes among the polyglot populations ineluctably on the

move today from the rural areas to the urban.”" To this new social
order he ascribes two dfmportant moving forces -- politiecs and diplo-
mas; but to his rural communities he gives ritual and Teproduction,
Also central to Clark's choice and use of language is the problem of

selection and craftsmanship: "languagev?’he says, "has to be 'moulded’

AN
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by the artist with skill and consciocusness." ﬁike Synge, he emphasizes
"the process of choice and formation which every artist undergoes
consciously or subconsciously."l

- The dramatic eéfectiveness of the language of Clark's plavs,
in general, depends on the ponsumateuse of imagery culled directly
from the delta region of the Niger River. The practice is demfn-
strated by the fascination Clark takes with the shif;ing life ofithe
world, the movement of tides, moon, whirlpools, the sirens of stéﬁm
boats going up and down the riger: and by reflecting the true psychic
state of the locality, the practice creates a strong feeling for the
sense of place. Some samples .from selected plays will show the bagic
trend in Clark's use of language.

In Song of a Goat the dramatic use of language to create a situa-

tion is handled very effectively. In the first movement of the play

Py

Ebiere is lying faces/up on a mat in a half-lit room, and the masseur

is also "seated a stool by her side and with hands arrested on

her belly, has just made a discovery™;

Masseur: Your womb

Is open and warm as a room.

It ought to accommodate many,
Ebiere: Well, it seems like staying empty.

Masseur:. An empty house, my daughter, is a thing
0f danger. If men will not live in it
Bats or grass will, and that is enough
Signal for worse things to come in.

Ebiere: It is not my fault. I keep my house
Open by night and day
But my lord will not come in,

Masseur: Why? Whe bars him?
Ebiere: I'do not hinder him.

Masseur: My feet drag, but not so my wits; '
They are nimble as the lamb,

Ebiere: My house has its door open I said.

-
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Masseur: I can see that. Too mpen I rather
Fear. Draught may set in any time . *
Now. Iet the man enter and bring in his warmth.

Ebiere: Of course, I want his warmth.18

The effectiveness of the language in this scene derives from the
fact that both "patdent and doctor" revert to the use of what Clark
calls "indirection" in order to avoid using direct sexual imagery. .
Clark says:

I would like to draw attention to the use of
another languége device, that of indirection
which features prominently in my”oﬁn play
Song of a Goat. That doctor and patient in
that play do not approach the business on
hand with the directness of an arrow does
Dot mean the playwright is unappreciative

of the importance of speed and. despatch.19

‘Instead, .

-+.it is 2 recognition by him of a living comvention
observed among the people of the community treated
in the play, namely, that you do not rush in

where apgéls fear to tread for the simple reason
that the flying arrow either kills pfomptly or -
sends the bird in flight. Accordingly, delicate
issues are handled delicately by these pecple,

This approach is evident in their manner of
negotiating marriage between one family and a-
nother, and of announcing the news of death to

the persons most affected. Each subject is tackled
by indirection.? ‘

Here they tackle their problem by simply opposing womb, warﬁ room,
accomodate many, open house, and warmth with empty house, éanger, bats
0t grass, and worse things to come. The dramatic situation establishes
the following argument-- Ebiere's house (womb) is "warm as a room,"
.signifying the fact that it can "accomodate many,™ but the opti@ism
implied so far is nullified by her own words;: "Lt seéms like staying
empty."” The anxiety is then reinfgrced by the Masseur's'conclusive
but equglly potentially frightful statement: "An empty house, my
daughter, is a thing/Of danger. If men will not iive in it/Bits or

grass will, and that is enough/Signal for worse things to come in,"
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Also the evocation of imager& drawn from nature reveals the way the
Ijaw apprehend reality: nature does not Stop to await human strategies, for
where man fails nature usurps the place, and(;an tends to undérstand

his situation better when he is made aware of the fact that one’

can ROt cause the cyclic flow of nature's rhythms to stagnate without
causing a rupture wlsewhere. The Masseur portrays the forces of natural
law lurklng beneath Ebiere's modesty and patience, and their forceful
inevitability is antlcxpated in the form of possible dlsaster' should
Zifa refuse to act in accordance with the Masseur's remedy:

Masseur: . There is a way out 1 spoke to your w1fe
About only a little while ago.,
But you yourself saw even now how the hen
All but blew down the house with the flutter .
Of her wings. With the cock himself, the walls
May well give in and I am too old ,
To start raising green thatch for my grey hair,?l

In the scene between Ebiere and the Masseur, therefore, the appre-
hensiots of the magsseur become more evident if it is recalled that they
anticipate the theme of impotence and its effects on the husband and
wife. The reality of Zifa's wlthdrawal from his wife is also ant1c1;
pated by the suggestion that when a house is deserted for an indefinite
period, "Batssor grass" may come in. Since in Act One of Clark s
0zidi suicide is represented as the act of tying the ”meortaﬁ knot of
bats," the ewocation of the imagery of bats in the flrst scene of Song
of a Goat antlclpates Tonye's suicide at the end of the play.

I have already examined the historical 51gn1f1cance of Zlfa s
house in section three of this study; but more 1mportant for the drama-
tic effectiveness of the dialogue in the "doctor and patient” scene is
the social significance of ;the word house ) for both man and wife, When
Ebiere says that her "house has its doors open" she states a simple
social practice; the house in thie aense is Ebiere's own dwelling as
distinct from Zifa's own house, Her argument runs as follows: since
her husband noticed that he had become impotent he no longer frequented

»

her house, in which case, the social relation endows the words, house,

e
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womb , Toom, .etc., with a senge of immediacy and significance that may
not apply to the same word used for a community in which husband and

wife usually live in the same house and share same rooms. The extent

first be understood in the context of the way the Ljaw apprehend reality,
\Fog instance, later in the Play, neighbours who have not so far been in-

troduced on the stage make disparaging rema;ks about Zifa's desertion of

his wife's house, a situation which may not arise in g society where
;husband and wife live in the same house. Another consideration of the

importance of the language for an understanding of the psyvchology of

the play is the fact that zifa accuses hig ¥ounger brother Tonye of

usurping his bed., zifg §$ys: "there he was sprawled on/My bed when I

; 22
thought he was still out/Inspecting hooks." There is, however, suf-

or piloting. Bur this does not tackle the main issues Concerning the

Ps¥chology of the Play. The Tonye of Song of a Goat is introduced as a

elder brother's wife. During the actuél seduction scene Tonye describes
Ebiere's ”desperagg” effort to seduce him in the following words: "you
are mad, so gone far/leaves -gatheriﬁg;"23 and the faét thatr Ebiere re-
peats Tonye's words demonstrates that the play is concerned with the
problem éf survival, -

The language of ﬁhe play reveals thag the "boy," Tonye, is initiateq
into his manhood by Ebiere. The argument ig supported by éifafs statement
that now "ghe stands/Guard over him in my bed against mg."24 Similarly,
25

the neighboursg murmur that they "say he doesn't 80.in/To her any more. ™

The language of the first movement establishesg the premise that unless
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drawal from his wife's house amounts to desertion. This assumption
characterizes the Masseur's thoughté:

Masseur: Has he a house elsewhere?

Ebiere:  No.

Massaur: Well, he is not crippled in anyway?
So you turn your face to the wa}l. That is
The sign of death, my daughter.‘6

If Zifa does not keep a second wife then he must be "crippled," and
Ebigfe‘recoils at the mere mention of the wora; her reaction is com-
municated to us by the Masseur: "So you turn yvour face to the wall,"
Since the Masgeur who is interrogating Ebiere is himself physically
crippled the combined use of language, gesture, and symbol is dramatical-
ly effective. Therefore, the "doctor" interprets the woman's reaction

to signify "death," which is introduced as = contrast to the sym-

bols of fertility evoked at the beginning of the play. -The word

"death" also reinforces the Masseur's original apprehensions that "Bats
or grass' are likely to usurp a deserted house; the word also anticipates
Zifa'& lament at the end of the play with respect to the fall of their

2
house "into a stage/Df disrepair."’

- N

tioms, it tends, however, to depend largely on the knowledge of the

Even though Clark's language creates effective dramatic situa-

reader of the lore of the community. Characters are not perceived as
actors oﬁ 4 stage 1instead Clark leaves them completely immersed in
the society outside of the stage. The point I am making is that in-
direction is neither allusion nor pérody; hence the world outside of
the stage is introduced through connotation rather than through any
of the dramatic methods employed by a playwright like Soyinka (below).
However, there are instances when the dialogue evolves from the
strength exerted by strategic words. For instance in the "doctor and
patient' sdene, Ebiere has been holding down her anxiety until the
"doctor" mentions the word "death" at which moment the power within

- her has become so overtly manifest that she can no longer contain it. :
\_.—\__-__// .
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Ebiere: Oh, how I wish I2d die, to end all
This shame, all this showxng of nelghbours my
Fatness when my flesh is famished!

Masseur: This is terrible, my daughter, nobody
Must hear of it. To think that a stout stagf
Is there for you to hold to for support.

Ebiere: isn't there, it isn' t there at -all.
For all its stoutness and size.
There isn't just a pith to the stout staff 76

Ebiere's repetition of "all/This shame, alL\Ehis showing of neiéhbgurs
my/Fatness when my flesh is famished," with emphasis being ﬁ&aced on

the alliteration in ”fatness...flesh...famish? demonstrates that not
only is she exasperated but her situation is actually a -desperate one.
Her desperation is enacted in the final repétition of ."It isn't there,
it'isn't there at all," and then 'there isn't just a pith to':he stout
staff." Part of Ebiere's shame is that in spite of her fatness sﬁe has
not been able to prove to the neiéhboﬁrs that her feminine suppleness
can be productive. In this way Clark is able to introdﬁce the censor-
ious outside world on the stage through the dramatic_?erceptioa of
action. Hence, when one of the neighbours thitks tﬁat Ebiefe "certainly
lookgstiff for all her fatness,"29 the observation helps, dramatically,
to win the éeader's support for Ebiere; in a society where as the Masseur
says people fatten their "maidens to prepare for fruition/Not to thwart
them."so Ebiere's restlessness is justified on the grounds that in a
society where feminine suppleness is synonymous with life and fertility
her exasperation is caused by the fact that she has been frustrated and
that she may no lénger be able to contribute to the achievement expected
of supple women in her society. Here if a woman's being supple is no
indication that she is pregnant, it loses the feminine touch and becomes

a thing of "showing," a form of perversion, emptiness and negation of

life. L
The dialogue which follows this discovery is a play on the words
"stout staff" and "pith," again reinforcing Ebiere's plight, and in

particular, for the interest of the crippled Masseur. Ebiere says
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there "isn't just a pifh to the stout stéff,”-her declaration is made
dramatically more effective because it is spoken to a hélf:h;ﬁ, the
“,eripple, who moéé—than anyone else understands the importance of a

stout staff.. SimlIarly, since Eblere 1s belng 1nterrogated by a cripple
who is also the symbolic’ representatlon of her husband’'s impotence,
_Ebiere is"a character who knows her fate, and this knowledge explains
why her anxiety is so intense. Hers is not a passiﬁn for love but one 7
of survival. The woman says: "I who haQe suffered neglect and /Gathered
mould like & thing of éacrifice/Left out in sun and rain at the cross-
roads...what/Short temper have 1 when it is pulled and/Tugged at daily

1
like a hook- 11ne°”3

At the beginning of the third movement in.Song of a Goat, "Ebiere

is bathing Dode on the Verandah. A little awaﬁ sits Tonve, working on
FLS&ts for nets and hook limes. she smacks Dode on the head, Tonve

protests';

“Tonye: That's enough; we don't allow our children
To be knocked on the head like that,

Ebiere: Don't you lecture me on how to beat my child,
What do you know of child-rearing anyway?

Tonye: Emaugh to know that knocking a child on
- The head like that makes him prone
To attacks from small-pox. We simply forbid
It in the family. You may smack
Him on the backside if you please
But do not beat the boy on the head.32

In trying to assert his authority as a member of "the family" which
excludes Ebiere, Tonye blundered; first, when he asserts to his brother's
wife that 'we do not allow our dhildren/To be knocked on the head like
that," he affirmed,without knowing it the Masseur's argument early in
the play that children belong to the group. The ”we-ness of Tonye's
assertion ironically reminds the restless Ebiere of what the Masseur
had proposed to her, that the families of Zifa and Ebjere should arrange
and make it possible for Toﬁye to assume his brother‘§ sexual duties, a

proposition which both husband and wife had turned down. However, in
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the scene quoted above Tonye reminds Ebiere and she begins to see .possi- .

bilities of actually acceptxng him as a man (and as yet Tonye has not

grasped the lmpllcatxon of the words he’HSedJ Tonye is awakened to

the aggressive aspect of her response to him aqd in deference to it
offers what amounts to an absurd reduction of the’ argument; that
smacking children on the head makes them prone to attacks from small- °-
Pox  may be a good way of digressing into folk bellef but that simply
does not interest Ebiere, whose instinets have been awakened to the
reality of her position:

Ebiere: I canwell see you people care for children .
‘ A great deal.

Tonye Yés, we do33
Tonve s automatlc repetition of- ’Tbs we do' compounds his ignorance

to the extent that at this point, he is the symbolic saerificial goat

which is being led to the slaughter,. Ebiere takes advantage of two

aspects'of Tonye's character, first, his naivete and- his ph&sical

attraction-l?onye'is a local champigqn wrestler. Since Tonye lacks

the sophisticated and rhetorical way of using words, Ebiere proves her

superiority in this art (already tested in the "doctor and patient”

scene) by leading'Tonye to the event which he beglns to evade,

Tonye: I said, Ebiere, I'm not your husband, -

Ebiere: Well, aren't you? Sincd you know his duties -better
- Than he does, why don't you take themup? If you
Don't, T shquld laugh your whole race to scorn,34 -

Tonye's clumsiness in the sophisticated way of speaking is smpported
by the fact that he is represented as-the champion wrestler, the man of
action. The seduction scene is represented by having Ebiere evoké
Tonye's wrestling instinct, but moreiimportant is the- fact that the
dialogue between Tonye and Ebiere revolves around.words like Ywe'. and
”;égé"bu;'roﬂyefs declaration that "I'm not your husband" reveals his
own ln&blllty to find adequate words with Whlch to beat back Ebiere.

On the other hand Ebiere emphasizes the fact that Tonye had originally

suggested that she was the outsider in the family. Thus, had Tonye's

-
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knowledge of what "a wife would want/In the world"35 been less limiting
he mlght have av01ded-hls blunders (but he was never meant to) e
laﬁguage of the seductlon seene reveals that'tov the less sophlstlzgted
of the community,.those whose knowledge of the world is not as far-
reaching as that of the more‘sophisti;ated,.words can become snares,
Even though Clark's language is used in a classless society a certain
degree of sophibticati&n aﬁé actual orientntion is required for persons
who happen to livg even in the same household to be able to communicate;
espeCLally because people do not just say thlngs but they make an ef-
fort to say them in a way to reveal their own apprehenszon of reallty-
therefore, 1t-necessar11y1follows that in a socxety where hzerarchy is
Tespected the dlalogue befween aanarrled woman and a boy must necessarllv
leave the boy the weaker and the loser. For example, ln.the dialogue
between Ebiere and.Tonye, she agks: - !

If T saw
My period and staved indoors and cooked
"For you and your big brother, that would
Be irregular by all- standards . .
And practice, wouldn't it -- you that are so correct
And proper you know all these things?30 '

One's-. stock of linguistic -Tesources *is detefmided: by-his know-: ... v
ledge of the world; andiin- spite of the classless nature of soc1ety
people are mot born already equgpped with an image-ladden consciousness.
- Hence language can and does become a way of unifying Bust as it can
~easily turn into a2 tool for dividdbg and actually Hestroying society,

' 1t has been a;gﬁed-that the society which Clark-depicts in éong of
a Goat is ”alien,J but as one critic_has pointed éuz,‘

Clark's plays are, in a sense, a departure from the
. themes of contemporary African plays. There is
‘none of the familiar conflicts between "the old"
and "the new " no historical coé%ent or remembered
legend, and no contemporary satire. Although
JoP, Clark is essentially concerned with man's -
relatlonship,to his world, what baffles many pecple
> lgﬁg t this world appears remote from contemporary
reélitles a2 world inhabited by a people who adhere
to an heroic code apparently léng since forgotten

-
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and in which tradition is law unto itself. L
?Where-ére the chiefs, thé'lawyers, the
teachers, the policemen?' is a question
often asked....But if the society he de-
picts is alien, the reason is that he has:
concentrated on his own home area, the Ijaw
territory of midwestern Nigeria, remote
‘enough to Ibadan play goers....

Even thOugh Clark -elected to work in archaic modes and to.exploit
habits and beliefs of'én archaic community, like‘Synge, he is '"no mere
rea;ist," to use Yeats's phrase. He recoiled from the thought of
writ{ng commercial plgys which will "apéeal to a group of emotions
which for some reason orlother are fasﬂinnable." Archaism, in Clark,
Xeats, and Synge is an asset and it accounts for the absence of bar-'
fisters, clerks, "traditional characters. who exist," says Yeats, "in
the world of imagination éo suffer the wrongs the humanitarians heap
ﬁpon them." Instead of elaborating on "topical interests" Clark‘ex-
pressed, as did Synge.ané Yeats before "him, ''the inner life |
‘2if of the emotions.”38 The retrdat of Yeats, Synge, and Clark into th;

' Irish_and Ijaw'rural communities gave them "time to experimehtﬂ and
to create -3 new ‘kind of awarness.’ Therefore, the fact that Clark was
-"never tempted to copy some popular favourite"sg‘éave Bim- the op-
portunities to work in unfamiliar modes; he,was able thereby to escape
the language, anxieties, and habits of the urban centres.

The dramatic effectiveness_of Clark's verse owes a great deal to
the fact that.the dialogue usually revolves .round a number of central
imeges until the potentialities of the symbols ha§e been exhausted,
then a new set of central metaphors is introduced and its rangeéxplored
fii~reuchr a way that each character uéually takes ofé from where the
other had stopped. And to mo§t,pf the characters the tendenéy is to
select images from areas that af%ect'their immediate concerns; hence
- lahguage serves as a meaﬁs of exploring, discovering significance, and

actually of eliciting throggh.mmégezy and metaphor the universe which

they know.. And since 9 attempt is made to introduce gestufes, words,

-
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images, and modes of’ thOught that donnot affect the characters directly,
the connotatlon of most 1magery and llngulstlc resources is partially
40
excluslve to the “corporate audience."

" The xmage of the hunter and fisherman, for instance, dominates

the structure of The Masquerade, revealing at once the,ambitions of

Tufa to marry Titi, and the possessiveness of Diribi, his unwillingness

“to release'nis daughter. The main characters in The Masquerade, Tufa

and Diribi, look at each other as hunter or the hunted, or the baited.

The nelghbours in the play compare themselves to huntlng doga while

* they also. represent Tufa as the "young dashzng stranger' who is about

to carry away ”the glrl off to other creeks." During a brief retreat
into the bush.intthe early part of the play by Tufa and Titi, the couple
engage in eamacting the hunter;nunted-motif. Titi sees Tufa as the
spear which will\”dart out.../To possess the goal." Then she also
taunts Tufa w;th the words, "He is no true hunter/If wattle or wood

41
prove such barrler." Then Tufa begins to look at Titi as a_bird

caged by her father, Diribi

The rivalry between Diribi and Tufa, which forms a sub-plot in the
play, is caused by the meaning both mentattach to their roles as hunters
at various points in the play. Quite early in the play, Tufa pPromises
the girl that he wil} readily catch and retain her, assuring her that
2s a hunter he is capable of catching ano'keeping:her. Her reponse
is phrased in words that anticipate.problems wnich will lead to the
trageﬁy at the end of the play. She asks: "And what if some wild
wind sweep the prlze/Out of reach, or the lopps tangle among/The woods?"
But when Tufa manages to*grab her she only sees the figure of her father

3

the old hunter; “Brute,_you brute. Oh my father," and as she explains,

. o . 42
her father is "himself a great hunter."

In the final movement of the play when the g1r1 has been shot and

" killed by her own father, the great hunter, the actual phy51cal hunt

between Tufa and Diribi for each other beginmsg,

e

o
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Third Priest: Seme say Diribi has taken to the bush. So
Overcome is he now by this terrible ’
Act,

First Priest:” Not if I know him well, He is
Not the type to seek comfort among dwellers
Of the forest., He hunts them all down., What
Will he. be doing among monkeys, who
Single-handed has scalped several leopards?

Second Priest: He certainly has made many kills. Why,
To kill his own daughter, and a bride all aglow
With the cam too. '

The final encounter and confrontation between Tufa and Diribi-leaves.
Tufa wounded by Dirkbi's gun. At this point in the play Tufa's werd
reveal that Diribi has been the better hunter, though in an {;;;:jtj:y:
The great hunter has made another kill! .

What, aren't you giving the great yell for a quarry
Harried home? Your very last who should have been the firse!%4

By using a single image Clark unifies contradictory motives and by so
doing Clark is able to keep his "characters bound together as far as
possible:in one moodﬁ!és a practice_which conforms with his own defini-
tion of the drama as '"the physical representation or evocation of one
poetic image or a complex of such images.”46 significant to a people.

In another context Clark's imagery also serves as an index of
characterization. For instance, Diribi is the kind of hunter who "hunts
them all" and has actually "scalped several leopards.™ Similarly, changes
in characterization are effected mérely by a change of the kznd of imagery
the character uses, After the lnformatlon concerning Tufa s background
has been made known to the Diribi family, the impact on the character of
Diribi "and this wife is visibly displayed Prlor to the revelation,

Titi had always been their "pet," but after they’ heard the news con-
cerning Tufa's dub10us,background, when D;ribi knows that his fortune
has changed, big attitude to his daughter also undergoes a change. Titi
becomes the "witch and biteh," Tufa is referred to as z "mongrel." This
¢hange in Diribi's character, parallels the moral disintegration of his

personality. He says to Umuko and the women of the house:



148

Diribi: Woman, where is she then? Tell these good people
Where your virgin daughter is now,but
Somewhere mating, already stuck hind to hind
With that cur without pedigree:

Women of the House: Master, you are lashed by forces fit
To confound forests. But you are no simple
Reed, and therefore should ride this: tide:%7

Diribi's determination to “cleanse/The stream of corruption,” is

/ symbolically represented as an indefinite destructive force "fit/To

\‘confound forests," a hubristic element in his charaéter which drives

- him to the extent that ke destroys his own daughter. A similar change
in character is revealed in the language of Titi's mother, Umuko. She
dismisses the whole arrangement regarding Tufa and Titi's future mar-
riage as "vomit' inflicted on "all that is divine and decent,” and as
a final act of denigration, she spits in the face of her would-be son-
in-law, Tufa. Here, language and gesture are employed as a way of ex-
pressing Umuke's disgust with the abnormality of the whole situation.
Essentially, the chse which. Umuko makes against the young, c&uple is a
moral one, more so because she believes that decency is a socially
extensive fact. The following display reveals her moral conviction;
she is addressing Tufa:

Do you think people just
Live on good looks and smart display?

She then answers the question by enumerating all the details involved
in a marriage:

Where, if you had succeeded in your scheme

Would you have. taken your bride? My daughter

- Was brought up on a sound family

‘Structure, the most solid in all the Delta. *
Pray, what mother have you _ S
To fan her welcome, sing her beauties? Indeed
Have you the mother or sister to

Offer her home for the triple moon

Before the bride moves to her own household?®
And what father-in-law had you in store
Tosghower my daughter vith gifts that are

More than her due, the plece of land to farm,
Not to talk of the umbrella for wife

%

f
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And grand children to take shelter in,
When owls beat the air? Yes,
Tell me, young husband without a broom

To'his stock! (she claps hands in his face,y48
N

-
-

. Not only is language and gesture dramatically effective it also leads

us into the future.-- the realization that at one moment in the in-
dividual life the scavengers of time, symbolized by "owls," will "beat
the air" and that at such times when nature asserts its smperiority ove?
the fragile existence of the individual life, only "a sound family/
Structure" can offer any v1510nary hopes to the adult and aging world.
The adult world and that of the ancestors transcend the capricious
tature of time by Placing their hopes in grandchildren, This knowledge
compels Umuko to ré}ect Tufa in the final reference to a "young husband
without a broom/To his stock!"

The situation becomes more painful for Tufa if it is recalled that

his future had been frustrated by events that predate his c0m1ng into '

the world (the tragedy ¢n Song of a Goat). 1In Song of a Goat an Ijaw

fisherman, Zifa, loses his potency and knowxng that hopes of further
procreatlon are not there he loses his will to live. The cause of his
1npotence is explained ln this manner: 2Zifa's father died a "bad death,"

that is he was killed by an attack of leprosy. Tradition demanded that

the corpse be interred in an evil grove, a ritual burial interment which

the Zifa family performed. But for some unéxplained feason Zifa hur-

riedly performed another ritual of retrieval by brlngxng his father's

body back into the c1ty, thereby thinking that he was performing an

honourable act on behalf of the dead. ﬁs 2 reward for this action 2ifa—"

e
-
-

was stricken with impotence. The tragedy of the house of Zifa is/Eéused

_4——_...._—#"

o]
by a combination of natural and human forces. At the end of Song of a

Goat Tufa's father and his wncle destroy themselves. Tufg himself is

‘actvally the child of Ebiere and Tonye, therefore carries aith him the

curse of the family. This is the Basfs of the tragedy in The Masquerade.

Thus each character in Clark selects his own language, the aim sometimes

being to convey a thought, an attitude, or even to describe an event
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that occured off stage. The indident of the shooting'df Titi is des-
cribed by one of the priests in the following words:

The bride who was deep in the marble game

With her maids,had Umuko's new boy

Across her laps, when the storm bursts: ‘With a bound
She was up running, kneeling, presenting the baby
As a shield although clutching it back

From harm and all this in one motion --

Do forgive my running nose .49

*,

When the priest says, "Do forgive my running nose," the gesture passes
judgement against Diribi. The language of the play suggests that con-
ventions had a great deal to do with fhe determinat?on of the tragic,
much more than the plot. For #nstance, does the fact that an angry
father shoots and kills his daughter constiﬁﬁte a tragedy? Similarly,
the wounding of Tufa at -the end of the play is an accident rather than

a tragedy.; indeed, the basis and meaning of tragedy in the plays of
Clark must be sought not entiréfy'in the plot but also, and more im-
portantly, in the evocation_of imagery. For example, one of the priests
reveals that Titi's death is a wasee:

Third Priest: Indeed, see with what heart she took
' Her terrible fate when at ldst she knmew
Her father would give in to nothing. Even
The trout that :takes the bait more than ofteni.leads.
The angler out of step. And when it does
In the long run swallow the worm, dies shining.
In the slime. But what could this gazelle of a girl, so
Abruptly invested with the weedoof death,
Just when she was gatherlng her skirt: of cam
To mount her bridal bed?0

The firal question might have been asked about the Deirdre of YEats'and
Synge, as in Clark's case when the girl gathers "her skirt of cam/To
mount her bridal bed" she confronts her fate, and like the life-seeking.
trout she 'dies shining/In her slime." Like Deidre of the Sorréﬁs

Titi is the kind of beautiful woman who is "invested with the weeds of
death,” here symbeolized by the skirts of .cam. The tragedy is caused

by this awareness that in nature the benign and the malign co-exlst

and Clark obtains his tragic effect by evokxng the two types of imagery.
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Thus, Tufa's tragedy is presented as a disaster encountered by a
young fisherman at sea:

Put out-the nets, oh, put them out

To dry. And may the W1ldumndzand sun
Crackle and tangle

Them, float, iead and thread, till tides end.
The season is out. Because the tide

Has all of a sudden turned on us while
Gthers stayed out of sea, the nets we cast
With pride over shoals sure as shallows

Have had the floors cut from under them, and
The prime shark we set out to catch has got
Clean away, filtered right through and left
Us danglzng adrift like star-fish all
Superflous of feet. So up we come without

A shrfmp-droi of fat to stop hobs at home
From crack.>

Clark obtains his effects. here by simply foregrowmnding imagery drawn
from an area directly commected with a young flsherman s life. As a,
boy whe has been born and brought up in the creeks Tufa definitely
conveys his message to the world, which understands that one

can no more have the greater poetry without a
nation than religion without symbols. One can
only reach out to the unlverse with a gloved
hand--that glove is one's ration, the only
thing one knows even a little of. 52

Because characters resort to the use of linguistic resources that
pertain to and express an experience or social vision of a local com-
munity, and by trying always to communicate the deeper concerns of the
community, this fixing of what Synge calls the "psychic state of the
locality,”53 gives rise.to the evolution: of the so-called- sense of-
place. The fact that Clark's drama aspires for and actually creates am
Ijaw world view constitutes a linguistic deviation from the main tra-
dition of English poetic drama written in theccontext of the Judgeo-
Ch;istian tradition from which much of English verse drama has taken
its power.

Clark's dramatic language is modern not in-the sense of the

modernism of a Bernard Shaw, an Ibsen (of the English translations),
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not even of T.5. Eliotss poetic drama, but in the context of the
"poetical'pplays of Yeats, Synge, and Lady Gregory. We find that
only the Irish playwrights retreated from the main trend of modern
drama and produced a drama whose language asplred to create an inde-
pendent world view radlcally different from the cosmopolltan world.

Clark's- use of recurrent nature symbols and imagery is similar
to that of the Irish writers -- even though Yeats, Synge, and Lady

Gregory wrote for the Bbbey Theatre, they exploited beliefs and at-

 titudes pertaining to very different communities. These basic and

internal differences are revealed by the nature of symbols and imagery
which they use. §.B. Bushrui observes Yeats's usg of "recurrent
images throughout Deirdre, the most obvious example‘being the-hunt-
ing imagery, which symbolizes all the expectations, qgnsione, and
struggle the theme presents." At the end of the action, Eonchubar's
purpose is revealed by Naoxse s evocation of the image of the hunter:

A prudent hunter, therefore, but no king.

He'd find if. what has fallen in the pit

Were worth the hunting, but has come oo edar,
And I turn hunteru . You!reenot man, but beast.
Go scurry in the bushes, now, beast Beast
For now 1t5 topsy-turvy, I upon you. >4

-~

It is tempting to make a contrast between Yeats's use of the hunter-

hunted image in Deirdre and Clark's use of hunter-fisherman image in

The Masquerade, but the important thing istthat bgth dramatists are
working in modes and exploiting attitudes and beliefs pertaining to
a homogenous, archaic society. In either case, the protagonists are

contestants,

-

In Synge's The Shadow of the Glen the characters are made constant-

ly aware of the "mist rollidg down the bog'" and 'broken trees were left

. 55
from the great storm, and the streams roaring with the rain," In

fact, in Deirdre of the Sorrows, the thunder storm symbolizes defiance
and destruction as well. The symbol of the storm reflects £he'

anxiety, conflict, and destruction dramatised in the play. The hi

king himself, Conchubor, says that a "night with thunder’4s ot safe
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"to be abroad." Yet, ironically Conchubor also represents the "light-
‘ning" which will eventually "singe" Deirdre's be;uty >6 SlnceeﬂhiSI
and his brothers are hunters they are the main antagonists in ﬁge
contest for Deirdre. -

" The originality of the plays of the Irish dramatists and Clark's
springs from the conviction that by excludigg what Yeats calls topical
interestss7 and by working in local terms they discover the main
driving forces in their own bacgrounds. One other effect on their
style, forretreating into their own societies,is that theyv tend. to em;

phasize what ome critiec calls the pagan element. In Synge's The

Tinker's Wedding and The Well of the Saints, by-disregarding practices

liké weddings and the use of holy water, they turn’inwards. In the
fifst play a tinker, Michael and his wife, Sarszh Casexe haver lived: -
-togeﬁhar‘for sometime, decide to approach a local priest to marry
them. A wedding, Sarah Casey hopes, may save her from becoming "an
eldé drinking heathen"s8 like her mothér-in-law, Mary Byrne. Indirect-
ly, she wishes to escape the uncertainty and risks iﬁﬁolved in sur-
renderxng herself to the cosmos by llvxng a life of p;;;n self-abandon.
The prlest agrees to marry them on the condition that the young couple
pays him an agreed price of ten shillings and a tin can. _

But Mary Byrne, the ''old ﬁ;agrant heathen," with her excessive
"gddless talk”s9 steals tﬂe tin can, sells it in order to procure more
drinks for herself. Mary Byrne's argument is that a wedding cannot
save a beautiful woman from the vagaries of time. She asks Michael,
the tinker, "And wou're:thinkingait!s payiﬁgogaid_tnvhishreveeencemwbuld make
a woman stop wheﬁ she's a mind to go?" And to Sarah Casey she asks:

Is it putting that ring on your Finger wiil (/“
keep you from getting an aged woman and losing

the fine face you have, or beeaasing your pains,

when it's the grand ladies do be married in 511k

dresses, with rings of gold, that do pass any

woman with their share of torment in the hour

of birth, and do be paying the doctors in the

city of Dublin a great price at that time, the

like of what you'd pay for a good ass and a cart?%0
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Mary'Byrne chooses the eternity of cosmic growth, decay, and destruc-
tion. This awareness came to her because she had @ 'Gtreat knowledge
and a great sight into the world. nb1 On the other hand, the young
tinker woman and the priest "seem to believe that the mere performance
of some rltual is enough"62 to prevent her from bec0m1ng a heathen
like Mary Byrnes. This return to prnnz%gve passions forms a dominant
motif in the plays of the Irish writers and Clark's plays discussed
above. These effects are obtained by & conscious exploitation of the
”llvxng speech” of the local peoples. Even though the "divinity that.
shape's" the ends of the people in Clark's dramatic world might lack
"a sense of humour" the "beauty and aptness of his 1magerv”63 compen-
sate for everythlng. Professor Una Maclean,who ‘'was at Ibadan durlng

the early-1960's, thh Tespect to Clark's achievement in the shorter

plays, says:

To write tragedy without merging into me lodrama, to ’
write poetry without descerrding into doggerel, to

juggle symbols without dropping the ball, at# require

4 very considerable skill and a sureness of touch which
nokone would expect from an author at his first attempt.64

Wole Soyinka is a good example of rhe playwright who combines imagi-

pativé'inventivéness with reflection-and makes it a dominant.pattern

in his theatre. The dramatic effectiveness of his language, the quality

that dlstlngulshes Soyinka's style from Clark' s,  is not a sense of
place ; instead what. -distinguishes Soyinka's style is that particular
quality of the modern maturalistic style in the drama which Eric Bentley

in another context describes as "a clear grasp of'psychology and idea,

-..urbanity and pace,...colloquial tone and realistic" appearance,

.which makes character and the dramatlc situation to fall within &.bﬁsmm

~ "framewdrk of more or .less logical appearances.”65 Soylnka.perceives
his characters not In their social environment but as actors ondthe’
stage in virtuel movement, and the problem of language is left to the
improvisabion of the characters themselves.

A second consideration of Soyinka's dramatic use of language con-

cerns his preoccupation with the.way people apprehend their own world

“n

-



h X

u" . .
Ity
1

+

VWA

'

L

.

155

"in its full complexity, also through its contemporary prog;ession and
distortion."66 Soyinka's subject is the Yoruba mind (not ;n environ-
ment) as it relates to contemporary histéry, myth, and legend; how the
metaphysics of the Yoruba world are reflected in the Yoruba contemp-
orary psyche.67 According to Soyinka, art is the ”encapsulation"68
of the artistls apprehension of this metaphysical world.

Even though the settings of his piays may be less precise than
is the ease with the settings bf the plays of Clark, Soyinka's drama
unm;stakably takes its péwer from visions and aspirations of the c&n-
temporary Yoruba. He says:

Man exists, however, in a comprehen51ve world of
myth, hlstorv and mores; in such a total context,
. the African world, like any other 'world' is
unique., It possesses, however, in common with
other cultures, the virtues of complementarity.69

Soyinka's first premise is that the African world is an active one, an§
n@where'do'ﬂe find“tﬁisﬁcabgcityjtoiabsorb,“ewery”newrexperienpe,"fo more
than in his draéatic language, '

There are similarities and also differences-of approacﬁ between
Soyﬁnka and Clark, some of which shall be dlscussed in chapters five
and six, Basically both men acknovledge the gifts which their African
background gives them: a living folklore and a living speech,. %pt nt
Soyinka further recognizes that besides myth and folklore, hist&;y and
the mores of human society also constitute 4 social order for tHe artists
to exploit. Essentially, Soyinka recognizes thethistorical ftr dltlonal)
role of the artist in society, and this fact is also central to his owm
idea of cultural continuity. The result is that he works in archaic
modes, exploits rural life as well as embraces the beliefs, anxieties,
and habits of the "soeial cdlasses amoné the'pdlyglot populations"71 of

the urban society., These points shall be clarified presently but we

should start with the "pastoral" scene of The Swamp Dwellars,

The Swamp Dwellers enacts the plight of a peasant family 51tuated

in the Niger Delta. In spite of the setting of the play the action

-
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recreates the world which lies outside the swamps. For instance,

Awuchike, Igwezu's twin brother "got sick of this place and went into.

L

72
the city."” Igwezu, in response to a similar impulse, joined his
brother in the city, as Makuri says:

All the young men go into the big .town to try
their hand at making money...only some of them S

. Pan
remember their folk and send word once in a whilé:73 /

‘But when Igwezu retufns from the city as a defeated man, he makes it o
possible for the peasants to become involved in the anxiety of con-
temporafy life. This way of iﬁﬁermingling the Ewo worlds is further
demonstrated by . the number-of:érticles in "the family workshap' of
Makuri.

- On a small table sgainst the right wall is a
meagre row of hairdressing equipment --- pair
of clippers, scissofs, local combs, lather basin
and brush, razor -- not mueh else.’4

Makuri also owns “'a barber's swizel chair, a very ancient one." Even

though the characters happen to be peasants they happen not to have
-

been totally alienated from conEEmiiigry life.

Similarly the introduction of/the blind Beggar from the north

‘of the country'iﬁtroduces an additional element in the language of
the play. He teiis his hose and hostess the_story of his journey

southwards, of disasters in hos own home town, and then the return
of the rains and the interest in life which the éna of the leﬁgthy
period of dfougbt revived in the people of Bukanji:

now...we could smell the sweetness of .lemon leaves,
and the feel of the fronds of desert palm was a
happiness which we had never kmown....We loved the
sound of a man's passing footsteps.as if the rustle .
of his, breath it was that gave life to the sprouting
wonder around us. We even forgot to beg, and lived
on the marvel of this new birth of the land, and the
rich smell of its goodness.,..But it turned out to
have been an act of spite. The feast was not meant
for us -- but for the locusts.
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The narrator is blind and through his intwitive response to the
world he also indirectly invites his listeners to enter in the world

. of smell and feeling but he soon releases them from there with the

final, "it tufned out to have been an act of spite. The feast was not

meant for us--bur for the. locusts." Later on in the play the Beggar's

interest to create and mould life arises from some knowledge of this _ .
- N ) . 76

kind, "let there belﬁaterr he urges, "because I am sick of the dryness.'
At this point he assumes the role ef a priest and creator-god, 'beceuse
when he notices Igwezu's anger he reassures him that life "will thrive
‘-agaln 'l
Even though the Beggar has witnessed éisaster aﬁd failure in
his own hometown his intuition of 1ife, enacted in the passage quoted
.above, enables him to beliéwe in thefegenerativewﬁistm of earth. On
‘the other-hand, Igwezu, the ironist, loogs at the failure of the harvest
with an attitude of disillusionment. He says:

It was mever in my mind...the thought that the

- farm could betray me so totally, that it could
drive the final wedge into this growing loss of
touch....’8 '

.
In Soyinka's symbolisn "Harvests' as represented in Idanre signifies
earth's forgiveness.79 In spite of Igwezu's bltterness the blind
Beggar assu&s him that the world "will thr:.ve again."” But being the
Atunda type of character, the evolutionary essence (Igwezu is repre-
sented 2s the "Slaver og serpents'), he chooses to retreat from the
scene of action; he says: "I must not be here when the people call
for blood" but Igdezu's retreat is meant to stand in counterpoint to
primal innocehée, because as he says, "Only the children and the old /////’~_ﬁ\
stay here....Only the innccent and the dotards."80 The dramatd = ’f - -//

fectiveness of the language of The Swamp Dwellers is obtained by i}mpf&

opp051ng lnterests aspirations, visions, and world views. //

Dlalogue 1n The Lion and the Jewel is based on a sxmllar'p$positlon'

especially in the scenes between Lakunle and Sidi: I
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'Lakunlé:. No. I have told you not to carry loads- -
On your head. But you are as stubborn
As an illdterate goat. It is bad for the spine.
And it shortens your. neck, so that very soon
“You will have mo neck at all. Do you wish to leok
~® ° Squashed like my pupil's drawings? )

Sidi: Why should that worry me? Haven't you sworn .
That my looks do not affect your love?

Yééterday, dfagging your knees in-the dust
You sald §idi, if you were crooked or fat .
And your skin was scaly like .a...

ﬁakunie: Stop!l-

$idi: 1 only repeat\ihat you'éggd.SI' S {z:;;- T
A cursory examination of the dialogﬁe between Lakunle and Sidi

shows that the language dramatizes not only two opposxng attltudes to
the world but also two types of aesthetlcs. Lakunle insists that a

wife must be slim not "crooked or fat," and that she should not be an
"illiterate goat. L Slmllarly Sidi's criticism of Lakunle's language
stems from the- assumptlon that llterate pecple are apt to be pompOus

She calls Lakunle the "madman/0f Ilunjinle, who calls hlﬂself a -
teacher ;" and uses "big words" which make "no meaning." She says:

You talk-and tdihﬁénd deafen me |

_With words which sound the same

~ . And "make no meaning.
“5-4\' " I've told yoa, and I say it agaln
I shall marry you today, next week
Or any déy you name, : .
. But my hride-price must be paid. 82

The repetltion of "You talk and talklfhd deafen me*' reinforces the

poxnt Sldi\wishes to make that Lakunle $ concept;on of what makes a

wife is totally allen to the spirit of Sidi's communlty This allena-

tlon of Lakunle is confirmed by the 1ast statement made by §idi, "my

bride-prlge must be paid." A . ‘ : :"_.'F§:_

. . - T ~ N . L -’7 .
However, in the scene described as Night Sidi encounters the ranting
widow, Sadiku. Here, both women are- dnawn together, in the language of
83
Pro:essor in The Road on a wave of sympathy. Sadiku wispers to

Sidi that the Bale (the chlef of the-vzllage) has lost his sexu@l‘gpwqrs

F 2R PR
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and that it was she, symbol of eternal woman, who caused it. Upon

‘hearing the news Sidi "leaps in the air' and proclaims "Hurray for

84 .
womankind.”  Similarly, the dialogue between the Bale and Sidi is
worked out on a -similar wave of common or shared sympathies. As

Sidi listens intently; Baroka, the Bale insinuates that hevaad “scat-
~teid kindlinéss"85 among other women: ku
Baroka: The old must flow into the new, Sidi,
‘ Not .blénd itself or stand foolishly
Apart. A girl like you must inherit
Miracles which age alone reveals. . ”
Is this not sol..

Sidi:"  Everything you say, Bale, .
Seems wise to me, '

Baroka: Yesterday's wine alome is strong and blooded, child,

And though the christian's holy book denies
" The truth of this, old wine thrives best

~ Within a new bottle. Theccoarseness
Is mellowed'down and the rugged wine )
Agquires a full and 'rounded body... . }f7 .
Is this not so-- my child? o ' { e
(Quite overcome,.S5idi nods.) :

Baroka: Those who know little of Baroka think -
His-life one pleasure-living course-
But the monkey sweats, my child;
The monkey sweats,
It is'only the hair upon hkis back
Which still deceivis the world...
. _(8idi's head falls $lowly on the Bale's showlder. )3

Baroka's selectlon of 1mages and allusions from Sidi's world wins her

sympathzes for him; hence she ylelds to the Bale as much as she vields

to the vision of the world defined by him. In the: world of Baroka, S$idi,

;nd Sadiku, Lakunle hovers.on its gringes as the 'young sprig of
foreign wisddm."87 In the end, the womenfcelgbrate the Bale's vicfory
because his viSion'Eéiﬁcides withttheir vision of womankind in that
sdciety. : S : R

In these two "mock@pastoral” Plgys Soyinka's choice to work in

archalc node s and to exploit attitudes of rural communities is not

entirely absolute; contemporary events wtill impinge upon the Iives

r
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of his peasénts, other people's tragedies alsoc become part of the
experience of his own people. We have noted the examples of Igweéu

and the Blind Beggar in The Swamp Dwellers, Lakunle and the Bale who

use their knowledge of European fashions and the Bible to reinforce
their arguments. One critic observes rightly that even though the

"somewhat portentous and sagging prose of The Swamp Dwellers" may

be difficult foraan audience whose command of English is not as far-
reaching as that of the author yet the "blbllcal language in whlch
the blind beggar describes hts people s struggle w1th the soil is...

not used out of literary pretentiousness; it serves to link their

fate with that of all who hawve tried to sow the'desert. It is

particularly effective with a Nigerian audience which may not respond

' 88 -
s0 readlly to the play s other overtones of language.” Similarly

the "longueurs'" of The SwamE,Dwellers give pl&ce in The Lion and the
Jewe'l- éo‘\iv:risking free verse."sg Not only_does Soyinka show the
sense éf §9 lopment in his use of language, but also in his treat-
ment of social relations; his symbols cohere with this themes'in the.
latter play. - l

~

In A Dance of the Forests Sovinka combines various levels of

language depending on the character and the effect he intends to
create. The language whﬁjg &he crier uses to summon the forests

spirits and the human protagonists for the trial sceme in the cowrt

&

of Mata Kharibu is chanted in the form of an incantation.

(Another part of the forest. Approaching sound of a pong.
Enter the forest Crier with a scroll. Strikes his gong.
A few forest spirits emerge from hidineg places. Mostly.
only their faces can be seen. The Crier walks with a
Kind of mechanical to and frommovement, )

Crier: To all such as dwell in these forests; Rock dévils,
Earth imps, Tree demons, ghomids, dewilds, genie
Incubi, succubi, windhorls, bits and halves and such
Sons and subjects of Forest Father, and all
That dwell in his domain, take note, this night
Is the welcome of the dead. When spells are cast
And the dead invoked by the riving, only such
May resume their‘body corporeal as are Summoned .

When the understreams that whlrl them endlessly .
-Complete a circle. ’



- “ 161

And then, - }

, Forest Father, unveil, unveil 90 :
The phantasmagoria of protagonists from the dead. ‘

-

The language is a combination of that spoken by a priest during a regular

festival and the language of a magician. There are instances when a

- -

character like the historian invokes a scene for purely moral purposes;

I have here the whole histbry of Troy. If
you were not the swillage of pigs and could
read the writings of wwiser men,.J:would show
you the magnificence of the destruction of
a beautiful cicy. I would reveal to you the.
attainments of men which lifted mankind to
- the ranks of gods and demi-gods. And who was “
' .the inspiration of this divine carnage? Helen
of Troy, a woman whose honour became as rare

© a conception .as her beauty. Would Troy, if
© it were standing today. lay claim to pre-~-
servation én.the annals of history if a thousand L.
. valiant Greeks had not been. slaughtered before

- - its gates, and a hundred thousand Trojans within
' her walls?..But history has always revealed that
the .soldier who will not fight has the blood of

. slaves in him.

The voice is that of the traditional hero of an epic talealike the ones
told by Fagunwa and Tutuola. Chief.P.0. Fagunwa, Yoruba novelist killed
-in a car crash in 1963, is. one of the several men whom Soyinka admired.
"gh translated Fagunwa's Ogboiju Ode, which he describes as a "universal
ﬁyth...the epic of man's eternal restlessmess, symbollsed as always in

search!™; he retitled 1t The Forest of a Tﬁiusand Daemons (Nelson, 1968}

Most of the forest spirits in’ Soyinka's A Dance of the Forests were

taken directly from Fagunwa's novel. Amos Tutuola is also one of
Soyinka's favoured African novelists;-especially he admires Tutuola's
"dargeness that comes from an acceptance of life in all its manifesta-
tions; where other writers conceive of man's initiation only in terms
of photographic rites,.Tutuola goes through it as a major fact of a
concurrent life cycle, as a progre551on from physxcal 1nsuff1c1ency,

w92
through the Quest into the wery psycheioikﬂature this Thissquestimotif
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implicit in Yoruba myth and folklore is used by Soyinka in his own
plays; but-dits importance derives from the fact that like his fellow
Yoruba writers his independence play attempts to embrace 'life in all
its manifestations.' The narrator, in the passage cited abébe,-usés
éxamples from his experience of a foreign environment to preach to
his auvdience, mostly compatriots whose khowledge and experieﬂces are
not as wide as his own. . )

Sometimes in SOyiQka's plays verses recited by a sacharacter or
sung by a. group serve as a way of heightening the theme of the play.

The Dirgewman’'s verses in A Dance of the Forests enact the lyric ele-

ment that - underlies the theme of continuity in the play.

Dirge-man: Move on eyah! Move apart

I felt the wind breathe--mo more
Keep away now. Leave the dead
Some room W dance.
1If you see the _banana leaf

- Freshly fkbrous like a woman's breasts
If 'you see the banana leaf
Sﬁ:gd itself, thread on thread )
Hang wet as the crfpe of grief .
Don't say it¥®s the wind. Leave the dead -
Some rogm to dance.d3

The suggestion that "I felt the wind breathe' provokes the Dirge-
man's £ istéﬂt, "leave the dead/Some room to dance," affirming the
fact chi the dead are always present. This new attitude questions
the original demand made by the human community reported at the begin-
ning of the play, as Aroni says: '"'They asked us for ancestors, for
illustrious ancestors." But if as the Dirge-man's song states the
presence of ancestors is always "felt," how genuine was the original
request of the human community?

The Dirge-man then evokes the image of plantain leaves and compares
them to a '"woman's breasts" which are "freshly fibrous." The comparison
suggests that she.is & nursing mother; but her breasts "Hang wet as the

crépe of grief" states that the child has died. The idea of enlarged

breasts emitting milk represented by "Hang wet" is the mother's "crépe
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T of grief.” The cause of this grief is casually explained by the line;;

"Don't say its the wind." The next stanza proposes a solution:

-~

Dirge-man: Daughter, your feet were shod
In eeled shuttles of Yemoja's loom
But twice your smock went up
And I swear your feet were pounding
Bust at the time. Girl; I know _ : t o
The game of my ancestors.

Yemo ja is Obatala's wife, and therefore the matriarch. The loom is her =

creative loom, "daughter" refers to mournimg mothers who are reminddd’

about Yemoja's creativelgom. The last stanza of the song then evokes

imagery of re-incarnation:
A tough, at the rounded moment of the night - .
And the dead return to life o
Dum-belly woman, plantain-breasted
Mother. What human husband folds
His arms, and blesses, randy ghosts?
Keep away now, leave, leave the dead
Some room to dance.

L ] N

The separation of "A tough" from the rest of the line reinforces the
sexual imagery used in the preceding stanza, quoted here again:

Daughter...twice your smock went up
And I swear your feet were pounding
Dust at the time:

Re-incarnation, that is the poiﬁt when ''the dead return to life," occﬁrs
through sexual spasm in the lines quoted above. Theréfore, khe "eeled
shuttles of Yemoja's Icreativel loom" anticipates the physical enact-
ment; in addition the line suggests that child bearing is a kind of

- burden inherited by woman-hood. The 'game of my ancestors" is nome
other than the Yoruba belief "in the contemporaneous existende”94 of

the past, the presént; and the future, also represented by death, birth,
growth. The Dirge-man's verses undercut the remantic idea implicit

in £he original thought of summoning tﬁe;ancestors to be present in -~
person at the festival of the gathering of the tribes. The final
'"Dumbbelly woman, plantain breasted/Mother!" brings us to the point
where we began with the singe;, the evocation  of the image of‘the

mother.
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The_Birge:man's verses form a major idea in the play which affirms
the aspirations of the community--survival.' These verses can equally
be related to the s;ngs of the Half{-Child later in the play as he hopes
to go from 'branded womb/To branded womb." Therefore, the original pig~
chology that produced-the phantasmagoria of protagonists in the play can
be accounted for by simply comparing the Dirge-man's verses with those

of the Half-Child and the Dead Woman. The Dead Woman asks:

Was it for this, T this,
Children plagued theéir mothers?95

" The Dirge-man's verses supply an amswer: 'Déh't say it's the wingd"
(the ancestors) that is the cause of your plight. The Dead Woman's
problem is that she has given birth to a Half-Child, so that her anguish

is caused not by the ancestors but by an injustice inflicted on her by

society. She is the individual who knows her fate:

.
Better not bear the weaning
I who grow the branded navel
Shudder at the visitation
Shall my breast again be severed )
- “From its right of sanctity?96 i .

The Dead Woman;s sense of fgtility is expréssed in words like ‘''plagued,”
"branded" and "visitarion." To be branded is to know one's fate and
the additional fact that she has given birth to a Half-Child compels
her to imééine“hé;seif in the actual process of repeating the sergual
Taet in orde; to gét another child; her apprehensioﬁg produce -the reac-
tion, '"Shudder at‘the visitation." The impact of the verb "shudder”
must be seeﬁ also in relation to the verses quoted earlier: "A tough...”
and the "Shudder,' therefore she is awaxe of the fact that "the dead

&
return to life" through sexual action, but she complains that she can-
not fbear the weaning" of a Half-Child because as she rightly antici-
pateslfé-incarnation in hér casé will be just a meaning;ess process of
repetition. "A touch' and then the ”sﬁudder at.éhe visitation" confirms
her fear and she now regards pregnancies as visitations. This-is con-

firmed in the last.statement: "Shall my breast again be severed/From’

its right of sanctity?" This voice differs from that of the Dirge-man;
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the woman seeks a solution and her plea coincides with that of the
'Ghrrior to Mata Kharibu to "turn the unnatural pattern of men always
eating up one another." There is something unnatural about the mother
of the Haif-Child, and she aspires and;asks Forest F%ther to change

the unnatural pattern but she fails at the end of the play. Her plight
dramatlses the lyric aspiration of an 1nd1v1dual victim and it heightens
the idea of the tragedy of history bexng dramatised in the play. The
songs of Soyinka therefore form an integral thematic aspect of the
plays. From this.ana%ysis &t is evident that by careful selection of
materials from his own background Soyinka creates a real tragedy of a
human situation. Like Synge and-Yéats, he focuses on the victim and _
channels the aspirations of the cdmmunity through the lyrical outbursts
-of the tragic victim.We are already familiar with this pattern in

Synge s Riders to the Sead.The Shadow of the Glen, The Plavbov of the

Western World and. yé Deirdre of 'the Sorrows. I have already c1ted-

.2ifa's lament in Clark's Song of a Goat. This aspect of their method

also dominates Lady Grggcry's plays; the important &lements are the use
of local modes of expression to dramatize a basically human problem. 1In
this way their individual backgrounds serve as a mirror through which
they see reality reflected, that is, folklore contains the idioms,
images, and symbols with which they require to ianvigorate their drama.

In Kongi's Harvest, 2 .contemporary African political and self-

proclaimed‘dictator orders the detention of a Yoruba king, Oba Danlola,
demanding that the king submit publicly to Kongi. At the beginming of
the play Oba Danlola is in degention. His retinue of drummers and Bug-
lers sing the king's praises. But the songs happen to be directly aimed
at debunking Kongi's presumptions. ' This transformation of Kangi frOm
the self-proclaimed "spirit of the harvest" to thepprophet of a new
order whose only commodity is agony is sung by Danlola's men with the
accompaniment of drums:

A roll of drums such as accompanies a national _
anthem.... Grouped solemnly behind it are Oba Danlola,

\
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Wuraola his favourite wife, his Ogbo Awveri, Dende,
and Danlola s retinue of drummers and buglars;
Thev break into the following anthem.97

Stanza one of the anthem asks the followlng question: 'Who says there
isn't plenty o&?a word/In a penny newspaper " and stanza two then mocks
at- those who. 1gnore thls simple truth and believe instead in "isms?®
Kongl s New race is dismlssed as the "mucus that is snorted out.'" The
"new-ness" of Kongi- ism is also dismissed with the repetltlon of "Iém
to ism for ismis 1sm/0f:Lsms~and.LSms.onaabsolutejism.“

In stanza three Kongiém begins to harvest not only yams as did the
ancient kings but "silent skulls." The symbolism of a harvest like the
one enacted at the end of the play is central to the theme of the play.
Meanwhlle, the songs anticipate the final scene when Kongi is served -
with a head of one of- hls‘u;ctxﬁsgg In this way, the emptiness of
‘_Kopglsm is already antxcmpated in stahza three of the anthem;-

Who but ‘a lunatic .

Will bandy words with boxes
With government rediffusion sets
Which talk and talk and never
Take a lone word in reply.
»_The‘answer simply is:

I camnot counter words, oh

I cannot counter words of

A rediffusion set

My ears are sore

But my mouth is ®agbayun' .

For I do nmot bandy words

No I do not bandy words

With a govermment loudspeaker.loo

The conclusion states the need for Danlola to be wise and maintain
his sanity, more so because of the meersonallty of the force against
which he is fighting. The song shows that eventually Danlola must.'
yield to Kongi. Danlola will have to yield, because as the argument
of the old Aweri goes, kingship is a role. Finally, the musicians also
. defend the position of the traditional institution of klngshlp

They say we took too much silk %
For the royal anopy

But the dead will witness

We never ate the silkworm.lOl’
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Like Danlola's retinue, the Carpenter’s Brigade also sing the
praises of Kongi. Their song is dedicated to'Ismaland": 'For Isma
and for Kongi/We're proud to live or die”; yet in spite ofitheir a\
pride in "Ismaland" they are.represented as victims of Kongjism. For
instance, Kongi has ensured that the anxiety of the members of the
Carpenter's Brigade be contained in a number of ways, first, through ~

alcoholism. fhey are encouraged to drink a '"local brew" called "Isma

. gin," and we arelalso told that. only {igut$.of toughened leather'.

can "survive on Isma gin." Sécond, Kongi discourages individual ex-
pression by inculcating violence and mob tyranny. The Brigade sin%sz

'"We spread the creéd of Kongism/To every son and daughter," but "heads

. . 2
- too slow to learn it/Will feel our mallets' weight."lo Simidarly,

or: the national level members of the Carpenter's Brigade pay heavily
for their chauvinism:

Our hands are like sandpaperr

-
Qur fingermails-are chippedd !
Our lungs are filled with sawdust

But our anthem still we sing ]
We sweat in honest labour _a:qﬁ"‘
From sunrise unte dawn \_J' i

For the dignity of labour

103
And the progress of our land,

Thus Ese pecple become the means and Kongism the end; in this way Kongi

is represented as the antithesis to Danlola and because of the inevit-

ability of Kongism, the songs create a dalaEﬁing vision of the future. e
But for the Yoruba the phenomenon of Xongism is easily handled within

its expansive cosmology, as'Danlola's retinue \see it:

-

A new-dug path may lead
Tc the secret heart of being
Ogun is still a god

Even without his navel.lo4

Like the Songs, proverbs can also be used to foreground linguistic
P A
components of givenxﬁialogue and situation. 1In this way proverbs and

. } ~ -~
riddles can act as Summary statements. In The Swamp Dwellers after

the blind Beggar finishes telling his host and hostess the story of the

’
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disaéterﬁ in his owﬁ home town in'BuEanji, Makuri concludes with a
proverb which‘says: "the hands of the gods are unequal. Their gifts-
become the burden of ImenT ." The proverb also shows that Makuri
actually analyse§ the blind Beggar's story from the point of view of
the morphology of Yoruba apprehension of reality. The fact that an

.

individual tends_fo understand his own situation better only after
he has_exahined it in the context of the whole phenomenon of human

" society is also enacted by Igwezu who returns from the city equipped
with 2 cynical attitude to reality. For example, his capacity to
detect the deceptions of the Kadiye, the prieét of the serpent of the

swamps. He asks:

If I slew the fatted calf, Kadiye, do you think

the land might breathe again? If I slew all the
cattle in the land and sacrificed every measure

of goodness, would it make any difference to our
lives, Kadive? Would it make any difference to

our fates?tY3 ' v

The answer to Igwezu's question is provided by Makuri's‘pfobgrb. SomeB
times, however, proverbs can be misleading. At the end of The Str;?g
Breed Jaguna aﬁd Oroge in pursuit of Eman as Carrier, learn that Eman
was seen on the way leading to the well. ) Jaguna concludés at once,,

: 06
"The animal must come to drink."l

As we shall see in the discussion of the significance of the animal
nature of.the‘imagery bglow, the proverb and its logic do not seem to
apply to Jéguna's society. A proverb of the kind spoken by Jaguna is
usually used by some one who lives in a séciety in which things are
orgghized and people know and perform their roles. But Jaguna's society
does not happen to be an organized society. First they have no set tra-
dition for the select;on of a carrier; their-practice being tacpick-any
stranger who happens to be in the village at the time a victim is
needed. From the beginning of the play, another rule h;d been establish-
ed by Eman which stipmlates that a "village which cannot proauce itg

- 107
own carrier contains no men." At the end of the play when the
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sacrifice of Eman fails the criterion is confirmed.

Jaguna: I-am sick to the -heart of the cowardice I have seen
tonight.,

Oroge: This is the nature of men.

Jaguna: Then it is a sorry world to live in. We did it for
them, It was all for their own common good.
What did it benefit me whether the man lived
- or died. But did you see them? One and all
they looked up at the man and words died in
their throats. ’

Oroge: It was no common sight.

Jaguna: Women could not have behaved so shame fully,’
One by one they crept off like sick dogs. Not
one could raise a curse. .

Ofoge: It was not only him they fled. Do you see how
unattended: we are?

Jaguna: There are those who 'will pay for this night's work!
Oroge-T’;iqg-E;t g hOme 10§ - .
The” dialdgue between Jaguna and Oroge demonstrates that the certaint}
expressed in Jaguna's proverb, "The animal must come to drink ﬂ has
been marred by a number of ill-comsidered motives wﬁich have ‘been
carried over into the new year. Thereforea the. old year did not take
away the evid as Intended. ' 7 |

Even so the proverb can still be explained in the context of the
flashbacks which reveal Eman's inherited duties as a carrier for his.
own home town. Here the importance.of the animal nature of the imagery
is. evident. The flashback reveals that Eman is heir to a responSLbility
which he had abandoned. 1In one'of the flashback scenes Eman had emphat-
ically told his father that "nothing holds me here," and the old man
reminddd him that in spite of his son's determination to go away and
abandon his duties, "Your own\élood will betray you." Therefore, Eman s
instinctive response to the role in another village confirms his
father's convictions: 'you will answer the ufpé of your blood.“109

In spite of his absence from home Eman did not deliberately alien-
ate himself from the spiritual forces of his own world. Jaguna's

L4

d

v/
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proverb explains Eman's/rcgzxin’fge latter's village. This is made _ |

evident by thé® fact that every statement which Eman makes in the Pl y

contradlcts positions he had taken- ‘be fore he teft hls v1llage “He
110 .

said: "I will never come back." !

The question which The Strong Breed poses is not whether Eman

should have been killed but whether the v1ct1m had the protectlon of
the will to be able to resume hig re5pon51bilxt1es Eman says:

A man must go on his own, go
where no one can help hlm, and test
his strengeh,lll o : n T

Presently Eman realizes that even though he may actually have an
individual "life to fulfill,"” this can not be obtalned in a world whose
points of reference are alien to the spirit of the strong breed. Eman s

death is a symbolic retirn to the legend of the strong breed:.

I do not really know for what great meaning
I searched....lt was here all the time. Angd
I thtew away my new-gained knowledge. I
burxed the part of me that was formed in
-strange Slaces. I made a home in my birtk -.
place .

The example of Jaguna and Eman shows that proverbs can become effectlve
tools to a satlrlst and an Lronlst. A character like Jaguna nght
appeal to an aspect of wisdom inherent in the proverb but only to
undercut himself with ic.

The anmal nature of the imagery remlndﬁ us of Eman' 5 orlglnal
conggrn with havlng cut hlmself"ioose from all these --ties of biocod. "113
The proverb enacts Eman's lnstznctlve response to the Murge' of his
own blood. Durdng one of the flashback scenes between Eman and his
father, the latt%r)warns his son that vher the time dces come for the
"claim of blood" it "wiil surely brlng the sadness of truth" 114 to
Eman. a=:Ber1n'-_~at1'1 Eman's self-possessxon lurks thls prlmltlve urge(af the

blood pulling him back to his sources. This argument forms 2 basis on

which we can agree with Eman that hlS death symbolizes the conviction

"that he had "buried the part of me that was formed in; strange places.™

-
-
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Instead he "made a home in my birth place." "Therefore the retreat to
one's sources is a big sacrifice since it means having to forgo all the
attractions that the cosmopolitan world offers. The theme of a sacri-
fice whzch features in most of Soylnka s plays is central to.the idea
of a return to sourges.,

[

In A Dance of the Forests proverbs attributed to Agboreko introduce

2 comic idea peculiar to Soyinka's art. At one peint in the play,
Murete, tﬁe tree imp,imitated Agboreko's  '"Proverbs to bones and
silence." Soyinka's art of undercutting Agboreko'ss a way of dis-
owning the too frequent use of these so-called "qualnt expressions."

In this way the proverbs can serve as_''soup and pepper," as brother

~

1
Chume says i The Metamorphosis of Jero, 15 and in splte of the humour
the proverb still performs its allottedr purpose

In Kongi's Harvest the new Awerz Fraternlty are suspicious of pro-

verbs because as they put it, proverbs do not reflect the "positive,"
"scientific" spirit of Kongism. At "Kongi's retreat in the mountains,
the reformed Aweri Fraternity in session" seek a style:
3 !

First: I suggest we pattern ourselves on our
predecessors. Oh I do admit they wereca”
little old- fashioned, but they had er...

a certain style. ‘Yes, I think style is the
word I want. Style. Yes, I think we could do
worse than model ourselves on the

Old Aweri,

Fifth: You mean, speak in proverbs and ponderous
tone rhythms?

Fourth: I'm afraid that is out anyway. Kongi woéuld
prefer a clean break from the traditional
co ave of the so-called wise ones.

First: Thewiwere remote, 1mpersonal--we nEed these
' aspects. They breed fear in the common man,

Second: The paraphernalia helped too, don't forget that.

Sixth: I have no intention of making myself
look ridiculous in that outfit, 116

Self-conscious archaism tends to become plcturesque and decorative un-

less the author understands that selecting to work in "old-fashioned"

/
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modesimust have a purpdse in the context of the individual play;

otherwise it will¥just be a matter of reviylng &oroverbs and ponderous

rhythms" for a~perverse sense of novelty Buf“by-constantly'undercuttzng

his characters Soyinka obtains obJeot1v1ty in his use of these ”qualnt“

s

linguistlc resources. in suchra way. thatpproverbs;, riddles enjoy e_vrcartous

existence in his plays. In a play like Kongi's Harvest_ in whlch the
) -

.major .characters think in ferms of ”scientific exorcism" .and "positive
hY
scientéarsm,"proverbs can provide a good contrast to the way of think-
ing, perceiving, 'of the‘tradltlonal societ The' dramatlc effectlveness
8 g y-.

of these lznguistlc materials of folk culture is that they aré not ac-

cepted byuall the characters as an absolute mode of expression and Zfﬁ\“J
man

when thé occasron arlses, as it happens in Death and the King's Hors

-some one is ‘bound ¢o be 1rr:.tated by the:’freque:nc}o@ﬁ thelr.pc_curmce as

¥ 117
Pilklngs asks: "Chrlst' Must your people forever speak in riddles?"
. R O

N . In pLays like .The Road, The Jero Plays, Death and the King*s

»

Saluﬁ?' Dat one'no to chnrch; na hlgh society ) : ‘ . B

Horseman foregroundlng is obtained by devratxng to the use ‘of pidgin
Englrsh the ungrammatlcal use of the Englzsh language. Inr The Reoad,

Samson, e passenger tout anq driver's mate to Kotonu represents ‘the

-

-kand of character whose language does not only constltute a. devzatzon o
1 -ﬁr L'y " =

- b v .

but forms an~ef5&ct1ve way ofdhiganlslng experzence. Samson and

anothqr drrver tramee Sﬁfr ,discuss an 1nc1dent in Professor s past
~1ife: . Y
Samson: You thank they just put somebody in
prison like that? . Professor his wvery self°
. Of courseyyou don't know your history., When '
Professor entered Church, everybady ‘turned
" round and the eyes of the congregation e
Eollowed him to his pew --and he had his .
own- private pew let me telt’ you, and
lf 2 stranger went and sat in it,. the
arcl warden wasted 2o time drlvrng

§ Emow o e Ty

-

L

, SamsonT™ ¥You no sabbe de ting -wey man' dey caIl " N Rl
classso 3hu§§up youromout.. Professor eth, .- .,
“a S e e -t oo
- p . T | M -
‘.- . : < ‘ - < * : ! - My o
i e - ey a St © Ry

v PN . .
P . ~ < /
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he get class. He get style. That suit he )
‘wears now, that was the very way he used: to- dress
to even!ﬂﬁ-service. I tell you, the whole
neighbourhood used to come and watch ‘him,

they would gather-in ‘thisi very bar.and :

watch him through the windows, him and his

hundred hanker-chiefs spread out on the pew

“in front of him.,.ll18 °

1

The sentences spoken in pidgin Engllsh can be heard anyGhere in West

Afrlca

‘where pldgln Engllsh is spoken' they constltute Samson's way of

summlng up Professor s life. Their. effectlvena\s for the situation is

that they demand audlence partxcxpatxon for instance, '"Dat one no to

church, na hlgh soc;ety" i

of the group will recognize, Slmllar —“ﬁé‘scatement that Professor

“enh, he get class" identifieg angther recqgnxzable type; although as

e .

Samson says this class nou/is,oniy an anachronism.

Even though Samson happens to be llf;terate

|-

of him to sthch= casually,lfrom-on& iormuof-danguagerto,another;:,f”

-He says.

his power to create the

One of the v1rtues of Samson s way of speaking is connected wlth .

ely varying the form of Engllsh

Sy

-
~

B

Walt smakl> you‘nouheaz_de.prnper fight yext. That
was the day the wall of Jericho (he points)

fell dowm. 119

b4

abo ’)Samson and Salubx\reveal that at one tlme in hls life Professor

who now runs an quIDENT STORE was a member of the “hlgh soc1ety, "d‘

that he attended a church wher?he "had his own pr:.vate pew " and in-

sisted on always readlng the s

Professgr - used to be,he actually 1dentif1es Ehe Professo who has sur-"’

V'J.ved

%o evening Service."

’ A // with the author"s\;é

”That suit he _wears now, that was the very way he used to dress

Lamson's descriptlon happens also to coxncide

"Professor is a tall flgure'in'vlctorian outfit -

ot thils top-hat etc.,aﬂl threaﬂhba:eand shinv at the lapels from .

*

_pch ironing "

o

120
&

-

Since Professor's AKSTDENT STORE is located directly adjacent to
- . .. ] o .

'c

\
o o
-, i

dentlfies a-kind of church which every member

it is characteristic *

world outside the tuation belng dramatized by

mons. Not only does- Samson tell us what

. Foxr znstance, in the dlalogue quoted

v
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~his former church, the Store symbolises everything that is a direct

-
reversal of.the.things which Professor cherished when he was still a
member of the high soclety. Samsonm uses the two forms of language to
obtain flashback effects. In another passage Samson leads the audience

back to an incident in his life as a2 driver trainee in a lorry driven

by Kotonu,

Samson: A driver must have sensitive soles on his feet.

" - Dnlike his buttogks. His buttocks would be hard,
Heavy-duty tyres. But not the feet you see. Because

he does not walk so much, and he has to be able to

judge the pressure on the pedals exactly right, . st
I have such thick soles YOou see 30-1 always rewved |

I tﬁé enginé'tob much or too little. s

But he suddently switches over into pidgin Eng&igb: .
Then it was Fai! Fai! Fai! You think say I get
*. petrol for waste? Take your foot commot for

< accelerator! Small small! I sdy small small --
you tink say dis one na footBall game. Fai

na stud you war' give centre back. [You apply
the brakés as if yo&la;e tackling a centre back.7 .
I aay do am soft soft! Fai fai fail

Samson, at ‘this point, switches back into regular English: -

All~a waste of time. Every time I started
the ioryi it went like a railway -~gbaga
gbaga —ilike clinic for hiccup. Other times
it would shoot off like sputnik --fiiiiom’
That was when I got it worse of all —-Fai
fai fai fai! <You wey no fit walka na fly

you wan' fly? YXou can't wglk(but you want .
y to fly7 A, sodgtimes I wonder %hy I didn't
. go deaf. 121 . ,

{.Ehe.first of the ﬁhree passages is spoken by Samson.and they are his own
‘uwords, possibly translated from tﬁe Yoruba which he speaks. The second
paggage’ is Samson's ftgempé £o reproduce Kotonu's words.- Bhen Kotenu
and-Samsqé'were stili active'on the road, occésionally Kbtonuzgave _
driving instructions to Samean, But Samson-had '"thick soiég" and nggrr

e ~
benefitteg from Kotonu's lessons, ~

fai fai! You de press brake =~Gi - am!'—— as if s
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Pidgin English is used as a manner of reporting, or of putting
Kotonu's words in parenthesis. In the third passage Samson speaks ln
his own words but one santence is quoted frOm Kotonu; #tinfai fai
fail- You way no fit walka na fly you wan' fly?" Samsonlintrodyces
contemporary history by b;inging in his ewn.knowledge of footBall, the
clinic, and even of the Russian "sputni#&f" The last statement of
regret shows that Samson's ambitionsbeo be-a driver and become an
active member of the new industrial world of lorries and sputnicks
did not materialize? Samson's obtuseness, his inability to aéapt,is
symbolised by the lack of sensitive soles on his feet. Samson's aware-
ness is revealed in the statement, "Ah, sometimes I wondeg why T didn't
¥
go deaia: \ -
The livelinessoof Soyinka's drama, one must confess, derives as
much from hlS dev1atlon ln;}whalect and "old-fashioned" and
Yponderous rhythms' 122 as from his use of colloquial prose. Soyinka's
eriginhlity, like Synge's and Lady Gregory's, springs frem.the fact that

. he works. in modes of speech ¢

ently spoken in his society; he adopts

these-ﬁodes to enable him to convex, as did Synge and Lagy Gregory,

. 123
"multifarious experiences in one extrdvagant whole." .

On the other hand, there are people -like Say Tokyo kld who have
embraced the world of motor lorrles and trucks to the extent that they

‘have become the heroes of the new world of timber lorrles. "Timber is °*

my line," Say Tokyo says: -
. ‘ ]
- A guy is gorra have his principles. I'ma ‘ . .

right guy. I mean vou just look arrit this.
way., If you gonna be *killed by a car, you
don’t wanna be killed by a Vglkswagen. You
» Wanra Limousine, a Ponriac or something like e T e
that. Well thas my principle. 124

The dramatic effectlveness of the language 1n The Road derives from the
fact that the issues are social in nature and the number and forms of
languages employed tend to clarify each oth#r; hence they help to Y%

! . .
the experience of the charactergs. Characters 'like Say Tokyo who are

- o % ] _ 1%
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developed on one main comic idea use one level of language; others- .-
Iike Samson who fre made to perceive action beyond the stage adopt a
variety of poses. Professor's quest, for example is spiritual in®

nature and he asks: ''do you think my sleep was broken over, . a8 meaning-

. . i 2 . .
less event?"l 3 Say Tokyo's response is simply that "I reckon this

has gbneétoo far.I aint scared like all these people so I'm telling
you, yQu're fooling around ®here you ain't got no business."126 But
the language of Say Tokyo is not West African pidgin English; it is
influenced by.th; "Western' motton pictures. .

In The Trials of Brother Jero linguistie deviation in a character

like Brother Chume "unearths...cosmic uncertainties ﬁhich pervade

human existence."lz7 Brother Chume is onme of the "strange, dissatisfied
people"l28 who, in search of possible solutions to their different
problems, have joined the revivalistifhurch of Prophet Jeroboam. The
Prophet recruits ﬁostly disgruntled énd ambis}oﬁs people, from almost
every sector of Society; a member of parliament coﬁsutts Prophet
Jeroboam to intercede for him so that he may be made a Minister of

War. Brother Chume, an ¢ffice messenger, would like to- have-more money
to enable him to afford "all comforts and necessities."129 But Chume
is also plagued with a nagging wife and wishes to have her beaten. Under
normal circumstances Chume speaks standard English but when confronted
with a difficult situation, he plunges into pidg}n English:

Jero: Brpthg¥ Chume, what wére you before .you came to me?l ?

Qhume:‘ Prophet.... . v

Jero Isternl}] : What were you before the grace of God?

- Chume : A labourer, Prophet. A common labourer.

Jero: And did I not'prophesf you would become an office boy?
Chume: You do am, brother. Na so.

Jero:  And then a messenger?’

-

Chume /' Na you do am, brother. Ngﬂyou.

RS

JErﬁf"'And then quick promotion? Did I not prophes;/it?

. .- .
Chume: . Na true, Prophet. Na true.

- N ‘
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Jero:  And what ;re you no;? What are you?
Chume: Chief messenger.130

The more Jero acquires power over.Chume, the more miserable and
disintegrated Chume's personality becomes; Chume also plunges deeperr
into dialect. The more Chume recognizes how dééperaté;his position
has become, he rgﬁ%rts to a sort of incoherent jabber. For instance,
‘at one point the Hisciple Chume discovers that Brother Jeroboam knows

his wife to the extent of even owing her some money. Early in the

play Chume wants to beat his wife but the Prophet tells Qis follower

that "this woman whom you desire to beat is your cross--bear it well.”l3l
After Chume's disco;ery that the Prophet knows his wife, Chume tries

to account for the relationship between the prophet and his wife,
‘Amope. He becomes suspicious that the Prophet has been protecting his

own wife frominkim. Chume says:

-

...What for...why, why, why, why? e do am? For two

years 'e mo let me beat that woman. Why?! No because

God no like am, That one no fool me any more. 'E

no be man of God. 'E say 'iéhsleep for beach whether

L 'e rain or cold but that one too ng big lie. The man

get house and 'e sleep there every night. But ‘in get
peace for 'em house, why 'e no let me get peace for

mine? Wetin“I do for am? Anyway, how they come meet?
Where? dlhen? What -time'e know say na my wife? Why ‘e

de protect am from me? Perhaps na my woman dey give am
chop and in return he promise to see say 'in husband no
beat am. A-z-ah, give am clothes, give am food and all
comforts and necessities, and fpor exchange, Lin'go see“that
'in husband no beat em...Mmmmmmﬁ\_jﬁb shakes his head).132

Chume 's complete loss of a sense of dignity is revealed as a break

down in languagé.

In a play like Jero's Metamorphosis deviation is used as a way of
giving life in a local context to the medium being used. In a scene
between Major Silva of the Salvation Army and Chume, the latter is
being taught music by Silva.l

Silve: Oh, flourish, Well flourish is er...extra, you know, .
frills, decoration. What we want is pure notes,
pure crystal clear notes. {CHume looks blank.) Look, —_
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just play the first bar again will you.
Chume: (more myé:ified still): Bar?

Silva: Yes, the first...all right, start from the beginning again
will you and I will stop you when you come to the flourish
... (Chume plays. Silva stops him after a few notes.)
That's it. You played that bit Ta-a-ta instead of ta-ta.

Chume: Oh you mean the pepper.
Silva: Pepper?

Chume ; Enh, pepper. When you cook soup you go put small pepper.
Otherwise,the thing no go taste. I mean to 'say, 'e go
taste like something. After all, even sand-sand get in
own taste. But who dey satisfy with sand-sand? TIf they
glve you sand-sand to chop you go chop?

Silva: (beginning to doubt his senses): Mr. Chume, if I tell
you I urnderstand one word of what you're saying I commit
the sin of mendacity. ; .

Chume: What! You no know wetin pepper be? Captain
Winston, as soon as 1 say pepper'e knows : -
wetin I mean one time.

Silva: I do not know, to use your own quaint expression,
wetin musical pepper be, Chume.

Chume: And condiments? Iru? Salt? Ogiri? Kaun? And so
on and so forth? ‘

Silva: Mr. Chume, I'm afraid I.don't quite see the relevance,

Chume: No no, no try for see am. Make just hear am.
(Blows a straight note.) Dat na plain soup.
. (Blows again, slurring into a higher note.) Dat
. one na soup and pepper. (Gives a new twist.)
Dat time I put extra flavour. Now,if you like
we fit lef' am like that. But suppose I put
stockfish, smoke-fish, ngwam-ngam...133

Chume 's self-conscious deviation or what he calls putting "extra
flavour" to the music is the practice of the artist; of making the
music hregl" by simply adding "condiments," and these condiments give
a new-life to the music. Therefdre, the practice-of working in archaic
idioms, deviation imto dialect forms, are 21l central to the quest for

ways of creating a new style in the drama.

Even though a writer like Clark méy find inconsistency in Soyinka's

‘- e
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practice of using these quaint expressionsl3éhe tends to agree with

Brother Chume that lzngulstlc devxatlon adds an "extra flavour" to

the language of the plays. The dctual selection and use of words
rather than the mere addition of them is important for the dramatlc"

effectiveness of the language In Soyinka's Kongi's Harvest, for

instance, Danlola the‘geposed King bursts out at his servant in the
following words: ; .

/.

Do you dare |call this. 'a scepter?
This dung- stgined goat prod, this
Makeshift sign at crossroads, this
Thighbone of the crow that died
Of rickets? Or did you merely
Steal the warped backscratcher

Of your hunchback uncle, 135

We are soon relieved of Danlola's grotesquéfies when Dende, the servant,
continues to plead in A fr1v010us form of language that recalis Kongi's
Carpenter's Brigade that he 'got no co operataon at: all/From the
blacksmith," Danlola returns to hls tlrades with "find me/Suchaanother
ladlé. and I'11/Shove it up 90urxmother s fundaments "

e Danlola’s frustrat;ons and indignation are enacted #n disgusting
and brutal words and the humorous side of his actions is explained by
the fact on this day Danléda is preparing himself for an act of public
submission to Kongi, the self-proclalmed Splrlt of the harvest The
sense of futlllty experienced by Danlola usurps any sense of decengy
that the klng has had, -worst. of all. the modern blacksmiths, -

have all deserted their trades and joined Kbngi's Carpenter's Brigade.
Even Dende defects and joins the.Carpenter's-Brigade’on‘the -“pre- -
text that the King did not provide him with a uniform of khaki and
brass buttons. Oba Danlola loses the battle against Kbngl because the
artisans who supported kingship are no longer available; therefore it
is history rather than Kongi who is the vietor. Danlola, realizing
this point shblimates; and in desperation he reverts to curéing, indul-
ging in sex and also in the drinking of schrapps. Thus, by a careful

selection and organization of forms of language . Soyinka is able to

f
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reveal the many sides of the social reality of his own society in its

contemporary turbulence, -

The form of pidgin English used by Soyinka in his plays happens

to be a dialect.

—
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In Death and The King's Horseman, however, Soyinka

employs language that is ungrammatical. At fpe beginning of Death

and thé

King's Horseman the assistant DistricﬁTOfficer, Pilkings, and

his wife, Jane, are practicing a tango in anticipation of a party to

be held in the evening of the same day:

Pi;kings
Jane:

Pilkings

Jane:

Pilkings

Amusga:

..

»

~ Pilkings:

Amusa:
N\

-..Mista Pirinkin" reflects not only Amusa's super ficial grasp of the

(Thev are wearing what is immediately apparent as
some form of fancv-dress. The dance goes on for
some moments and then the figure of a 'Native
Administration' policeman emerges and climbs up
the steps onto the verandah. " He peeps through and

observes the dancing.couple, reacting with what is ob-

viously a2 long-standing bewilderment. He. stiffens -sud-

denly, :his expression changes to one of disbelief and

horror. Inghis excitement he upsets a flower-pot and

attracts Eﬁé;;ttgg;ion of the couple. Thev stop danciggl)135
~

What the hell is the matter with you man!

-

Your costume darling. Our fancy dress.

Ch hell, I'd forgotten all about that. (Lifts
the face mask over his head showing his face.
His wife follows suit.)

I think you've sholked his big pagan Heart
bless him.

Nonsense, he's a Moslem. Come on Amusa, you -
don’t believe in all this nomsense do you?
I thought you were a good Moslem.

Mista Pirinkin, I beg you sir, whdt you think
you do with that dress? It belong to dead cult,
not for human being.

Oh Amusa, Wit I~let down you are. I swear
by you at the club\yod know .~ thank God for
Amusa, he doesn't believe in any mumbo-jumbo.
And now lock at youl

Mista Pirinkin, ¥ beg you, téke it’off. Is not
good for man like you to touch that cloth, 137

&

-

Amusa's repeated mispronunciation of Pilking's name, '"Mista Pirinkin
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languaée but also achieves comic effects. Although Amusa had afrested
the "ring leaders" of the egungun cult and had actually been responsible
for confiscating theccostume of the cult, instinctively he still regards
the institution itself with awe aoq respect. Amusa knows that the
egungun is always 2 'dead cule, qubhuman being," but Pilkings and his
wife thirk this is just “nonsenégh. The dramatist capitalizes on the
fact that Pilkings (aﬁd most of thé'European characters) did not take

into serious considefation the deeper religious life of the Oyo people.

" This obtuseness is revealed in the language he uses: he thinks Amusa

reacts to the scene because of Amusa's "pagan heart;' and the egungun
costume is only some sort of "fancy dress." Amusa's emphatic "I no
fit....How can man talk against death to persom in uniform of death?"

reveals this lack of communication and widens the cultural gap. The

"significance of Amusa's object, to "talk against death)' becomes known

when it is realized tater that the policeman\yad come to report to the

senior officer in charge of the station, evenés regarding the possible

, death of thecchief, Elesin. The report which Amusa eventually leaves>

at the ADO's desk is characteristic of his. style:

I have to report that it come to my information
that one prominent Chief, namely, the Elesin
Oba, is to commit death to night as a result of

native custom. Because this is criminal offence i

I await further instruction at charge office,l38 . -~
Tife selection of words, emphasis, are all geared to emphasize éhe
point that Amusa is using a functional form of the language; here, the
emotional element contained in Chume's 'What for...Why, Why, Why, Why 'e
do am?" is lost. 1In Chume, language and feeling are expEessed in a
way that the objectivity of Amusa's prose cannot approach Amusa's
style is the ungrammatical use of the official form of standard English,
Chume's ;onguage is a popular form spoken by the people, and possesses
the additional qualities of being living language.

tr

Similarly language is used in Death and the King's Horseman in the

way it was used in'The Lion and the Jewel to create a distinction be-

tween two ways of interpreting reality. 1In Death’'and the King's Horseman
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Mr. Pilkings and Jane, his wife, think that African music is 2 'bloody
excuse' to make noise. When the sound qﬁ the drurming happens to

come from a distance they call it "bush druming.™ Similarly, the
sacrifice of Elesin is seen as ; "horrible custom," a "barbaric ritual
murder.” In contrasg to the opinions expressed by Pilkings and his
wife,‘the Oyo people represent Elesin's death as a jogrney, passage,
and & response of the child-man to the pull of the umbilical cord.

On the one han&, Pilkings is actually rattled by music coming.from the
festivities; on the other, Elesin acthally immerses himself in it,
"dances andginésvdth that infectiog§ enjoyment of life which accoﬁpan-

les all his actions." Language in Deathand the King's Horeeman represents

-and actually helps to keep the Europeans and Africans as two opposed

social orders. a
The opposition is dramatized in one sense as a conflict between

pagéﬁ'and christian views of things, African and European concepts of

sacrifice, African and European attitudes to deaﬁh, and in the larger

sense- it is done in_the way of having the African world assert and: - 4‘

validate its uniqueness, in spite of tﬁe presence of colonial pdwer.

For instance, Pilkings dEScribes the Elesin as the "old raﬁh and the

"old pagan," but the Oyo women welcome the Elesxn lh their company as

the "husband af multitudes." The effectiveness of the language 15’

distinguished by the meaning each group attaches to the words in the

eontext of their own social values. A similar ﬁncident,showing how

communication between the two groups fglls is the point where the young

African, Olunde, and Mrs, Jane Pilkings dlSCUSS the affair of Olunde s

father's deafh. 1In the Process of ‘presentimg thelr dlff&r{ﬁg poxnts of

view both finally realize that their separate world views have in

. reality drifted ¥ar apart; when the truth dawns on Jane Pilkings, she

collap

The dramatic effectiveness of Soyinka's lenguage derives from a

number of factors, important #mong which.are, the ;fact that the

colloquial tone and the shifting life of the psyche reflected in the
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irregularity of usages gzve a naturalness to the language of plays

like The Lion and the Jewel The Jero Plays Kongi's Harvest, Madmen

and Speciallsts, and Death and the King's Horseman. Another factor which

affects the dramatlc nature of hlS language in 8 positive- uay ig: the«gact,
which he himselfemphasizes,\of visualising his characters in the context .
of the stage. *Henge ' giving variety and objectivity to.the language he uses.
For example, the use of marrators and other leading characters like

Samson in The Road, Aafaa in Madmen and Specialists, and the Secretary

in Kongi's Harvest, unifies experience by providing a social context
"-—-/

for the action and also by generating continuity in the action of the

play. Llastly, Soylnka s language cannot be studied 1ndapendently of
the other theatrical idioms like parody, satire, ritual etc. which he
employs in the plays and which have been discussed in detail in chapter
- Bix below _ )

There are fundamental similarities between the African and Irish
writers in choosing to work in the language of their owm people. The -
first consideration is the advantage which everyone of the dzamatists
gets from his own "background. We have seen in the example of Clark and
Soy#nka that they chose to work in archaic modes diction, symbolism,
and rituals. Like the TIrish dramatists, archaism forms a dominant -motif
in their plays.” I have already demonstrated that these archhistic modes
are already implicit in the folklores of the Irish and the African drama-~
tists. The question of influence then is not a matter of borrowing, it
is as Clark says 2 matter of recdgnizing valid correspondences between
the folklores of dlffereut peoples. ‘

-

Another deminant:motif. in these plays is the practice of emphasiz-
ing older codes of conduct, this is much in eVLAence in’ the plays of
Yeats, Synge, and Lady Gregory, and in the plays of Clark and Soyinka.
We have bven mentioned themes like fertility, family structures
sacrlfice as dominant driving forces in the works of Clark and Soyinka.

Lastly, Clark expleits beliefs and attitudes of rural communities

*and as one critic points out Clark's imagery is not ouly "appropriate

L ]

Lo
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. to any rurai community,#n Ireland, or Africa, the movement Sf lines
139 L ;
suggests. Synge s influence." In the following chapters I.shall
. s
show that a dramatlst like SOylnka does not only benefit from his

background but actually enJOys exploiting its humour, wit, iromy and

-

other rhetorical devices for his comedies. n ' .
L)
r
. <! .
o
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‘
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Chapter 5

a0 Stages in Rebellion: J.P. Clark

.

-
L= B
In Chapter Two I showed that Clark's. choice and use of the English

language as & medium of represénting upon tﬂé‘stage the inner thoughts”
and emdtiop; of his own people led him to adopt theépoet?c rather

than the naturalistic style in his plays. And that unlike playwrights
like Synge, Lady Gregory, and Wole Soyinka who use dgalect both érimarily,
and incidentafiy in their plays, what distinguishes Clark's piﬁ?s in

the contemporary literary drama is his consummate use of natQFal imagery
drmum from the Ijaw area of thQ\Niger dglta. In general, the naturalis-
tic style, in contgadistinction from the pOEEical, is characterized by
"a clear gfaSP 6f psychology and idea...urbanity and pace...colloquial
tone and realistic' appearance which make character and the dramatic
situation £fall witﬁin. a2 basic. "framework of more or less logical

1 . . . . .
appearances."  Clark recognizes, quite early im his career, that the

African writer who chooses to work in English is faced with the problem
; - . R "

of how to overcome the temptations of recognizing and perpetuating the

. .o . 2 -
"popular méthod exploited by the 'naturalists’’'. one whereby "class

and education determine a man's manner of speéch and by implzcation‘the
level of his mind as well as the limitsfwhich his ambition may vault?"

- In the discussion of the cultural aspect of the revival movements

iﬁ Iréland and Africa I pointed out that a central preﬁccupatidnnof

these writers is Ehe desire to_turn away from popular literary comnventions

-3

and their willingness to recognize an authentic social order Q-tggj&ixnhr;

f
- racial background. Similar attitudes of revolt and quest form the basis

. ) e
of Clark's ideas about the African drama. He thinks that the’ quastion

is primarily one of propriety; the African writer, he contends, "stands ,
in a relationship to his characters and subjects c0mplé£ely different
from that obtzining for the English writer, some of whose characters and

situations happen to be African or 'mative’' ™; his originality and ob-

jecfivitj will largely depend_on the attitude which he adopts to his
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subjects. First, the writer must "find for himself the right level

of language before he“chooses for his chardcters who in fact are his
compa;riots,_broqght up in the same environment, and fed upon the same
diet of life." éecondly, not only must the writer exploit the beliefs
and attitudes of rural communities, he should belong to the re-disc;véred
life of the community, Viewed in this way, the writer's '"view of his -
characters," he insists, "springs directly from the i?side, unless he
deliberately chooses to adopt a standpoint of seeing things from the

' The modes in which the writer chooses to work will natural-

outside.’
ly be determined by the social order with which the writer identifies
himeelf. The prodblems of language, attitude, and modes of expression
are inevitably subsumed under the more important question of "form and

Tt

communication,” or what Clark calls the African writer's searcﬁ to

"find his own voice."

Therefore, to rely on a "simple use éf dialect"a
as a way of differentiating African characters Erom European characters,
Ciark maintains, is an easier but too often deflective method. The
fact that the forms are already implicit in the writer's backgroun@
solves the problem of communication.

Yet in a number of imstances he has been accused of striving for
poetic and literary gffects in his pla&s.s In fact, Professor Anthony
Graham-White even suggests that "Clark is a literary playwright in a
far wider sense than literary borrowings alone would suggest."6 Since
I have not seen a Clark play in production, it'would be presumptuous to
defend the theatricality of his drama. But judging from what Eric
Bentley 'says with respect to the work of T.S., Eliot, a dramatist becomes
'

"liferary," in a vulgar sense, when he fails to think "out his plays

in theatrical terms," that is to say, he fails to see his characters

) ) . . ' 7
and situations in the '"highly unnatural setting of the stage." In
which case the work becomes poetry and literature rather than dramatic

poetry. In fact, there are instances, like the passage quoted from

The Masquerade below, which tend to reinforce the argument that occasién-
. ally Clark tends to focus the reader's attention on to the poetry rather

W
+
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than on the dramatic poetry. In the passage cited below, a neighbour
tries to recreate a first hand impression of the first meeting between
Titi and Tufa:

First Neighbour: You should have seen their first meeting

=

X H§£§hg
—Xtother four of a bigger blossom,

All of them wearing skirts trimmed with cowrie

And coins, mounted props for & canopy

Of pure scdrlet and lace, and cool under it

Walked Titi, in fact some said afloat, doing the last
Of her pageants. How can I describe

The bride? Ok, you should have been there!

Her head high ia that silver tiara so

Brilliant it was blindness trying to tell

Its characters of leaves and birds, and

The ivory stick between her tips, the rings,

The necklaces especétally fashioned by a goldsmith
All the way from Yoruba country, and L.

Then those bangles, those beads of coral.! But -
What is this I'm saying? The bride herself

Beat this treasury flung so lavishly

Upon the world, S

It %8 apparent in this passage that there is a lack of coherence between
the modes employed and the social structure; 2s we shall Bee below in
the discussion of Qzidi, self-conscious decoratiéns like the one cited
_above are not often ways of playing with objects. To be dramatic a
poetie line or dialogue must have what Johan Huizinga calls the play-
element in poetryi and Eric Bentley aptly describes as '"the histrionic
1gnging.ﬁL Huizinga maintains that the play—élemenﬁ in human culture

is more primordial than culture itself:

It is an attivity which proceeds within certain
limits of time and space, in a visible order,
according to rules freely accepted, and outside
the sphere of necessity or material utility.11

In poetry, the play-element is the

...rhythmical or symmetrical arrangement of
language, the hitting of the mark by rhyme or
assonance, the deliberate disguising of the
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- sense, the artificial and artful congtruction of
phrases--all might be so many utterances of the
play spirit. To call poetry, as Paul Valery has -
done, a playing uith'words and language is no’
metap?pf?‘ it is the-precise and literal truth.

Indeed, Huizinga's play-element in poetry is what Francis'Fergusson
calls the "histrionic sensibility! Fergusson thinks that ™histrionic

sensibility" is "a basic, or primary virtue-of the mind." It is the

ability to "perceive the shifting life of the psyche directly, before

predication...before imitating it in the medium of words.™ Just as

. the perception of musiec is based upon the ear, which "disceriminates

sounds; the histrionic sensibility (which may also be trained) perceives

13
and discriminates actioms."” Dr. James W. Flanmnery in W.B. Yeats and

the Idea of a Theatre says that Yeats, "working with the eye of a

painter, displayed an extraofdinary ability.éo create striking histrionic
actions in order to express his dramatic intentions on the stage...to
establish mood and create the sense of an actual enviromment within
which characters/actors might function."l4 W.B., Yeats himself often
refers t§ this particular quality of Synmge's work as the "Playboy's

love of mischief which must have been instinctive in the depths of
Synge's -soul."15 Vivian Mercier identifies this play-element in the
writers of the Anglo-Irish Revival but ascribes it to Gaual:i.c-sur:w.r:i.v'a.ls;]'6
however, it is possible to agree with Huizinga, Fergusson, and Yeats

that the histrioanic sensibility, the play-element is basic.in ali
cultures and pre-dates any }iterary tradition. Therefore, it is
essential that we recognize this aspect of Clark's drematurgy, this
playfulness that characterizes the works of Lady Gregory, Synge, and

Soyinka, in plays like Ozidi and Theé Raft. I shall show that it is

part and parcel of the archaistic motif in Clark's plays.
Evidéntly, Clark's desire to work in the more primitive modes is
different from the practice of merely incorporating articles, customs,

beliefs, and events in a decorative way, as he does in the passage

quoted from The Masquerade; instead the practice of working in archaic
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modes has helped him to overcome the purely literary problems evident

in plays like The Masquerade. Clark's revolt against "naturalism" has

given him the-freedom to experiment.with forms ﬁertaining to the more
primitive modes of his society. This awareness gives Ozidi, for example,

its dramatic force.

In the 1960's when he wrote Song of a Goat, The Masquerade, The
Raft, and 0zidi, he had zalready b;gun to reconmsider his position with
respect to wﬁat he calls the esoteric style of writing which character-
ized the work of the first generation of writers from the Univergity
College of Ibadan; and he was already striving also for a kind of
"poetical drama" which would appeal to an aﬁdience equipped with mul-
tiple linguistic, backgrounds so as to be able to diminish the gap of
communication séﬁarating the English language speakers from the non-
English speaking part of his audience. He revealed to an interviewer

that he had given up writing "chamber poetry, that is the occdsional
; piece..,.I believed this was & bit snobbish, esoteric...and I thought
the thing that can really get in to everybody, however different in
background or in upbringing, is what can be put oﬁ the stage. I mean
‘this is not a queétion of what type of stage now, but I believg this
is the type of thing that you can go to,-all sorts of people 935 go to
and then each man gets what he can out of it."l l

Evidently Clark feels that the Africanh writer who writes in English
alienates Himself from a part of his public—-the‘n;n-litefate part of
the population,” or that part of his public whose knowledge of English
is not as far-reaching as that of the author himself. In fact, I should
not hesitate to say that Clark’'s ambivalent attitude towards the use of

English is responsible for his eagernmess to take poetry into the theatre:

poetry is a very literary art....I think the theatre
is a better way, I think the most solid way, if we
write in English..., in the theatre, even if

they don't get the dialogue, they get the actions,

as it were...they appreciatevthe sets, they appreciate
the gestures, expressions, movements, they partake of
the mood and the dramatic atmosphere, they take part
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in the music. I thlnk it is the theatre that gets to
a2 non-reading public...you may not be literate but
you can see the sets, you can hear the dialogue, you
can hear the music, you can hear all that...poetry is

the pet-medium and better still if it's used in the
theatre, 18

The point which Clark makes is that not only does folk culture offer

the playwright literary and linguistic materials, it alsocpresents him
with an enormous amount of theatrical idiom from the masquerades, masks,
dances, festivals, ritual ceremonies of the gods etc. Therefore, lan-

guage and speech are "Simply one, not the only all-important sources

‘of pleasure" in the theatre; hence the playwright who makes speech the

"be-all and end-all of everything” in the theatre alienates himself
from 2 part of.his public.lg

Appendix A shows how the Irish dramatists self-consciqusly sought
to incérporate music, costumes, and other theatrical idioms into their
drama. W.B.Yeats's later .experiments with forms of the No ‘plays of
Japan reveal*th&frthe §§nd oi "poetical drama" he wanted to produce in

Four Plavs For Dancers (At the Hawk's Well, The Only Jealousv of Eher,

The Dreaming of the Bonest and Calyagz) "must be p%fyed to the accom-
paniment of drum and zither and flute, but on no account must the words
be spoken 'through music' in the fashionable way."20 Yeats thought
that "masks and costumes" used in the performances '"may suggest new
situations at a moment when-the ofg’ones seem exhausSted." The "wvalue ané_ﬁm
‘beauty of 'the. mask" .and other costume:was that they created 'great pictorial
effect" without detractlng from the poetry; he even. thought that perhaps
"in the end one would write plays for certain masks" so as to have "no
realism, no objects represented in maSs”21 in the theatre. Theréfbre,
Yeats '"'was not merely a poet in the theatre but a poetic dramati%t who
combined the arts of literature and the theatre so as to create effecéive
and profoundly significant drama."22 This practicve of attempting to
combine all the arts together so as to have them "recover their encient

23
association” 7 ia made evident by his practice in the dance plays. Cen-

tral to Clark's desire to take poetry into the theatre 1s the desire

-~
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to obtain a similar effect from the practice of combining the arts.

The important thing abOut'Yeais's experiments is that he shows’
.the enthusiasm for novelty; he is:ti%l remembered for-his experiments
with the form of the Japanése_Né plays. Yeats himself acknowledges
that despite his recognition of the need for a total theatre, 'there
was much to discover ." Therefore, hﬂat makes his thoughts worth dwel-
ling on is the encouragement which he himself shows, the fact that he
knew only ”vaguely“.what he wanted: "I do not want any exisﬁing form
of stage dancing, but something with a smaller gamut of expression,
something more reserved, more self-controlled, as befits performers
within arm's reach of the audience.”24 Even though Yeats was unable
to harness his own enthusiasm in the conmtext of the Irish Drmmatic

Movement, his theories and experiments anticipated the work of Clark

and Soyinka. The use of dramatic\devices like narrators, rituals,

songs, and magic; the combination of™dyricism with violent actions
in the plays of Clark and Soyinka are some™Qf the means adopted by
the Africans to bridge or marrow the gap separiting performers and
audience in the way Yeats suggests above. Perhap he most striking
aspect of fhese movements for tﬁe return to the archaic is the desire
to create total theatre; and that these archaic modes are already im-
plicit in African folklore. '

Clark's revulsion from the naturalistic stfle of having to rely
on the "simple use of dialect" is determined by a.distrust of realism
similar to that of Yeats, Similarly he wants what Yeaté calls "poet-
ical drama,” the kind of poetic drama worked out in modes that give
it "histrionic force," the combination of "ritual and pure lyr{c
uttergnée with short scenes of relatively realistic ésnflict.“?s

When he was a child, Clark says, he "had,..taken part in festivals
and performances at the town square or market-place,"26 and hqhgishes
to see this aspect of his backgr&und integfated vinnto the purely
'literary medium. In & play like Ozidi Clark not only incorporates -

the literary medium to drum, song, and dance, he plunges beneath the
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visual modes of African theatre and exploits the more primitive forms
of play aﬁﬂfacting typical of ancient heroic literature like boasting,
bragging, contests, fantasy and most of the other aspects of African
theatre, the "ancient constants,"27 which he examines in his "Aspects
of Nigerian Drama." Clark's development as writer of poetical drama

evolved concurrently with his awareness of the potentialigs: ot se

existing idioms and expressive modes of the folk theatre. The latest
development among Clark's Nigerian contemporary dramatists,like Soyinka

in Kongi's Harvest and Death and the King's Horseman; and in Clark's

0zidi,"show'", in Clark's words, "a definite tenaency towards this com-
posite art of the folk theatre.”28

In Ozidi the people of Orug a delta community, want a new king and
their tradition demands that edch district of Orua should supply a
candidate who will then be proclaimed king by the council of statge.
It happens that is is the turn of 0zidi's district to provide a candi-
date, but owing to the ravages of small-pox every mémber of Ozidi's
district, excepting @zidi and ais elder brother Tgﬁﬁgedege, had died.
Though younger than Temugedege, Ozidi happenava{;o to be the acknowledged
hero of the society; the king makers anticipate that Ozidi may use the
opportunity to present himself as candidate for the throme of Orua;
instead he declinesastating that  since they were .-barely two of them from
their own district, even if they won the throne of Orua they may never
retain it. Ozidi then suggests that another dis;rict,.more populaus
than their own, should provide a E&Pdidate for the throne of Orua.
Temugedege decides tokdisagree.withwgis brether, -and eageriy. pre-
sents himself before the €ouncil of State of Orua.

Temugedege: [ Staggering in to the surprise of all: he is dribbling
with drink.]
There, there, you speak for yourself, my young
And strong ome. So is this why you locked me in
With chicken? You see, good people, this is how
Your champion treats his own elder brother
Born of the same vagina. Now, turning
To this business of King, who is
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Temugedege to refuse the offer of royalty
If Orua wishes it? Of course, Temugedege

. HAgrees to sit on the royal throme if only

. For a day!29 '

There is dramatic rhythm in this passage: Temugedege not only
says something,he plays with his thoughts, very often at his own ex-
pense. He says 0zidi ought tq have supported him merely on the grounds

r

that they were both boran "of the same vagina''; here language, character,
;nd vision cohere. All over the world there exist peopl; like

‘ Temugedege, those to whom as Yeats puts it "there is nothing as passion-
ate as a vested interest digguised as intellectual conviction,' whose
worthlessness as statesmen is compensated for by passionate politics.
This degenerate figure, Temugedege, mnters the council of state, an’
"august gatheringy" ''staggering...dribbling with drink." He confesses
that.among the many detractions that kept him locked up at home was
"chicken."  In fhig way Temugedege undercuts his eﬁgerneés

to "sit on the royal throme if only/For a day!" The humour arises from
the incongruity created by the difference betwéen his ambitions and the
meanness of his detractions. Here Clark is workingron maltiple levels:
speech, action, and character cohere in a single playful movement.: The
dramatic élement is there; we are now able to perceiwve the action,
speeéh:-and character symultaneously, and this playfulness is chanelled
through Temugedege's naive and idiotic behaviour.

Immediately after Temugedege's coronation, 0zidi's apprehensions
‘become a reality as the king makers retire into their separate districts
and forget to enact important rituals.. Later in the action we are told
that from the start the king makers knéw that the crowaing of Temugedege
was ''children's play'; Temugedege, they say, is a "king/No child will

tt

accept."” In doing so they forgot that "a god is/A god once you make

him so. After/The ceremony, he ceases to be mere wcod. Give him/ Palm

oil then, and he'll insist on blood."30.

We shall see in our discussion of Ozidi's anger that its origins

4

spring from the'original travesty of the ceremony by the king makers
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We should not be surprised to notice that "play' becomes a central
motif in QOzidi; each character, in one way or the.other, self~consc19us-
ly plays a part‘iﬁ the ensulsg contest between the house of Ozidi and the
conspiraters. 0zidi is the kind of play which Clark calls the myth
play. 1In this typé of play, "the story derives directly from an an-
cestor or founder myth well known to the audiénce, and the development
is not so much by logic and discussion as by a poetic evocation of

some religious experience shared alikg by performer and spectators as
in aﬁcient Ggéece."Bl In poetical dramas like 0zidi, Clark says, the
dramatist ?s not engagea'in "logic and discussion” but in "a poetic
evocation of some religious experience." Our point of departure as
"spectators...settling down...into an opén'area of play,”32is to take
part in this experienée.

For example, the story-teller in Ozidi begins Ey welcoming his
audience who have "come to see our show" and asks them that ”befgre we
can perform for your pleasure' they wish to offer‘sacrifices to placate
the water spirits. He also apologises that perhaps his audience may
"think this a quaint custom, that we are propping up cobwebs that with
broom and brush we oughﬁ to sweep clean out of the house.” Indeed, we
shall see in our discussion that Clark's archaism does pay enormously.
The narrator begins to remind his audience that we are "living in a
free, democratic country," and that he will engage in no "show that
looks down on tradition." The form which Clark adopts for his prologue
is the form of the masquerade. It gives him the audacity to switch
from contemporary events to antiquity. This omnidirectional ecomséious-
ness of rime is élso obtained during the ritual saérifice when the
hu?an c‘mmunity asks the dead to give them money, good children, and
good woiﬁP. Finally, even though the play.is going to be a tragedy,
spectatorg“are enticed by the exhiliration of the narrator:

-..who was it said our country lacks the fertile
soil to produce sweet innocent flowers? let him
come and view these sprigs to the garland we have
gathered in one spot, all of them undefiled still by
bird or wind.33

e
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The playfulﬁess of the narrator is made plausible because we have beenttold

show." No attempt is made- ro be 'realistic'' except

that we are witnessing a
in scenes where violent action and conflict are simu}ated. In fact,
this method is not peculiar to. Clark; : the CuChuI&in plays of

W.B. Yeats, and the two versions of Deirdre wrftten by Yeats and Synge,
ad?pt similar techniques of putting "those tumultuous" heréic “centur-
ies into tale or drama”34 by structuring their actions around familiar
objects. Similarly, when the Council of Orua is first introduced, we.
find a similar spirit of playfulness and familiarity at work: .

Azezabife: More cause why one must be elected
Immediately. This state needs a head to put
It on its feet, .

Elder: I was not aware we were lying downm,

Ofe: You were never omne to care in what position
- You stood in the eye of the public.
Right now, if I may tell you, Orua
Is like a tree fallen in the open.

Elder: Let it lie there then for a while; a little

Respite should do our body pélitic some good. o

Azezabife: How you talk, old man! A tree fallen is. free booty
For all.

Women in long skirts

May even walk over it, that is, if the}

Don't cart it off for firewood right away.

The humour derives from a pervading feeliﬁg that there is something
incongruous with deliberations about the electipmroia king losing their
solemnity and drifting into trite comparisonsg\_zf is the ‘playfulness
with words that creates the sense of humour and of the dramatic. ‘A

few lines later in the same scene, Azezabife says of Oguaran, '"The man's
.plucking leaves to cover somebody';the play with words and metaphors
becomes more dramatic because it anticipates the scene in which Ozidi's
head 1s wrapped in cocoyem leaves by this same group of people. éoetry‘
is dramatic, therefore, to the extent of kts playfulness and we shall

see this presently, When 0zidi is asked by Ehe group teo speak, he begins

by first- taking’a tollvcall of mames:
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Ozidi [risesl: Ofe, your praise name?

Ofe.Lbeating his chestI: I am Ofe-begbulumane, Ofe
The Shert, so they call me.

Ozidi: Ofe, rhe Short, I greet you,
Ofe: That is my name, And yours?
Ozidi:  Ozidi. |
Ofe: Ozidi, then T greet you too.
Oz:{Ldi: | Thank you. Kzezabife, your own? .
Aikzaﬁife: I am the Skeleton Han:-;
~° Azezabife --that's the name
In full,
Ozi@}: Azezabife, our Skeletom Man,

I salute you.
Azezabife: I greet you also. And your own?

Ozidi: | 0Ozidi, ; . R
Now, you Oguaran, how shall I greet
You in this august gathering?

Oguesan: Oguaran buo-asi brasasi, of course.
That means 2 man possessed of ‘twenty toes,
Twenty fingers. Call me that!

Ozidi: Man of Twenty Toes
And Twenty Fingers, I greet you then.

Oguaran: I give you back your'greetings, Ozidi. - ' -
You are a great man though one often
Frothing over like the palm-wine. Now,
Pour me more drink!
I
Ozidi: And you Agbogidi, vour name? -
’ .
Agbogidi: Aghdgidi patu-patu, that is,’
Thé Warrior in the Nude, you fellow. _Agd yours -~-..s.
Is Ozidi, the latest borm in town knowfAthat.36

The theatricaiity of this passage should be seen in the perspective of
tﬁe medium which the’ author is ;sing; Clark has returne§ to the t;adi-
tion, common in all heroic literature, wherein the protagonijgg/boasted
and bragged about their.roles and performances. Theitecgﬂigpe is -
primitive enough to be ignored by the reader brought uvp on the natural-

istic style, but to do so in Ozidi would:be:to-miss-an essential element
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in the play. In fact, bragging, boasting, and contests implicit in
the relationship between the'groups, is central to its theme-and struc-

ture. The roll call scene has two effects on the action: the pro-

" tagonists are committed to further action in the play in-the.context

»
-

of their individuai strengths;_each time someone repeate his name as
a challenge he takes an oath. It also:anticipates the real. .. o
contest : it-forms the moral basis ef Ozidi's anger‘discussed be low.
Indeed, 0zidi's_attack on the leaders ;f Orua takes the form of a.
challenge to a contest as ke vilifies and ridicules his cpponents.

The conspiratars respond accordiegly, claiming that their actiom is
taken as a means 6§ prd;ection.@gExamined closely, Ozidi's speech
contains all the elemen®™s of the boasting and bragging-match:

Ozidi: You elected my boother king. You knew
He was soft in the head., But you placed upon him
The supreme burden, knowing well he lacks
The'pag'to,bear the weight., It is now
The fifth day of his ascension. Or have'
You already forgotten you have a new king?
Has the beetle made empty craters of your barnms,
And .cockrodches invested your fish-baskets
That none of you has brought tributes
To your new king my brother? When Alale .
Was king, although for three moens only, did I not: lead
A raid among the Urhobo that returned with several slaves
To build your state? When Zitare
Was chosen klng of all Kolobiri and
He passed out with the going of the Flood,
Did I not spread wild-fir€~among the Itsekiri
And ravish all the territory? But enough!37

But his frzends he reminds them, have become morally v11e. Thls/degra~

datlon and disparagement is registered through the anongruous,contrasts

he makes between formerllions, now turned "cats in the,lage\ﬁgiwqgeg

without seed." l )
-.-when the crown comes the way of my family, service
Becomes crippddd at once, and lions that should be out
Prowling are purring by the fireside like cats in
"Laps- of women without seed,38 -

N -

Ly



AV

f

. ' o - 198

\
Now, ‘Eth contemptuous scorn,he depreciates them with abusive language:

...may you all

Be matcheted piecemeal 2 thousand times and left

Over to rot by the wayside. Your £lesh is

Not fit for the fish in the stream to feed on;

Your bones are no good,for beasts of the bush to maul
At, VWor will fowls oﬁ&the air peck at your entrails.
As a body corporaqS, you are omne CArcass

Filldd to bursting with excrement and stench.

If there is any hiding behind empty

Covers, I shall call the crier now and have: him beat
My message to you on the back. ‘
Of the calabash. And should one of you, )
Hearing me, go sour in his bowels

Or feel like splttxng in my face,

Let him step out now; I am all set

To wrestle with him, but if he prefers the spear

Or sword, T should be glad to meet hlm

At the market-place. 39

-

Shaken by Ozidi's invective, the citizens and leaders of Orua regroup
and react accordingly:

Fourth Citizen: Here comes Ofe, a man more
resourceful than ~
The tortoise itself. Between him and
Ozidi there is much lowve lost.

Ofe: Have you risen, good people of Qrua? I see
You are sweating. Have you seen Osuocsala
. The stick-insect?40 -

-

Ofe's ironic referencé'to the citizens as "good people” is worth
>

noting; as a politician Ofe requires their support before he ¢can pian
how to tackle his oppoment, Ozidi. This attitude of tryirg to win the
people's favour is reinforced by the obseqéation, "I see/You are
sweating;" he reminds them that not onlyhave 0zidi's. insults affected .

v B . =
the leaders of Orua, they were actually aimed at the whole public. 1In

-

this way,Ofe/fEanaforms.whaE would ordinarily be a quarrel between

0zidi and the Ieaders ¢f Orua to an act of arrogance on the part of
: ~

Ozidi. Ofe's 1ast remark about 0zidi is them registered in the form

of a witty ni&dle ‘Ewe you seen Osuosala/The stlck 1nsect°" The

— -

eitizenfs reply is that he saw Ozidi. _On the othe; hangi//Pe Cltizen@

P
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reveal that between Ofe and "Ozidi there is much love lost." This
witty statement is dramatically effective because‘ic reinforces our
notions of Ofe's attitude to Ozidi,and it also anticipates Ofe's role
as a major antﬁgonist to 0zidi in the action' Ofe subsequently rid=-
icules Ozidi's physical strength by suggestlng that Ozidi "roars all
the time" and it is always "like filtering a torrent/Trying to catch
all he said in one basl_cet.”41 By the end-of the scene Ofe successfully
turns the citizens against 0zidi and in his victory, represented in
chgracteristic animal imagery, Ozidi becomingthe leopard which has

strayed inte- a human communicy:

Third Citizen: The coils of the python certainly

Are growing thick and fast about our mecks'

Fifth Citizen: And where; if I may ask, shall we colleet . ‘e
That human head to pay our ultimate tribute?

Ofe: . Good citizens of Oruya, will you
: ' Please hear me through ‘before you place. stakes on
My path? You'll admit this had been
A surprise leap on our persons. Now what foil
I have &0 get us out of the leopards. spoor
‘We walked ir of our own will .I cannot in
The open street unfold to the full.

----------- L I R R R I T T T R,

First Citizen: We are right behind you, Ofe.
Fourth Citizen: Just show us the .way. .

Second Citizen: Any path to lead the leopard out of town
. Before he despoils our goats.

Ofe: ) Come on then, friends; T see you will be saved.
IThey troop out after him. 42

Since Ofe is "a man more resourceful than/The Tortoise itself]' he wins

the respect of the citizens through careful manipulation of their instincts

of fear and 1nsecurtyy Therefore, in order for the community to sur-
vive, from Ofe's point of view, dangerous elementéwlike 0zidi must be

eliminated. The dialogue between Ofe and the citizens is dramatiéally
forceful, it anticipateé future violent conflict between Ofe and Ozidi,

The element of suspense arises from the fact that at the end of the

dialogue between Ofe and the citizens, the irrational element is intro-

duced by the Second Citizen who declares that "Any path to lead the
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leopard out of town/Before he desp011$ our goats" will be accepted
Therefore, the contest between OZLdl and the forces led by Ofe and the
other conspirators will be fought on these ir:ational terms; the general

movement reveals the rise of Ofe to power and the fall of Ozidi. The

simplicity of Clark's verse can sometimes,as it does in Song of a Goat

and. in Ozidi be ‘deceptive; its dramatic power owes 2 great deal to the
resourcefulness and playfulness of his characters. All or part of
these'edvantages.are directly related to the fact that Clark is ex-

ploiting the beliefs and social vision of a real African society,

the Ijaw.

Even the scenme in which Ozidi is killed and his head cut off by
the conspirators is enacted in the manner of contest between the con-
Bpirators themselves as they compete for power and leadership:

f—First Azezabife, to his theme of the skeleton song
and dance E;;es ‘to 1ift up Qzidi's head but, failing. -
falls aside in much «Fscomfiture:. Agbogldl and
Oguaran also tfﬁe aach to his own special tune and -
dance. Finally. Ofe, strutting on the outskirt moves
in to loud cheers abd cries of 'Make way for Ofe! *
Make way for him! Who stands in his path kicks a
stump?® Ofe does his own special dance and song

three times round the fallen Qzidi, Then swiftly he
stoops down and, although staggering.like the others,
successfully lifts up Ozidi's head. carrying it aloft
for all to see. There is a great burst of applause,
and all the Orua host take up the theme of their new
found_leader. A procession. forms, led by Ofe who

is now possessed 437

—

A similar spirit of playfulness is evoked in the contest scenes between

Oreame and the conspirators later in the action, often ending in a
"great burst of applause" from spectators. The humour is caused by

the exaggerated use, of maglcal powers by a protagonist to subdue his

antagonist, in this case, Ozidi's head. But because the performance

is done before a corpée, the humour is grotesque.There is a similar kind

of humour in Synge's Riders to the Sea; a grave digger says about Maurya

2>

the old woman, who has lost all her sons, "It's a great wonder she

-~
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wouldn't think of the nails, and all the coffins she's.seen made

44
already." In Synge's The Shadow of the.Gler,a young herdsman woos

Nora while her husband supposedly dead {s still lying on the bed.
Similarly, the Tramp reminds Nora that "A man that's dead can do no
hurt"” but when the owner of the house supposed to have died suddenly
“sits up in his‘bed the Tramp is shaken., and naively asks ¢ ''Is it
not dead you are?"&s“The humour origirnates from the beginning of
the.play when Dan Burke himself decided to play the part of a corpse

in order to witness his own wake,and to listen to his wife make plans

about her future with the young herdsman. In Lady Gregory's Spreading‘ThE

News the whole comedy evolves on 2 misunderstanding summarized by one
of the ‘characters to be "some dispute I suppdse it was that rose be-
tween Jack Smith and Bartley Fallon, and it seems Jack made off, and
Bartley is following him with a hayfork!" But we know that there '
was no dispute and that neobody,in a vindictive modd, is fqilowing the
other with a hayfork. Later on Jack Smith appeafs and reinforces the
rumours by threatening that ”&'ll break the head of any man that says
that.'“46 In both instances,the humour derives as much from the oriéinal
distortion as well as f}om the living iﬁagipation of the people.™

In Clark's QOzidi,the play element is ;uStaingd by the contest motif,
At the end of the first movement in Qzidi after the idiot Ring, Temuqueée,
" abdicates and flees into the bush; the dead Ozidi'§ young wife, Oreé, '
tries to commit suiéide, but she is rescued by an old woman who comforts

. her that

You do not know. I am of the same club as

" Your Mother Oreame who's our president,

Do not wail more; do not seek to take
Ydur life.  Or don't you know you are heavy with
Another life, yes, a son who Oyin Almighty
Herself is sending forth to put to right
This terrible wrong done to his father?

In the original saga,Orea appeals directly to her witch mother, Oreame,
who uses her magic wings to fly to Orua to rescue her daughter. . Clark's

introduction of the old woman is important for the development, in-.the

“--"-—‘\_ -

' —
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play itself of Oreame's rolé in the contest., The fact that Oreame

and #he old woman belong to the same ;lub.emphaainesa number of

points: the dead Ozidi was probably the leéding champion of the club;
it.also justifies Oreame's role as a grandmother to young Ozidi-. ~ She

-is & powerful challenger, finally the passage gnt?dipates the birth of the:
avenger, young Ozidi. Orea then returns to her own mother's home in f
a neighbouring settlement; after staying there for seven months she

gives birth to the second 0zidi. The announcement of young Ozidi's

birth confirms the old woman's prophecy that the son will be born to
avenge his father;s death. ‘Even nature responded to the birth of

young Ozidi. . .~

In the seventh month of Orea seeing

Her belly, she bore the dead 0zidi

A son safe away in her mother's town

Ododama. That day it rained barrels

Of water through a sieve of sunshine. You

Could say of the storm that a giant wind

Had taken the sea as an orange by themmouth

And sucking it, had spat in face of the sun

Who winced lightning, and then hurled it all back
At earth as rain and bolts of thunder. Observing
The phenomenon, .men said a leopard

Had generated in the forest.%8

‘The animal imagery in the last line re-enacts the old woman's prophecy.
Here the contest is taken over by the grandmother who trains him to under-
g0 tests of endurance and otﬁer initiatory rites. The motif of
contest is central to the play and accoupts for Oreamet determination
to train young Ozidi to prepare him for the eventual fight with his
father's assassins, The evocation of the image of the leopard reverses
Vthe determined_effort made by the conspirators and the Citizens of Orua
to symbolically rid theif‘teuplof that beast.
The second act begins with Orea, now a widow of thirty-two;she and

hexr ﬁothefhbring up yBung 0zidi. The grandﬁqther, Creame prepares

him for the eventual confrontation with his father/s enemies. Through-

out the play, she looks at young Ozidi as an avenger; for instance, she

appeals to Oyin Tamara for justification of her case:
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Ay, Oyin Tamara, you who are mother

Of all mankind, moulder of earth, sky and sea,

I beseech you, is my child in the right

In this matter? Twenty years ago, men of COrua

Turned upon his father's head the mortax aimed

At the enemy and poudnding the man to pulp, served . him
As a royal dish to his brother. Where has it

Been heard said a son of the soil was sacrificed to the spirits
Of his land? Where has it been seen one dog ate
Another? Ouly in Orua, only in this city

Are such abominable thing§ taken in jest.49

She then begins in earnest to state her case:

The seed you were pleased to grant the man, even

As he fell splintered in the afternmoon like

An oil bean tree, seeks today all agents to that mortar
So that the feast begun before his birth may find

A finish. The boy has no left .paw of the leopard;

He is not possessed of the cunning of the cobra.

He is a fledgling eagle flying for the first time .
To call home his father-forgotten in some dungpit

In the swamp, so he can take his seat among

'The worthy dead and haveserved to him his own dish

At times of sacrifice. And now as after,

He flies forth under the shadow of your great wings.
If I am in the wrong i#cfting the boy forth,

Sever right now the string that binds him

Firm to my hand, for I do not want him shot down

As a duck.”9 '

Since Ozidi is also attachdd té Oreame by the umbiiical cord, or what
she calls "the string that binds him/Firm™ to her hand, she symbolizes
all the spiritual, creative, and demonic forces which inspire young
Qzidi; hence/fﬁg/:loser the hero keeps to these forcesathe greater his
strength. 0Ozidi engages in the fights in order to ?caﬁ} home his father
forgotten in some dung pit/In-the swamp ,'"" his combats form part of a
ritual whichk he must perform; in this.ﬁfy,his initial task is performed
in the context of the social vision of his society. Since Tamara, the
supreme deity, is als: a creator and the source of moral justice,

0zidi and Oreame justify their actions against the conspirators by

evoking the religious significance of the conflict. As apoint of

natural law,0zidi must raise the compound of his fathers; but socially



0zidi's fights graduélly exceed their mark,

‘ Clark reveals in Ozidi that working in Archaic modeé, exploiting
attitudes and beliefs ok an archaic society,can be and does serve as'
an asset to the dramatist; Clark therefore benefitted from the dominant
revival Motif in Irish drama. IThope to examine two other aspects of

his dramaturgy that are central to his theQ?% and practice =-- the
-
nature of the tragic experience and Clark's humour.

In Act One of QOzidi, Orea tzies to convince the first Ozidi to
b D— . .

stay away from the raid which the village crier had announced the pre-
]

vhous day. But at the moment that Ozidi is about to listen to his
bride, "the drums and horn in the square draw to a crescendo"; Qzidi's
heroism is roused:

Ozidi: No, I must go, Orea, I really must.

. I called this tdne and now they are
Playing it, do you say I may not dance?
It is my brother they seek to decorate,
Remember that, Oreal! Am I to forfeit -
My brother and king his prerogative
To tributaries?

Orea: But the lizard, my husband, the lizard
Ran ahead of you! And what use _
Will tributes be to anybody if vou trip?
{Drums and horn come cleoser still, and strains
of the song Puba erein fill the morning skv.)

Ozidi: Let go, Orea, let go at once.

You are asking me to eat my words like sand.
Tell me,

Where have vyou heard it said

The lizard tripped up a2 leopard in the fxght’
There, hold on,

My comrades, I am coming direct

To you, I am coming!

(Be breaks off, tears iInto the shrime and in less
than a minute is back dressed as for battle....
.He throws his wife ane last look and rushes off
to join in the raid.)>t

Here, the action in the scene i1s stimulated by a public ritual which
occurs off stage; Clark does not describe the ritual; he uses it to
create the necessary emotional tension and also to effect change'of

scene., She begins her marriage life as a heroine of deferred hopes; her
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husband never returns from the raid., Weighted down by failure, humil-

iation apd frustration, she returns to her own hometown to meet her

-

mother. Even here we find_that.she constantly reproves her mother
for bringing up her only son to re-enact hef busbands unfinished
heroie comﬁats. Throughout the play Clark presents Orea in her dom-
estic roles as a wife and mother. On the other hand, Oreame repre-
sents the heroic and the power of natural law.

The life of Orea represents the antithesis of thehheroic code
of conduct enacted by the two Ozidis and Oreame. In fact, Orea and
Temugedege have lived with two heroés; at the end of the play, they
do not wish to see heroic events rF-enacted. Orea's life as widow
develops side by side with the domestic side of voung Ozidi's career;
her own ambitions are reflected as a young widow's aspirations for
continuity. Heré,she:expresses her disapproval to her mother for
fraining and preparing young 0zidi for a heroic life.

Orea: I have only this ome child and I do
All I can to keep him under cover of
My roof. But you always incite him to £fly out
Among black-kites. Is it not_enousg. that I'm turned
Into wood for fire in my time of flower?
Do you want me to fall down fruitless as well?2

The retreat from the heroic to the homely.is also revealed in.the way

Orea is presented. She is "a widow of about thirty, sits by the door-
way cracking palm kernels." We also find the tendency of dramatizing

the unheroic in the life of Temugedege. When young Ozidi and the two

women return to the deserted homestead of the Ozidi faﬁily,Temugedege

is represented as a tramp: .

{(The party has now beaten a wav within a

fed vards of the umbrella tree. BRenaath it

is’a small clearing where a manhas set up

his keep. Pots, pans, and cans, many broken,
" and brown and black with wear and

weather, lie scattered about. On three blocks

of stone a decrepit and unkempt old man

is cooking himself a miserable meal

over a fire that refusges to respond to
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his weak puffs of breath. ‘When the partv
descends on him, he is in the grip of.a fit
of asthmatic-coughing, and at the sudden
sight of the strangers he falls back on his
haunches in great fear. )23

Clark's use of epithets like "decrepit and unkepﬁt," "miserable,"
"idiot," uncharacteristic of the shérter plays, forms one way of
characterisation in Qzidi. Similarly,he makes Orea recoil in-.
stinctivdly from all actions that relate directly to heroism; in a
way, to ensure the safety of her only son.

Bwing to { Orea's withdrawal frometaking part in any heroic
actions, she suppresses her bitternéss; her consciousness ‘i full of
sorrow, a bitterness caused by the knowledge thaf Qhe ha's been defeated

. from the beginﬁiﬁg of ther marriage life. At the end of Act Oneénd at
thee'nd:of Act Pivebheranguish f£e enacted in the fom‘of the 'lament over
her husband's head and as she bathes her son.

The peasant plays of Synge and Lady Gregory reveal that just as
the heroic life is a fit subject for a tragic drama, peasant life ¢éan
Just as well form squects for a tragic drama. EGen in a play like

Deirdre of the Sorrows in which the action is based on a heroic legend,

Synge reduces his characters to peasants by having them speak the regu-
lar dialect he used in his other peasant plays. Lady Gregory bases the
action of her tragedy, The Gaol Gate, on lives of members of a peasant

family’like Synge in his Riderswto the Sea. 1In these Irish plays

tragedy is a moment of heightenea self-knowledge. W.B. Yeits notes
that in .

...poetical drama there is, it is held, an an-

thesis- between drama 2and! iyricvpoetxy, . for

lyric poetry however much it move you when read

out of a book. can, as <thesd tritiks think, but en-

cumber the action., Yet when we go back a few

centuries and enter the great periods of drama,

character grows less and sometimes disappears, and

 there is much lyric feeling....s4

What Yeats calls "character'" is the contestant, the ome who starts or

takes part in a bragging and boasting-match., Because there is piayfulness
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with objects and words at such points in the drama  Yeats says,"'Suddenly
it strikes us that character is continuously present in comedy alone";
it is in the moment of cededy that character is defined. On the other
hand,

- +..while amid thé‘great moments, when Timon orders
. his tomb, when Hamlet- cries to Horatio 'Absent
‘thee from felicity awhile,' when Anthony names
'0f many thousand kisses the poor last' all is
-lyricism, unmixed passion; 'the integrity of fire. '3 k
<

Accordingly, "tragic art" is "passionate are¥ which plunges its éictims
"into personal thought and metaphor." Because the tragic vietim is

: 56
"a mind that waited the Supreme erisis;”  the tragic experience is

-

"se&féknoﬁledge'aftcr defeat."SJ

African tragedy, Soyinka says, "plungeg straight into the ‘ghthogic
realm!, ;he seething caaldron of the dark world will and psyche, the
transitional yet inchoate matrix of death and being. Into this universal
w@ﬁb:nﬁqg.piunﬁtd_and emerg:dﬁsgunégghg first actor, disintgg:ating-pmth-
in the sbyss.' Nor had his "'spiritnal re-assemblage!- required evem & "eopying
of actuality in the ritual re-enactment of his devotees." Instead, the
tragic experience is ''the celebration of cosmic struggle'; soombntg-
:ﬂnming=ﬁhﬁuh tragic victim plunges into'" the aﬁyss of transition, "sings
and dances in authentic archetypal images," revealing "a consciousness
of the loss of the eternal essence of his entity."58 African rituals
and funerals provide appropriate moments for the re-enactment of the
tragic myth. - The closest archaic example I can find for thig great
tragic moment revived in Irish drama is the keen which Synge describes

in his Aran Islands. Synge witneesed the burial of an old woman in

the Aran Islands and he tells us that while "the grave was being opened
the wémen sat down ameng the flat tombstomes...and began the wild keen,
or crying for the dead." He then says:

This grief of the keen is no personal complaint

for the death of one woman over eighty years, but

seems to contain the whole passionate rage that
lurks somewhere in every native of the island.

.
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In this cry of pain the inner consciousness of
the people seems to iay itself bare for an instant,
and to reveal the mood of beings who feel their
isolation in the face of a universe that wars on
them with winds and seas. They are usually silent,
but in the presence of death all outward show of
indifference or patience is forgotten, and they
shriek with pitiable despair before the horror of
the fate to which they are all doomed.>®
Therefore, Irish and African tragedy ig‘the celebration of man's isola-

tion in the face of immense chaotic,cosmic growth and decay. 1In practice,

Synge exploited this attitude in plays like Riders to the Sea, The

Shadow of the Glen,.The Plavbov of the Western World, and Deirdre of

the Sorrows, In Riders to the‘Sea,Maurya ends her keen with a statement-

of reaffirmation and reconsiituted’wholeness: "No man at all can live

. 0
forever, and we must be satisfied."6 In The Plavbov of the Western

World, Christy Mahon's "impﬁtuou§'sweetheart,'the tragic Pageen Mike...
loses her merve at the moment of erisis, Pegeen with her wild lament-
ations at the end of the play --'Oh my grief, I've lost him surely,
T've lost the onty Playboy-pf':he Western World.' --Pegeen who has - '
been terribly defeated by her unfortunate loyalty to those enslaving

61 . - .
household gods." Yet Deirdre's lament over the bodies of her dear

companions, the sons of Usna at the end of Synge's Deirdre of the Sorrows, ?

is unsurpassed in Anglo-Irish drama:

Beirdre [showing Naisi's knifel: I have a little key to unlock
' the prison of Naisi, you'd shut upon his youth forever,
Keep back Conchubor, for the High King who is your master
& has put his hands between-us. [She half turns to the ’

grave.I It was sorrows were foretold, but great joys were
my share always, yet it is a.cold place I must go to be
with you, Naisi, and it's cold your arms will be this night
that were warm about my neck so often....It's a pitiful
*thing to be talking out when your ears are shut to me.
It's a pitiful thing, Conchubor, you have done this night
in Emain, yet a thing g&ll be a joy and a triumph to the
ends of life and time.-

It is €haracteristic of these laments that they end in a note of lyric

self-assertion, or what Soyinka calls?ﬁspiritual re-assemblage," )

[y
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It is to be realized then that lyrical outpouring is an iﬁbortant
aéﬁect of the archaistic tendencies in Synge and Lady Gregory;<fzhg
Gaol Gate, bX‘Lady Gregory presents us with akother example of this
revival motdf 1Iin the Irish drama. In Lady Gregory's Gaol Gate two
illiterate qduntry women receive . z 1etter~s¢nt by the iocal prison
authorities gontaining information about the fate of a relation of
the women, Denis Cahel; the latter has been detainedcntmuﬁ&lsauﬁhgrge
of murder. The two women brlng the sealed letter to the gate-keeper
of the gaol, who reads it and callously tells them that the man they
came to see has been hanged. The women break down into an instan-
taneous keen, which examined closely reveals a suppressed nationalistic
feeling, a negative attltude shown against the penal system:

. There is lastlng klndness in Heaven when no
kindness 5 found upon earth. There will
surely be mercy found for him, and not the
hard judgement of men.63

In Clark's plays thé lament is a moment of emotional crisis. At the

end of Act One of 0zidi the conspirators bring home Ozidi's head and

trivmphantly present it to his brother; Temugedege; the latter recoils
- 3

from it while Orea "gathers the head of her husband and sitting herself

down on thé ground, cradles”lt in her laps and begins to lament.

Orea: Let me blow the flles from off your face
Before they pass worms upon it.
So they have killed you dumb, my husband,
Before I bore you a son? This morning
I said do not go to the raid. The lizard said
Do not go to the raid. But you would not
Listen, you would not hear us, stubborn man.
Last night my body was your bed. Sleep on, I said,
But the cocks woke you up, the drums summoned you
Forth fnto the night. So it was to death!
...ty man, the champion, now gone across
The stream before the ferryman heard his coming call,b4

She then reflects on the nature of the other: women of Orua who have not
joined her in her lamentf—’—-

Ok, as I wail alone today, like a bird
That has wandered far out of flock and clime
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So may you wail, so may you wail, and falling -
Asleep, wake up again wailing _

As truly, the moon at every fresh t1de shall .spill
Her bowl full over your house, full over your head.

Like Deirdre and all the otherpwomen in the Irish drama, Orea
‘expresees her hopgs, ideals,andﬂfunews*hec:beiie£52and thenbrésolvgs
her conflict ih.the end by anticipating that history must repeat it-
self when the wives of the conspirators will "wail, and falling/
Asleep, wake up*agaih wailing." .

Similarly, at-the end of the play after her mother has been kklled
by 0zidi during ome of their combat scengs, Orea is bathing Ozidi, but
unlike the end of Act One, when she had been combating human forces,
cough,

‘at the end of Act Five, she confronts the forces of nature:

fever, and smallpox. Her lament represents a culmination of her

aspirations, the struggle between the forces of creation and destruc-

tion whichf&tms the basis of the conflict in Ozidi:

No, it cannognbef Tamara-- You cannot

Let this hapéen to me. My mother no longer liyes
. .In this houSe; so it camnot contain you. -

SHE‘grew"w{ngs, she walked on clouds, trespassed

On sacred grounds, and for that you struck her down

By the hand of one born of her own daughter.

<o

. No, I am only a poor hen roosting

Here in a hut by a hearth at whlch.cﬂky—ﬂﬁgﬂahlcken
Nestles — my one child bigger tHan a coowd.
A child sees home his parents in the dusk
Of their lives; so should his in his own tmm.
No such duties has my boy done;lindeed
He still has not caught yaws. This
He is now doing as every child cuts teeth.
Here's common water then, here's common s0ap,
And here's sponge crushed from leaves of plantain--
1 need -nothing more before I scrub dry a mere riot of yaws.
Broken over my son. When a guest ’
Comes on a visit, he goes home after.
Reeurn therefore, our late visitor, taking your flesh

. With you, but leave behind for us '
Our skin and bones.%® '

In the last scene Clark uses ritual to dramatize two moral attitudes:

first, Oreame's belief that only blood can cleanse society, second
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Orea's opposite moral view that '"common water' can equally be an ef~

.

fective way of cleansing society. The contrast is worked.out again

in the comparison which she makes between her mother who “gréw wings...

walked on clouds, trespessed/On sagred grqgndf‘gpd was stricken down
by the deity, and herself whom shcqcomparégu£§cﬁponrhhenSroougingﬂHere
'ip a2 hut by a hearth at which only one chicken/Nestles." . She humb les
herself because she has been chastened by events of'h;stofy she had
lived. Her moréi :Tsion is the oppositecof her méther's heroic code
&8 conduct.’ In:ﬁﬁ§.scene,ricual is uséd as way of concentratingatﬁe

/ ' .
thoughts of the characters, and Orea's lament is matched only by

Deirdre's lament over the grave of the sons of Usna in Synge's Deirdre

" of the Sorrows, a culmination of the lyric aspiration dramatized as

the theme of love in Deirdre of the Sorrows and Oreaﬂs .other lament
over the head of the first 0Ozidi at the end of.ﬁ:tcﬂnéfi.In-tﬂe plays
of Synge, Lady Gregory (in Gaol Gate), and Clafk, the iﬁpég; ofutﬁe
laments ‘is determined by'the'imbortancé which the evehts have'fof the
survival of the group. In Ozidi, Orea is a victim to two 'generations
of heroisﬁ; in her lament she aﬁpeals for justice from Tamaré, the
supreme deity. 1In ofder to justify her plea she repudiates all the

heroic wvalues which her ﬁpther-aﬁé her soﬁihad fought for. Heré,

Clark uses ritual as a means of creating a dramatic situation. We

can agree with Yeats that the great moment of tragic experience whether

-

in Deirdre, Maurya, or Orea is'alwgys "self-knowledge after defeat."
This experience is resdived in é reconstituted_éctions whicﬁ'reaffirms
or renews belief in certain ;hings. ¥a shayve shown that thére is
tragedy in the heroic asd well @s in' the peasant soul. The totaiity
of achievement of the Irish dramatists and of Clark is that they hoped
"to make" in Yeats's words, "that high'life mix into some rough cone

' 67
temporary life without ceasing to be itself," Synge ,we have-seen,

‘coulkd write his Deirdre in peasant dizlect and.-yet.preserve.its passion;

brought his The Countess Cathleen into a peasant cottage and still pre-

served its pparit, We: have seen that Clark's interest to exploit 1life

Yeats
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in contemporarxq:ural Ijaw society has taken a similar approach ‘and
“ has gained thereby.. .
At the beginning of this chapter 1 indicated that Clark is a
humpourist of significant power who obtains his effects through. the
"egnseious exploitation of language for purposes of persuasion and
_pleasure.'Jy?‘ In practice, it means exploiting linguistic and rhetorical
devices of folklore: magic and myth create humouri folk speech is
full of gliayfilpess and wit. Comedy and satiré, i pointed out above,
deal with social situations; like Synge and Lady Gregory, Clark ex-
ploits life in archaic rural society and adopts its beliefs and sense
of humour. ?perefore, Clark does not produce what Soyinka calls
"broad comed§ of the mosf hilarious situation”eg‘-- stage comedy. In
Clark, éomedy and satire spring directly from the rhetorical categories
of folk speech: proverbs, riddles, parables, andmmagic.
For example, the following s;ene between Temugedege and his .
brother, Ozidi,shdwé that even after-tﬁe coowning of Temugedege as "
" king he has not yet grasped the implications of his situation,

Ozidi: (Coming upon him.) Temugedege, wh%; are
voir doing with a chewing-3tick in your mouth
this time of day? - : . s

-

Temugedege: {(Starts but recovers himself quickly.), You
forget yourself, young man. I am {(
King now, you know. So learn not to talk to me
As you have dome in the past. I, am/King
0f Orua now.

0zidi: End have any of your subjects come to salute

///’, . You yet?

70
" Temugedege: Subjects, oh no, come to think of it.

The dramatic effectivenéss of the scene .derives from Clark's
ability to uﬂdercutlTemugedege by carefully revealing the m?n's self-
importance in being & king. The "chewing-stick" used at 2 wrong hour
of the day is a dramatic reauction of Temugedege's idea.of-kingship
and leisqie. This ridiculous side of Temugedege is revealed in the

following list of priorities enumerated by him:

e

&

P 2N
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I shall myself
Select a caretaker committee of seven virgin girls who will
whisper
Appropriate words into our ears. Do you
Hear that? One ghall fetch me my royal chewing- stxck
another my goblet
On morming glory, three .shell pi¢k- tbe grey heir
And lice on our sacred head,-and any climbing up
Qur arm-pits; all this as we recline o
Basking in the evening glow of our life,
Two shall pare our finger and toe nails, and one
Shall scratch our tender back although we both.know
The itch in the flesh is far down elsewhere.’ ™

i

Temugedege pelrsistent]) and frivolously mis-places emphasis‘until the
hu&our spills over into the grotesdue; Temugedege reveals that he is
thvested - by vermih._ Yet, to be efféctive, satire must have a target
and a powerful one for that matter; the satirist also takes risks when
‘he pokes fun atwauthority; hence Temugedege threatens his brother,

0zidi for mocking at him: "I warn you, mind what you say/As from now
on, young man, I'll have you/Arrested for treasonable felc:on:.z.”?2 Clark:
is using Temugedege to satirize the vice in men who peddle self-interest
" for public good. Temugedege 1s the‘kind of character who sees kingship
as a way of getting more wives, becoming important for selfish ?easons;
here ﬁersona} interest masquerades grotesquely for public good. The
vice forms the basis for the continued survival of autocracy.

Cmoni's speeches made in a broken form of English at the end of
the play,reinforce Ozidi'§vériticism of Temugedege. Young Ozidi's
attendant, Omoni, does not speak pidgin; his is a broken form usea_for
the first time in a Clark play. Clark was propably working on the as-
sumption that since Omoni-is & slave, he does not speak original Ijaw.
Ozidi and Omoni are on ﬁhe way to the market: ‘

Attendant: Masa, papa Kuku leaf shed for market sef?

Ozidi: None that I know of. The maﬁ’ﬁas 10 mean

Shdpkeeper; war was his business, and that

fe always parsued In the interest
Df the state.

Attendant: An' he nor leaf anyrproperty at all at all, I
day-hask sakeof all them big big
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people way day say dem day'
sarvice publick nor day froget for
put plenty plenty insi'e dem owb'poéket.73

Linguistic deviation is obtained by a self-conscious distortion of words
like "sarvice publick," "froget," 'hask" for comic purposes. Omoni's
concern with thé acquisition of personal property in the name of thé
-ﬁublic service ghOuld be read in the context of the narrator's lengthy
speedh in which he criticised the moderﬁ way of getting big, at the
beginning of the play.

Both Omoni and the narrator criticisze modérp.leaders who use public
roles as ;'means of acquiring personal power over others. The humor-
ous scenes enacted between Ozidi and‘his brother relate to the dialogue
between Omoni and young Ozidi; they also reinfarce the ironic comment
made by the Story-Tellers at the beginming of the play that "we're
liying in & free democratic eountry." -

In general; in Ozidi, humour can be caused by, enthusiasm &s well
as by ridicule; In Act Two the boy, Ozidi, énd his grandmother are B

 walking on 4 bush path leading to the farm. Oreame tries to test the

boy's will by herself acting scenes from the masquerade.

Oreame : ...Here, will
You wait for me while I step aside and shit?

The Boy: Geo on in and be back soon, mother. . :

Oreame: You won't be afraid? .
. The Boy: (beating his &hest) There's nothing can scare me in this
world.

Oreame: Good boy!
Good boy, brave as the big gorilla:l
(She steps into the bush and the boy
unconsciously wheels round to look about
him, half curious, half afraid. Meanwhile
Oreame smartly comes back dressed up
as the 'hill masquerade! taking up the-
whole road. Consequently, when the Boy
faces round again, there is this huge 'hill’
QDlapeed direct -in his front where
there was none before. The sight makes

him jump.)
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- The Boy: ﬁbther, oh, Mother, I am dead, I am dead!

Oreame:  (issuing from cover of the 'hill' which she has made
collapse deftly and thrown back into her basket.)
What is it,
Child? Now what's the matter’

The Boy: The hill, look, there was ahill here just now.
' I could swear it by Tarakiriye.

Oreame : Itmmust be a phantoem hill
For I can't see any around.

The Boy: I could swear it.

Ofeame: All rlght all right, my son,
What about letting me go_back to passing
The water you cut short?

Presently Clark is collaborat}ng with Oreame who is using the
material of the masqueradé'to‘train her grandson-while the dramatist
exploits her imagination for the.purposes of éntertainment. By intro-
duéiﬁg ;é variety of the aspects of folk theatre into the play, Clark
deliberately slows down the pace of the action. TFor instance, an-
important aspect‘of young Ozidi's quest is the sagerness to know-his

name and that of his father. For a long time, the women hide it from

“him but only playfully does he eventually know his name, and when 1t

happens it comes to him when he is in a state of possesszon This is

how Clark represants the scene:

Oreame : Here, young man, you are a child no longer.
Whether or not you have a father and he is
Above or below the earth, it is for you
To f1y out and find the fact of the matter.

The Boy: I have always wanted to but which of you
Has as much as shown me the way? Or
Am I to fly out iike a kite without tail?
Sometimes I do believe those boys outside
When they say I may be a falcon but one that
You have tzed to a rope tight in your hand

Oreame: So that s what they say and you believe them, did you say?
All right then, go there into the house
And fetch me the bowl with potassium salt
In it, and I'1l tell you a secret.’” .
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The scene becomes the final test and revelation once the Boy obeys his
grandmother and goes into the house: -

LThe boy though reluctant is curious; he goes in to

fetch the bowl. He crosses the verandah into the

house which,: like many Ijaw buildings, has a

living room opening ‘ut direct and down its

entire length into“the verandan, Thebboy can therefore

be seen clearly all the way in and back. On entering

the house, he trips on the floor which he does not

know has been highly polished with a special

. preparation by the witch. As the boy moves farther

on to where the bawl of potassium stands on 2 rack

against the back wall, the passage for him becomes

one of progressively tripping up. Because as a

true Ijaw man he.regards a fall, even outside

the wrestling goaudd as a matter of great

dishonour to his manhodd, the boy though

sliding dangerously does all in his power to

stay standing in one continuous struggling

movement. Meanwhile,his grandmother has jumped

up_and, prancing about the place, cheers the

boy on in his dance on the slippery floor....The

cheers bring Orea to the scene and before long she

-£00 is cheering and jumping. The boy eventually

reaches the rack and, holding out the bowl of

potassium salt, returns shouting in a complete

state of possession. As he dances his way out,

his words become coherent. And hearing

them, both women run-after him dwestruck

and dumh? 70

The boy announces, "I am Ozidi! Ozidi ay!" While Ozidi's dance on a
slippery floor is dramatic and theatrical, Clark uses possessdon as a
way of suspending disbelief, especially because it is believed that an
individﬁal under the state of possession can commmiocate with the gods
and the ancestors; in fact,the god &s 8aid to enter into the indivi&ual,
as Wole Sovinka shows in the case’of Murazno, the mute, in The Road.
Sometimes the vidlatdon of a convention can become a means of ob-
taining inflormation. In _Act Three, 0zidi and his attendant, Omoni,
are on‘their way to the market to find out the names of his father's
assassins. On their way to the market Ozidi and his attendant arrive

) <
at a road junction O0zidi Becides to lie across the path, and falls
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Later three market-women come hy. carrying
huge baskets of wares on their heads.

~ In the poor evening light. made dimmer
still by the surrounding thick foliage, the
women -trip one after the other over -
the sleeping OZidi.//,

However, when Ozidi wakes up he kieks "the firét woman quite viciously

on the shin.M

-

First woman: He slept on the crossroad to market
And when I try to 1ift up the beast, see how
He goes and breaks my foot.

Third Woman: The foolhardy fellow, does he know
Whose wife you are?

Second Woman: Not since that man Ozidi was killed

-----------------------------------------

Third Woman: fie must be put back in the pit
Where he belongs. Lookshere, voung man
Nobodv insults me, the wife of Azezabife
And lives to tell the story. When Qzidi
Took ommore féeathers thaxe the pagle's
My husband it was who first plucked off
His shock of feathers,/S

Qzidi's attendant, who acts as chorus sums up the scene in these words:

Massa, waytin my eye see today my
mouth no fit talk. So na sodde :fin
happ'n. But una country people dey
too do wicked oh!’?

At the beginning of this study of 0zidi, I showed that Clark was
working in the form of the mMasquerades and that hhis form contains a
certain logic: the evocation of the water spirits fo bring prosperity
to the human~cgmmuntcy;:;he:aadteﬂée'beiug told that t&ey‘are here to
see a show, the performance of which then follows. 1In the action itself
certain virtues are extolled and vices satirized. 1In doing so ,the dréma-
tist obtains ﬂts objectivity in that he is working in anc1ent .traditional
modes. In faet exemplary situations are carefully ‘shown and the des-
Picable grotesquely paraded. We have already examlned the end of Orea,
how she performs her rites of purification In a4 domestic scene between

herself and her son., But not so the end of Oreame, who "grew wings,"



# o 218

Her reward is that she was struck down by her own grandson whom she
had trained; the end o{ther heroic career is a reverse of all that she
believed in and fought for heroically.

Oreame: tcrauliﬁg dazedlv on the pround.]
Oh, what an end! What an end!
To fall by the hand of my own son here. 2
I held up a shield for mine and myself
Against all-- comers, but none for me .
Against him-- my son, my son!

{Oreame falls back on her haunches. with one hand
trving te stop her scarlet cap of manv feathers
from falling, the other reaching in vain for her
magic fan that has dropped. Dving., she catches a
handful of earth and at the same time digs the
ground with her left big_toejho—

Oreame'§ is '‘not the guricken cry of the tragic victim which we have
discussed above, instead her career emds in a most despicable fashion.
She expresses a sense of regreg and defeat,.there. being no_suggeétion
that she has gained a_dimension.of awareness at all. Her end is a
warning to all who sbuse power. If Temugedege is the pathetic and .
humourous side of autocracy, Oreame is the violént, grotesque, terror-
fnspfring, and absurd side of heroism. Even though she had used her
magic powers to humiliate and ridicule her oppoments in the contest for
power, the artist has also used his own magic power, to subdue her in
the face of a wider world. .

The preceding discuassion of c&medy, humour, and satire in Clark
has been done in order to shéw that theré are tendencies and prospects
in Clark to work towards this direction rather than actual Study of
Clark's achievement as a satirist; his work as a satirist is slight
for the reasons which I shall reveal presently. Clark has not located
fixed targets for his satire. To be effective satire has to attack
powerful persons, institutions or dominant vices; Clark's work reveals
‘that he has identified none of these for satirical purposes, Another

reason is that Clark seems to be directly involved with the political a3fd

social problems.of hid sdciety;-and hxsmat been detached from themrsufficiently
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to be an effective ironiét'anﬁ satirist. finally, like Synge,Clark
is exploiting the-attitudes and beliefs of.rufal communities;
the tendsncy 1s for "Clark to satirize aqg.poke fon at-types
of persons and vices. 'Eﬁen“so we shali see in The Raft that#hiaueffec;s
spring‘dirgct;y from the exploitation of rhetorical categories of
linguistic materials of folklore, proverbs, riddles, and paraﬁles.

In a play iike The Raft Clakk also demonstfatgs through the
four lumber men, Kengide, Ogro;-Ibobo, and Olotu what I have been
discussing: | '

Kengide: With the swift ebb tide‘COming 7
And some better lot, we ought to get out
Before the sun goes down.

Ogro: Won't that take us to sea?

Kengide: Not 1if we court and*hug the tide. We need
Not stay on its breast after our release.

Ibobo: It calls for careful navigatbon.'

Olotu: What, to swin%.from one. tide
!
Into anotherl

Expressions like to "court and hug the tide,™ "careful navigationm,"
"to swing from obé tide/Intoranother! entail-no-physicatcmovements; indtead
the point being made by the lumbermen concerns human adaptabiligy.
Hence Oiotu's "to swing from one tide/Into znother" questions the op-
timism implied in the thoughts of Kengide and Ibobo. Their playfull-
ness is reinforced by the question which Kengide asks later on in the
play: "So what's/So new about our Iz:os:'.tion’i’%Bz

The four lumbermen then present themselves as those who are ''doing
the'drifting" of logs down the river while the 'rogue,” their employer
is on the mainland at Warri "rolling on the laps/Of bis ionomerablecwifiés. "
Even so, Kengide and his friends employ the playful spirit as a way of
analysing their problem, containing their bitterness; they suggest that
the problem is caused by historical materizlism:

In this game

Of getting rich, it is eat me or I eat
You, and no man wants.to stew in the pot,
Not if he can help it.~

33
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The four men use a system of juxtaposition as a way of apprehending
feaiity. For example, forest guards employed by tﬁé Government to
issue licenses and supervise the exploitation of forests are 'puttisg up .
buildings at Warri' with money earmed in éorrupt ways. Similarly,

corrupt administrative officers wring "dry the tear ducts of the

people."85

Kengide, the most experienced of the group also reveals that in
the forties the workers reacted against social tyranny by organizing

- a general strike but the strike failed because. .,

The politicans

And papere who vhad promusad detricho irsedfs,.

By their own divisions, caused-a breach

In the wall we workers had at their incitement staked
All to build. So, Govermment or Niger

Company, two faces to one counterfeit coin,

As usual won the field."

Another objéct.of their criticism is the Christian Church repre-
sented in imagery characteristic of Clark's Ljaw country. According
to Kengide the missionary

@hose poor building ground though. Today

Not one beam ofhkis house stands. What the flood

Didn't sweep away, elephant grass &
Has overgrowm. Worse, the net he cast out

Attracted many, but could not retain

A single fish. It had too many !koapholes..

There never was a worse fisherman afloat =

In all the rivers.™

Kéngide is puning on the words "net," "fish" and "fisherman." .Similarly,

the traditional African society, once governed by benevolent kings,

now is run by greedy and rapacious chiefs who "drain/The Delta of all

that is in it, and not/A Shrimp slips past their fat- fingers." ¢
On spite of Clark's experiments, as I haversketched out in Qzidi

and The Raft, his plays appeal mainly to the admirers. of his "enchanting

verse " iiemee what distinguishes Clark and constitutes his "major contri-

89 ‘
butiens"  to the Nigerian and African repertoires remain Song of a Goat,

The Masquerade, and The Raft.
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A reason for Clark's apparent unpopularity is his early revolt
agatnst the conventions éf the so-called naturalistic style of';epre-
sentation in the contemporary drama; and in doing so he was also
revolting against the main trend in modern drama, exemplified by the
plays of Ihsen, Chekhov, éhaw, 0'Neill, O'Casey, and Brecht. What I
. have tried to show is that when a dramatist in Clark's position chooses
to evolve a conception of the drama which is antithetical to the con-
temporary style,-he runs the risk of courting hostility and indifference
from~the ‘publfc dad critics,and obscurity for himself. The example
of Synge, Yeats, and Lady Gregory reveals that when the Irish play-
wrights revolted against what Synge called the “1ntellectual modern
drama" they founded thezr own theatre where verse was spoken, chanted.
or cantilated as Bernard Shaw said of Yéatsfs experiments.90 ' The
"obscurity' of the Irish dramatists made it possible for them to create
a2 new kind of acting, for it géve them time to preparé,and to experi-
ment.gl In Nigeria, Clérk needs just such a theatre to be able to take

poetry inte the theatre.

N



Chapter 6

Stages in Rebellion: Wole Soyinka

Perhaps the most significant factor in the discussion of theory
and practice in the writings of Clark and Soyinka is the short period
of time during which much of the develoPments have occurred. Within_
a decade, 1960-1970, the development of theory and practice in the
dramas of the two Nigerian writers went through roughly three stages:
consensus, confrontation, and anxiety. In the first two chapters of
“this study I showed that "consensus' is the moment in the cultural
histories of the Irish and African dramatlstStwhen events achieve
'COiRCId&nCE with the asplratlons of writers.

One critic points out that '"the first quarter of the twentieth
century" @as a "period of érisié” in Ireland, "when the nation's new
literature began to emerge out of the seemingly irreconcilable struggle
between polxtlcal necessity and the creative imagination.'" Evern so,
he argues, "Irish nationalism and literature had an urgent need of
‘each other's vitality and vision ". Hente .the development of theliterary
renaissance and the movement for national independence naturally coin-
Wciae&-éfter‘che~death”dfk?arﬁéli}neach force :guiding and inspirded the
the' othexr” inc the early days-aS'they=ﬁorked towards fthe commoahgdatiof-liber-
atingnéhe-countryiftbm British ﬁomination."l‘in~Africa the "background," says

Soyinka{ ...beginé at the united opposition.by the colonized

i to the external tyrant. Vietory came, of sorts, and

" the writer submitted his iategrity to the monolithic
stresses of ‘the time. For this, any manifesto seemed
valid, any "ism" could be embraced in clean conscience.
With few exceptions the writer directed his energies
to enshrining victory, to reaffirming his identification
with the aspirations of nationalism and the stabiliza-
tion of soqiety.2

Not only did these mass movements shape the future of the "New-
Born" States in Ireland and in Africa, these events acted as an "abra-

. . 3 = :
sive stimulant'” on the artistic temperament.

222



However, the organising principle &n the anti-colonial propaganda
was not A&rt but political nationalism; hance its central actors and
heroes were pdliticians. In Ireland there were "three main pressurs__d}
groups...the political, religiéus and the Gaelic language propagan-
dists." When the Irish artist began to sssert himself by refusing to
adapt his persomal vision to the aspirations of fashionaéle national
politics, he was looked upon by the three pressure groups as "a decadent
intruder, and by...nacionalisti; standérds a fabricated idealism was
more palatable than the ironic reality.”a‘ In Africs gonfrontation bhe-
tweén art and popular nationalism also begins at the point where the

artist chooses to stand aside. In the discussion of Clark's Qzidi and

Soyinka's A Dance of the Forests,I showed that the central metaphor

adopted by the dramatist to reflect this conflict is the contest be-
tween the forces of creation and those of destruction. In Yeats's

The King's Threshold,Seanchan,the poet,represents the artist of the .

agonistic phase, 'Yéaté's.biographer,Joseph Hone,reveals that Seanchan
is the first modern artist to have adopted the hunger strike as a

- 5 - ‘- L
_-spolitical weapon. In the drama itself the herces of the agounistic

phase are what Yeats calls ''combatants" or contestants like Cuchuliin -

in On Baile's Strand, the heroces of the Red Branch in the Deirdre legend;

)

Ogun and Eshuoro in A Dance of the Forests, Ozidi and the conspirators'
in 0zidi. “

Johan Huizinga notes that in order to excel in a contest “one must
prove one's excellence; in order to merit recognition, .merit must be
made.manifest. Competitiog serves to give proof of superiority. This
is particularly true of archaic society." 1In a contest, he adds; the
contestants strive "for honour, dignity, superiority and beauty.~"6 The
revival of ritual, or what Soyinka calls "the drama of the gods) is a
recognition of this principlg by Clark and Soyinka. Soyinka argues that
confrontation is the drama of "hero-gods'; 1ts stage is the "ritual

arena of confrontation' which '"came to represent the symbolic chthonie

space and the presence of the challenger within it is the édarliest

e



- 224

\

.

.

physical expression of man's fearful awareness of the cosmic context
of his existence.'" Since its setting "is the cosmic entirety...it is
within the}r framework that traditional society poses its social
questions or ébrmulates its moralities.”" Therefore, these archaic
traditions are revived at the moments in the cultural ‘history of a
people when there is & strong desire to reconstruct national idealism. -
As Sovinka says,forms like the epic which celebrate the 'victory of

the human spirit over forces inimicgl to his self-e‘xtension"7 are
revived. In selecting to adopt these archaic modes the Irish and
African dramatists betray their desire and search for a genuine form
of leadership; the quest for leadership in societies reviving old myths
and symbols is central to the revival me#fT in the Irish and African
drama. This anélysis leads us naturézly into the next phase, anxiety.
Anxiety ié what Harold Bloom in another context calls "self-saving
caricature, of distortiom, of perverse, wilful revisionism;”s Here the
artist discovers that "irreverent comégz is a more recognisably sub-
versive weapon than [thel literary martyrdom'" of a poet like Seanchan.
The art of this phase is comedy and satire. Its weapons are parody,
wit, dialect, word play, mimicry, humour, and iropy. The artist em-
Eloys the techniq;e of "comic desecration“gas a weapon to subvert the
idealised image of the nation.

The other thing to-be remembered is that Clark and Yeats rightly

do not belong to the stage of anxiety; even though in Ozidi and The Raft

there are indications that Clark is capable of employing humour, fidicule,
and wif for satirical purposes,he has not been able to produce a tragie
comedy the sole purpose of which }s to denigrate the idealized national
character as is the case with Synge and Soyinka.
| The tragic art, which is mainly the field of Yeats and Clark, was

the first art and by implication the comic and the satiric are late .comers,
On the one hand, tragedy deals with hmmn1kuigins, with primal terror in

the face of "immense chaotic growth."l0 On the other hand, comgdy and

satire reveal how the artist awakens to the reality of Hisoown situation
Y
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in a human society, how he deals with social conflict. "Its chardeter
' _— 11 : '

is public exposure and its method is reflection.” = Comedy,: therefore,

is social criticism, and revolt in a ‘human. situation. W, B-Yeats says:

...8ll great literature is arhattbe Tragic literature
“v..1s battle in the depth of = man s soul....Realism
is a battle in the outer world; it is the contest of
two realities, and we have ‘come to realise that Ireland
is in the midst of that-contest. Out of that battle
is coming our art, and it .is because of -the ‘stupidity
of our opponents....Thebattle that began with Synge is
. goxng on’ for generations, and there is \SIOWLBS posong
the. young a passionate hatred of that row of China’
figures. . They are beglnnlng to break them one by one
. and as they continue our Press becomes more and more
indignant, 12

Yeats did not live to witness how another admirer of Synge Sovinka,
wulduse comedy and satire as a weapon to "affront the row of. Ch;narfigures
in Nigeria. Like Synge, Soyinka is a tragi-comedian. I'ShalI‘ShUW‘

that the development of womedy an3~eatireain the pleys of Soyinka ful-
filds the needs of eultgral continuityy thef are employved as effective
weapons of rebellion and revolt against political and social tyranny.
Since;comedy and. satire deai ,oith'events in the recent human society~
a‘centfa; concern of Soyfnka;is the search.for ideal ieadershfb;ﬁé o
dominant motifc in tﬁese olaye,then-is.the failure of leédership'and

the trevesty of hopes. The basis and meaning of this revolt-is'contained
in the argument often made by cultural nationalists that the introduction
of “scientific materlalzsm is no adequate substitute for the loss of a

. sense of communallty among-the dlspossessed -We are therefore-examznzng
a practlce that evolved beyond the "grand Qassion" of decoionization;

yet which kept its .feelers.ln oontéct with publice events. Soyihia

sayS' o o -
+  Even after a revolution has taken place a handful
of people will sti1ll have td stdnd aside end question
every move of the new regime., As a writer I have
special ;responefbilitya because I can smell the
reactionary sperm_years before the rape of the

nation takes-place.l4
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Standing aside is the result of a discovery, one reveals that “the

-

colonized is fiot always the victim:

< -~

I think that ome of the most humble discoveries
any African can make is just the fact that/he can
actually interpret the good and..-the general evil
of r-What you call the European worlld in the faces
of his own personal and intimate companions., I
think that after years of self-delusion, a very
chastening discovery--I should say rediscovery,’
because one lives with this all the time--the’
chastening rediscovery is to find\that--and it's a
terrible knowledge--that given the chance and the
circumstances your best friends are capable of....
w I think this is really why I'm opposed to thisiidea
of singling out one's own race as being a leaven of
W/fitel Ehour. T

Like Yeats, Synge, and Lady Gregory)Soyiﬁka chooses to stay and fight.

Why do I take it upon-amyself to protest®: Because
.acquiescence: in'paliitical  crimer is .a hédeousrhorm

of surrender. It is very tempting and very s
contempti‘ble.l6

Basically, there are three main categories of satires in the plays
of Soyinka: political, class (€lite), and social. Political: comedy
and satire are aimed.at the '"demagogic opportunists of the new aggressive
national consciousness...the new visionaries--the politician.” These
"woolly@thinking nationalists had!] in Clark's words ''only to fire a
string of -isms unknown to the masses and they‘went delirious with
thunderous cheers for a hero who was a walking book."{7 Since the
vriters and the politicians were members of the same class,the only
persons who had the power and prestige to enable them to expose the
follies, rhetbric, masquerades, and presumptions of political leaders
were the artists. ‘

In general, class. comedy and satire are directed at the profes-
siﬁnal groups who also form part of the elite; those who are crushed
"under a load of guilt for I[their] dare in expressing a sensibility and
outléok apart from, and independent of the mass direction”;some of whom

have surretdered their own personal sénse of integrity to the “tyranny"
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of the "revolutionary mooa in society." Lastly, é%e otHer writers
who choose to become cultural ambassadors explaining African culture
abroad who turn to "'resuscitated splendours of the past." a romartic
_attitude of mind which glorifies "aa artifiaiai socieﬁy&?'wﬁile at
the same time they ignore "the actuality of intefnal betrayal exper-
ienced everywhere by the new African"polity."l9 These groups ensure ‘9
\\\L " that they are on the right side by remaining indifferent to ''the whole
- trend towards dictatorship, on all sorts of spurious excuses, in the
newby independent states im Africa." All, or most of the situations
arise, Soyinka argues, because of the '"marrowness of vision" and im-
patience characteristic of new nations.. Rather than succumb ”easil§
to the prospect of sharing in power, of making sure he is on the
-right‘side, the artist must choose "the risks involﬁed in opﬂgfition." 20
On the other hand, the professional groups choose to adapt to the new
situation rather than stand aside. '

_ In plays like The Road and The Trials of Brother Jero the satire

is social in nature; its heroes, more. precisely, its antl-heroes are
the dispossessed 'and powerless. There are few Lnstances in Soyznka's
drama when he engages in. antl -colonial satire. I have examined the

latter aspect of hiswwork together with the deve lopment of a socxal

vision in plays like The Strong Breed and Death and the King's Hor'seman.:

r

~ In the disqggsion of comedy and satire in the plays of Soyinka =it

'

will be seen that the three categories of satire -- political, class,

' and sociat -- overlap. In fact the development of Soyinka's dramatic

.
+

,-;herefpre, entails more than using his drama as a weapon of
political’ana social protest. What distinguishes Soyinka's theatre,

however, is the characteristic side of him which Gerald Moore calls
2l
his "histrioniec flair." ‘ ’ \\\

‘Hric Bentley, in another context, points out thaf the Aistrionic

mask is "an essential attrlbuhe of every dfamatist™?

-

The true playwright has an actor's nature;
and if he turns out not to be 2 great stage
actor, he will probably.act all the wettetrin
private 1ife.22 -

. : -
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Mr. Bentley finds this particular trait in Yeats:

With Yeats, acting begins at home. He was

himself histrionic....To Yeats, as to Bernard ’
Shaw, the histrionic pdse, the theatrical

mask, was indispensable.

In Nigeria Clark says, "Soyinka is the perpetual dramatist who insists

: 24
on a .starring role in every drama of h&s own manufacture " (Clark's

explanation for Soyinka's involvement in the Nigerian crisis). Om

the other hand, Soyinka argues that he employs his histrionic sensi-

_ ., 25
bility to give "liveliness and freedom" =~ to his theatre:

And

‘my prime duty as a playwright is to provide
excellent theatre, in other words....I have
only one commitment to the public...and

that is to make sure they do not leave the
theatre bored.™ I don't believe that I have
any obligation to enlighten, to<instructy to ,
teach: I don't possess that sense of duty....“6

-

I write in the firm belief that there must
be at least a hall full of people who are
sort of onr .the same wave-length as mine
from every stzatum of society and there must -
be at least a thousand people who are able L.

to feel the same way as I do about something.zr

benerally speaking, and in pragtice, Soyinka engages himself in eliciting

from the material of his African background those aspects which will

make his plays theatrical with respect o the audience.’ For instance,

during the first production of A Dance of the Forests in Nigeria Be

found. out that the so-called illiterate group of the community,

7

.

the stewards, the drivers--the really uneducated
non-academic world--they were coming to see the

show every night, and...they always felt the

thing through all the way, amd they came night -
after night and enjoyed it tremendously.

The second point about Soyinka's theaesre, which concerns the present

study, is.that he not only accepts the traditional idioms of the African

. 25
theatre, he is constantly 'conscious of the potentialities'  of the

theatricality of these idioms. I want to show how his consciousness



229

of the theatre sids him in developing his style, characterization and
dramatic’ sitvation. Since his methods evolve in the form of what he
calls "a realistic reaction to the actuality of internal betrayal ex-
perienced everywhere by the new African polity,"30 his theme is
tyranny, énd he adopts comic and satiric techniques as weapons to sub-
vert internal tyranny. My studies-of his plays aim at examining these
weapons which he uses to diagnose contemporary tyranny.

A Dance of the Forests was written for an occasion, the celebrations

of Nigeria's independence in October 1960. In the play itself the
"tribes' have gathered to celebrate their accumulated heritage; they
invoke Mali, Songhai, and Chaka. However, on their retreat into the
forests, the three s;nsitive humans, Demoke, Rola, and Adenebi,.are
being led, ironically, by the Forest Spirits to witness the splendours
of'the court of one of the emperors who ruléd Africa's ancient empires,
that of Mata Kharibu.

The trials of \the Warrior take place in this cqurt of ,one of
Africa's anc1ent’1z;§3:ors: In this play Soyinka emp the metaphor
of a v03§§$://to the ‘past undertaken by the three humans, Demoke, Adenebi,

and Rola / Through thé (contemporary) vision of the three the playwright
’ reveals the court of(&ata Kharibu, a burlesque of the compound of some
" local or village chief ir contemporary Africa: .

Aroni waves his hand in a ecircle. The Court of
Mata Kharibu lights up gradually. Two thrones.
One contains Mata Kharibu, the other., his gqueen,
Madame Tortoise, both surrounded by splendour.

A page plucks an African guitar. Mata EKharibu
is angrv: his eves roll terriblv: the court
cowers., His gueen, on the other hand, is wvery
gay and cruel in her coquetry. She seems gquite
obIivious of the King's condition. The court
poet (Demoke) stands a few feet from her....Those
not involved in the action at any time, freeze
in one position.3l

Our impression of the court of this "illustraous' emperor is that only

“terribly" does, he manage to acquire power over those around him, and

A
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‘he also knows how to use his power: the emperor '"is angry, his eyes

roll" hawk-like over tﬁe-court; it "cowers.'" Since we are examining

thé author's attitude to the emperor, it is worth noting that even

those persons "not iﬁzolved at any time, freeze in one positioﬁ."

There is a deliberafe effort to deflate the image.of this "illustrious
ancestor." This deflationary method tackles the emperor and his court

from & number of points, First, it portrays -Qn image of & Queer;‘wm- is "very
gay and cruel in her coquetry,' indulgently "oblivious of the King's
condition.'; the latter is desperate since he must win the war to keep

the Queen. This portrait of Madame Tortoise is reinforced by the

. artist, Demoke, who makes sly and slanderous comments abOuérthe Queen's

»
’

virtue by emphasizing the point overtly, "slut." Later the delinea-
tion of her character spills over into the grotesque and the macabre;

r

in a seduction scene she tells the warrior, "call me by me name,

Madame Tortoise. 7You are a man, I swear I must respect you."32 Thus,

the playwright transforms Madame Tortoise into a penis-fated troll. \_’////
But more significant for us is the fact that this portrait of

the court of one of Africa's illustrious -emperors must be éeen in

the perspectives of the cultural history of Africa in the late 1950's.

It was a decade when the need for leadership was so pressing that in-

tertal blemishes were often ignored; butqifter the revolution, after

the decade of consensus Africans needadto re-examine themselves; whether,

indeed, Africans have always been the victims of history. It seems,

as we have seen in this discussion, that the younger generation of

\\\§writers argued that Africans have participated in the history making

.

process. This knowledge was necessary, especially at a time when as
Clark says, '"the fldgellated black skin'" had "become a fine fetish like
the thorn-and-nail marks of the man who died on theccross.“33 The

question which Soyinka re-enacts in A Dance: of the Forests is posed

by Mphahlele: "Can the image stand up to the drony of the black man's

. . . 35
actual situation?” . The scene of the court of Mata Kharibu reveals

» that it cannot. What Soyinka has done in this play then is to dig -

r
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deepef into the essential aspeéts of humanity and he finds that myth
liberates the individual from a preoccupatiom with fashionable.and
passionate concerns. Armed with this knowledge, the trials, castration,
and sale of‘the'umft&or' become means of exposing the tyrannical nature
of the court of Mata Kharibu. Because Mata Kharibu and his Queen have
been made, through tpe juxtaposition of archetypal symbolism, to repre-
senpffgzﬂfeyerse of our hero-worshipping eipectations, Cthe deflation '
,df/Maté Khaf%huszﬁﬁ\ap illustrious ancestor to a degenerate autocrat
becomeb,in our own contemporary perspectives a sort of self-criticism
and a warning. What we have been witnessing then is how history is made;
how one man acquires power over others and how that power can be abused.
Therefore, in spite of the Warrior's refusal to lead his men into
'"sattle merely to rgCOver.the toousseau' of Madame Tortoise, we ;end

to sympathize with him as he has become the defender of our own moral

values. B

An affair of homour? Since when was it an
honourable thing to steal the wife of a
brother chieftain?35

The humour springs from the Warrior's playful juxtaposition of "honour,"
“honourable" "steal" with 'brother chieftain', thereby reducing the
conflict into childish play. By taking command of the moxal implica-
rians of the situation, the -Warrior reduces Ma;a Kharibu to the status
of an emperor who engages in trivialities.

The court is also filled with a professional and learned service,
men whose popularity springs from the fact that they are either astute
defenders of the system or those who benefit from it; ene of such public.
men of knowledge and wisdom is the court historian, Adenebi. He adapts
his learning to the eapricicus nature of the court, and uses his position
and presence to prove that the Warrior is wrong.

Historian: Dou't flatter yourself. Every blade of grass that has
allowed its own contamination can be burnt out. This
thing cannot last. It is unheard of. In a thousand
vears it will be unheard of. Nitions live by strength;
nothing else has meaning. You only throw your life
away uselessly.3
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The other professional who uses his learning to prop Mata;xharibu's

=

.power 1s the Court Physician. He,too,thinks that the Warrior's refusal

to fight is a sort of folly.
Physician: Unborn generations will...

Warrior: Unborn generations will be cannibals most

worshipful Physician. Unborn generations
. will, as we have done, eat up one another.

Perhaps you can devise a cure, you who
know how to cure so many ills, I took up
soldiering to defend my country, but hhose
to whom. I gave the power to command my life
abuse my trust in them. - ‘

Physician: Liar! Is Mata Kharibu not vour gemeral!

Warrior: Mata Kharibu is leader, not merely of soldiers
but of men. Let him turn the unnatural
pattern of men always eating up one another.

I am suddenly weary of this soldiexring where
men must find new squabbles for their cruelty.
Must I tell the widowed that their men died
for another's trousseau?>’

The collaborative power of learned men and professional thugs can become
an effective weapon to be adopted by tyrants against iconodlastic indi-
viduals like the Warrior. Soyinka's originality in the Mata Kharibu
scene derives from the fact that he compels us to sympathize with the
Warrior rather than with the establishment. He obtains his effects
thoough the careful use of language as a weapon of exposure and ridi-
cule, In the trial scene this method works on two levels: the reduction
of the Court of Mata Kharibu through a subtle use of irony, focusing
attention on the iconoclastic side of the Warrior's character. The
Warrior's superiority over the Court of Mata Kharibu is dramatically
made effective by Mata Kharibu's soothsayer, who says that ‘there are
always going to be men of the Warrior's nature, those who will nédt
succumb to the attraction oi.powver, In the iend,.either ¥oom-mere’ failure
to convince the Warrior or from the fear of losing his credibili 1at

J ~
court, Mata Hharibu listens to the Soothsayer tell him that even thou

\‘\\\_—////F

people Iilke the Warrior are rare, they form a permanent part of history.
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Once in every million years, one of the sheep
that trail the moon in its wanderings does dare
to wipe its smutty nose on thé moon. Once in a
million years. But the moon is there still.
And who remembers the envy-ridden sheep?38

The tragedy of history is the re-enactment of the life of challengers
and combatants like the:Warrior, men whose struggles -are seen in the

context of the total human history. ‘Like Synge, Soyinka's victors are
the practical people, while thé victims are the sensitive ones. Ewven

thOugh Nora Burke is eéxpelled, at the end of The Shadow of the Glen,

from the house of her husband who has always been as cold as a "dead
sheep" she and the Tramp believe that "a dangerous freedom is preferable-

39 .
to a safe incarceration." In The Plavbov of the Westerm World

Michael says to Christy: "A daring fellow is the jewel of the world,
and a man did split his father's middle with a single clout should

T

have the bravéfy of ten." At the end of the play, in spite of the
reapearance of 0ld Mahon, Christy leaves the scene as a victor: "I'll
go rdmancing through a romping lifetime from this hour to the dawning
of the judgement day. jﬁe goes Out;7" 01d Mahon also makes it clear
that he prefers the bravery of his son to the servility of the people:
"my son and myself will be going our own way and we'll have great times
from this Oué telling stories-of the villainy of Mayo and the fools

is hrare.”z"O ' '

*

Similarly, in A Dance of the Forests we are made to agree with

the Warrior that, sometimes, it is preferable to resist temptations

than to succumb to the lure of power. The moral position expounded

by the Warrior is not very different from the espoused by W.B. Yeats,

and which asserts that popular movements are apt to be dom%nated by
irrational and chauvinistic motives; therefore, only those who seek

"the truth about man, the quintessential nature of his character and

his world,™" can rise above the crisis of passionate politics. This aware-

ness forms the basis for the comviction that events of contemporary history

have given birth to the lack of moral conviction, In contemporary society,
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The best lack all conviction, while the worst
Are full of passionate intéhsity.Al

Therefore, only .the supgriorrpersod;k&ikectheuCOuntesarCachteah,andrthe
Warrior in Soyinka's plays,can rely entirely on a personal sense of
moral justice.

Even though Sovinka wrote A Dance of the Forests at the beginning

of his career, his dr#matic world is already fully sketched out -~ the
tyrants, collaborators, proféssional thggs, rebels, and victims. And
what happens also to be true of human history is what the Warrior calls
the "unnatural pattern of men always eating up one another.” Only
those, like the Warrior, who possess ''the indestructible continuum of
ordeal-survival-affirmation,"a only they can afford to affront the
sadistic power of tyranny. The individual requires the 'deepest pro-

43
tection the mind can conceive" of to be able to ride the tides of

"mere anarchy'' masquerading as public opinion. The protection of the mind

is however, only one way of overcoming the pressures of social tyranuy.

In Kongi's Harvest Soyinka adopts the metaphor of "play-acting"

as a means of saving his victims from insénity. In fact, it is&this
very "flair for gestures" whiéh saves Oba Danlola from Kongi's "timeless
detention order."aa Danlola knows that history is repetition, that
;”the old order‘changeth"45 and that he and Kongi are engaged in a play,

one at the end of which roles will be exchanged. On the other hand,

Kongi lacks this additional dimension of awareness, a weakness which j/;//’

leads him to proclaim himself the spirit of harvests -- an act of hubris.
The humour and iromy are sustained by the fact that Kopgi tends to pre-
sent himsélf as the one man in whose 1ife ﬁimegzbbrpxgpﬁeaiﬂ& willk be ful
filled. The absurdlty of these claims arises from our own awareness

that Kongi lacks just this feeling of humtrity before the ‘forces of

human histéry characteristic of Oba Danlola's actions. Hasty decision-

making and a marrow vision of human history make Kongi underiake:ic
the erection of monstrous projects in the course of which the humanlty

ke wanted to save is brutally abused. The song of Kongi's Carpenter s
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Brigade is an ironic comment on the horrors of Kongism:

Our hands are like gandpaper ) . >
Qur fingernails are chipped

Our lungs are filled with sawdust - .

But our anthem still we sing

We swegtsin honest labour

From sunrise anto dawn .

For the dignity of labour .

And the progress of our lanq.as

kN

Like the Ants in A Dance of tﬂe Forests the members of Kongi's Carpenter's
Brigade are.another type of victims, ''the ones femembered/When‘naE}ons
build...with tombstones/...the headless bodies when/The spade of p;ogress
delves."a? Therefore, histo;y aé repetition becomes a comic event, a
parody, when the ppotagonists lack a hiéher vision of reality.
Throughoﬁt'a ma jor part of tﬁe action, Kongi and his New Aweri
Fraternity retire into the mountains to meditate on how to pass re-
prieves. Soyinka uses the idiom of retreat as a means pf exposing Kongi's

animality. The New Aweri Fraternity are in one of their sessions, but

they are all "dozing."

Kongi: (descends from his cell): I can't hearetheir
voices. '

Secretary: 1 think they are meditating.

Kongi :- Meditating is my province. They are here to
hold disputations. (He looks over the partition.)
That is no meditation., They are fast asleep.

Secretary: (Joins him at the screen.) You're right.
They are sleeping.

Kongi: - They are always sleeping. What is the
matter with them?

Secretary: I heard.one or two of them mention hunger.43

The use of words like "meditation" '"disputation™ and "sleep" highlights
the absurdity in Kongi's rhetoric,whose retreat into the mountains is
in reality a parody of Christ on the mountain, The reduction of Kongi
is systematic, because instead of meditating his sleepy Aweris are -
"dozing." Since sleeping and meditating mean the same thing to Kongi's

Aweri, spiritual nourishment is easily equated with food.
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X typical session is run in the following manner:

Fourth: Now, & systematic examination of the data.
‘ What have we got on our plates?

r

Fifth: A few crumbs of mouldy bread isn't it?
Third: What did you say?

Fifth: I said a few crumbs of bread. What else
do we ever get on our plates?

Fourth: Can't you keep your mind on the subject?/ I

uged a mere common figure of speech ajg/

you leap straight onto the subject of ood.&y

The idea of a retreat and abstinence which wundgrlies. any serious con-

sideration of the préctice of meditation is adopited by the sleepy Aweris

who tend, however, to think solely in terms of~ipod rather than spiritual

nourishment.

Fourth: We need an image. Tomorrow being our first
appearance in public, it is essential that we find
an image. . -

Fifch: Why?

Third: Why? Is that question necessary?

~ Fifth: Tt is. Why do we need an image? -

~

Third: Well, if you don't know that...,

Fourth: He doesn't, so I'll answer the question. Especially,
as he seems to be staying awake at last. )

Fifth: Don't sneer. I've heard your snores twice at least
this session.

Fourth: Kindly return to the theme of this planning session.
The problem of an image for ourselves,

Second: 1Isn't it enough just to go in as Kongi's désciples?

. /
Fourth: Magi is more dignified. We hgld after all the position
- of the wise ones. From the recognition of us as the
Magi, it is one step to his inevitable apotheosis,

First: Whieh is to create 4 new oppositional force.

Second: Kongi is a great strategist, He will not take on too
many opponents at once. '

Fifth: I still have not been told why we need an image.

Third: You are being very obstructive,
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Fifth: Why do we needaan image?

- First: - I suggest we pattern ourselves on our predecessors.
Oh I do admit they weee a “little old-fashioned, but . -
they had er...a certain style. Yes, I think style
'is the word I want. Style. Yes, I thHink we could \\\\H;
do worse than model ourselves on the old Aweri,

Fifth: You mean, speak in proverbs and ponderous tone rhythms?

Fourth: I'm afridd that is outaanyway. Kongi would prefer a
clean break from the traditional conclave of the
so-called wise ones.

. First: They were remote, impersonal--we need these aspects,
They breed fear in the common man.

Second: The paraphernalis helped too,don't forget that.

Sixth: I have no intention of making myself look ridiculous
in that outfit.30

’//,ét'is this playful way ofusfing language that creates the humour and

sustains. the irony in Kongi's Harvest. The idea of seeking to remazin

"remote, impersonal” in order to 'breed fear in the common man" sug- .
gested by the Aweri Fraternity reinforces Kongi's attitude towards the
common man. The'efféctiveness of the scene becomes apparent if it is
TN remembered that Rongi, "The Giver of Life," had given the sleepy new
.Aweri Fraternity, an assignment to,

Dispute...whether it is politic to grant
reprieves to the five men awaiting execution.
Agd DISPUTE you hear.! I shall go and meditate
upon it

In a similar way the whole idea of Kongi retreating into the
mountains to plan how to execute prisoners is again 2 presumptimus -
travesty of Christ's retreat into the mountains. The force of passages
like the ones cited above derives from the recognition of the irony,
the marked disparity between what Kongi claims to be and what he zctually
does. As a self-made prophet, his ambitions arefﬁmnzﬂby adaptable
professionals 1like the Secretarwy,

Secretary: It's all part of one and the same harmonious
idea my Leader. A Leader's Temptationm...
Agony on the Mountainsg...The Loneliness of
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the Pure...The Uneasy Head...A Saint at
Twilight...The Spirit of the Harvest...The
Face of Benevolence,..The Giver of Life...

© who knows how many titles will accompany
such pictures round the world. And then my
Leader, this is the Year of Kongi's Harvest:
The Presiding Spirit as a lifegiving spirtdt .
-~we could ppoject that image intgzevery heart
and head, no matter how stubborn.

Soyinka knows that the only way to know who wears the mask is to
unmask him; so in spite of these attributes, in another scene Kongi

is presented as aiferocious monster who terrifies the secretary when

he is made to understand that some of his prisoners’ escaped. This

is the contrast, the exaggeration, the absurdity,and the grotesque and

macabre about Kongi and his newdera of scientifism.

(Kongi's retreat.)

(Kongi. shaking wigh anger, the secregarv cowering before him.)

Kongi: Escape?

Secretary; Not from my camp my leader. It wasn't
from my camp.

Kongi: Escaped? Escaped?

Secretary: Only one sir the other hanged himself.
Kongi: T want him back. I want him back you hear?
Secretary: He shall be caught my Leader.

Kongi: I want him back-- alive if possible. 1If not,
ANY OTHER WAY! But I want him back.

Secretary: It shall be done at once my Leader.

Kongi: Get out! GO AND BRING HIM BACK...GET QUT.
GET QUT!...AH...AH...AH

(His mouth hanging open, from gasps into spasms and
violent convulsions, Kongi goes into an epileptic
fit...)23

The final reduction of Kongi from the self-proclaimed spirit of
harvests to "a demonic mass of sweat and foam at his lips" occurs during
the harvest festival celebrated at the end of the play. It turns out

that the Yam festival is used as apparody of the original festival:
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{(The rhvthm of pounding emerges triumphant,- the
dance grows frenzied. Above it all on the dais, .
Kongi, getting profressively inspired harangcues
his audience in words drowned in the bacchanal.

Hea exhorts, declaims, reviles, cajoles, damns,
curses, vilifies, excommunicates, execrates until
he is a demonic mass of sweat and foam at the - -

Lips.o®

At this point, Segi, whose father has been shot by Kbngi's men, returns

and

...disappears into the area of the pestles. A

copper salver is raised suddenly highg it passes

from hands to hands above the women's head; they

dance with it on their heads: it is thrown from

one to the other until at last it reaches Xongi's

table and Segi throws open the lid. In it, the

head of the old man. In the eunsuing scramble, no -
one is left but Kongi and the head. Kongi's mouth

wide open in speechless terror:” A sudden blackout

on both.)d”

Here the ritual isuused as a way of contrasting Kongi on the Moun-
tain, as ''the Uneasy Head...A Saint at Twilight...The Spirit of Harvest,
...The Giver of Lifei“sgith Kongi the Prophet of agony. The symbolic
use of the harvest festival is theatrically effective in an ironic
way. In the drama of Wole Soyinka 'the harvest7Is :this moment’ due for
gathering"57 but Kongi, the new politicél demagogue, gathers human
skulls. The original religious significance of harvests is abused;
hence words like 'benevolent spirit of harvests' attributed to Kongi
are used in an ironic sense.

A single ritual liké the harvest in Kongi canweork in Wole Soyinka's
plays on a number of levels; at the end of the play Kongi'; "“"second
coming" is dramatized aé the arrival of the irrational and destructive
bestial part o§ humanity which hdd been anticipated by Eshuopo in

A Dance of the Forests. At the end of the play even Kongi himself is

filled with horror at his own work; in this way Rongd’s -'"positive !scientifieism"
becomes an affliction inflicted on the people. There is nothing new

about the New Awéri --comnsider the brutality and violence of A Dance
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of the Forests. In Kongi's reign of terror the majority of people have
simpiy'learnt to adapt to the new spirit. This is revealed in"the.somngs
which have Been discussed abovel _ -

In a play 11ke Kongi's Harvest adaptability usurps the place of

moral vision completely, and everything is possible but nothing goes

. . " L
right.. The metaphor Soyinka addpts here is the materialist conception

of history., Kongi plans to transform Ismaland through scientific

materialism, and under a number of five-year development plans he has
built "Kongi Terminus, Kongi University,axbngi Dam, Kongi Refineries,
Kongi Airport." Yet, this is only a world of "make-believe,"sgs Denae,
Danlela's attendant says, quoting his master:

Wise partymen must leérn the cunning
To crab and feint, §egr0up and then
Disband like hornets <

The '"ultimate" reality in Kongi's world is survival and adaptability,
since those who fail to adapt may have the detention orders applied
to them. Xohgi's secretary tells the deposed King that - =

You'll learn Kabiyesi, you'll learm.
Survival turns the least adaptable
of us 60

To night chameleons.”

~In Madmen and Specialists human Nerocity has advanced, ironically,

to the point where we are made to acknowledge the unfegenerative reality

of man's latent cannibalism. As the old man says, -"'I put you all beyond
6% ’

salvation." After his release from detention in 1969, Soyinka wrote

Madmen and Specialists; it was first performed at the 1970 Playwright's

Workshop Conference at the Eugene 0'Neill Theatre Centré, Waterford,
Connecticut, U,S.A., by actors specially chosen by Soyinka himself

among University of Ibadan undergraduates in Theatre Arts. Charles R,

"Larson in a review.article of the play notes that the detention of Soyinka

which is also reflected in Madmen and Specialists, "illustrates the

political tensions that were increasing in Nigeria during the mid 1960's

....Madmen and Specialists is the producf of those months Soyinka spent

in @grison, in selitary confinement, as a political prisoner. It is not
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surprisingry,:the most brutal piece of social criticism he has pub-
li;hedfﬁaz Martin Banham also éhinks that even though Soyinka ''has
always been a predominanél} satiric writer, but now the satire, still
incisive and WLtty, has become violent and bitter." 63 Three groups 6f
characters are central to ‘the story of the play: Dr. Bero, the Old Man,
and the Mendicants. Events in the play concern a war that has just
been fought and the three groups have been at the front. While there -every-
one of them undergoes a change. TFirst the Medical man, Bero, now in

. milita;y uniform tells his sister that while at the front he éhanged

his wvocation.

e?

Bero: I told you. I switched.
F 4 -

Si Bero: But how? You have your training. How does omne
' switeH, just like that? .

-

Bero: You are everythlng once yau go out there. In an
emerggncy.../He shrugs. / The head of the Intelllgence
Section didd rather sudderly. Natural causes,

SiBiBerc: And that's the new vocation?

) Bero: None other, sister, none other. The Big Braids agreed
I was born into it. Not that that was any recommendatiom.
. o : They are all submental apes. )

- —3
Si Bero: /studving him avidly. a slow apprehension beginning to
' show on her face.]: But you have...you have given that
. up nmow. You are back to your real work. Your practice.

Bero_[Eurns calmly to meet her gaze.?: Practice? Yes, I intend
| to maintain that side of my practice..iAmlaboratory is
‘important. Everything helps. Control, Sister, control.
Power comes from bending nature to your will., The
Specxallst they called me, and a specialist is-well-a
spécialist. You analyse, you dlagnose you~JHe aims. - ] .
aniimaginary gun.? -- prescrlbe.

_-h

On the othernhand there is Bero's father, the old man, who has also

'been to the ffbnt-blt while there his "mifd broke under the strain:"

Dr. Bero tells us that his father's ”assignment"

. . ...w2s to help the wounded readjust to the pieces ®
‘gﬁg - and remmants of their bodies. Physically. Teach them
. S to make baskets if they still had fingers. To use

their mouths to ply needles if they had none, or use
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it to sing if their vocal chords had mot been

shot @way. Teach them to amuse themselves,

‘make _

something of themselves. Instead he

began to teach them to think, think, THINK!
Can you picture a more treacherous deed than
to place a working mind in a tn.sn.‘:gle":':l.body?e"5

- Dr. Bero imprisons his own father in the basement of their house and

eventually shootsiikim. But in the background lurks the power that

controls even Bero ﬁimself. ‘The force whi@b*the-mendicants-

try to bring to the fore for us. The Mendicants, Aafaz, the Cripple,

Goyi, and Blindman are first seenesquatting by the roadside, throwing

the dice. Aafaa begins to act:

Aafaa (posing):

we

Cripple:

In awway you may call us vultures.
We clean up the mess made by others. The
populace should be grateful for our presence.
(He turns slowly round.) 1If there is any one
here who does not approve us, just say so and
we quit. (His hand makes the motion of half-
drawing out a gun.) I mean, we are not here
because we like it. We stay at immense sacri-
fice to ourselves, our leisure, our desires, . .
vocation , specialization, etceteraﬁ etcetera.:
The moment you say, Go, we...(He gives another
inspection all round, smiles broadly. and turns
to the others.) They insist we stay.

I thought they would. Troublesome little insects

: but...they have a sense of gratitude:I mean,

Goyi:
Blindman:

Chorus:

"after all we did for then.

And still do.

And will continue to do.

Hear hear hear hear. Very well said, sir.66

The Mendicants present a parody of the style of speaking that

characterized Nigerian military rulers- after the 1966 Coup d'Etat,

The:leve of power enacted by Aafaa's "half—dfawing out of a gun"
7/ .

. causes the soldiers to vacillate between handing baek‘government to

e

civilians or persisting in playing the role of saviours. But the

soldiers are also represented as vultures,

birds which visit the battle

field after the battle is-err; this comparison is réinforcea by the

&,
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sly choric chant by the Mendicants,- '"Hear hear hear ﬁear,” revealin&
the hypocrisy involved in the empty promises being made.

The old man's philosophy of "AS" chanted by the creétaxes of "AS",
the Mendicants, shows that the soldiers have not ciganéd up the "mess
made by others"; instead they have caused anotherlﬁess, dramatically
made evident-by the torturgd humanity,‘the Mendicants who chant "AS
‘IS'HASNOW/AS EVER SHALL BE‘etc. ete,"

(As Blindman begins the re~run, the other
Mendicents commence their chant. Aafaa
taking the lead. The song goes faster and
faster and louder and thev ¢lap him down
until Blindmap gives up and bows . "0/

The parody of the Bible reminds us'not of the-sense of optimism implied |
in the original "world without end,” but enacts instead a philosophy

of qu}lity: "As is, and the system is its mainstay though it wears a
hundred masks and a thousand outward forms.* ®® Here, we are not tgg/,/—~5
far amay from the world of Kongi and Jegoboam. The Bible statement

vhic® was-meant to affirm the permanent nature of God's world and even-

tual justice, becomes a means of enshrining human tyranny and the image

of Zrziiiﬁaﬁrorld. The humour of Madmen and Specialists is macabre and
abs 5 its basic idea is nihilism and here we are witnessing a world
turned upside down.

A Dance of the Forests and Kongi's Harvest anticipate the theme of

cannibalism being enacted in Madmen and Specialists; Were, individuality

and its attendant virtues like thought and moral conviction have been

69
subsumed under the overriding principle, "collaborate." In Madmen

and Specialists truth "hurss" to the extent that Bero switches wvocations
on the battle front, 21l "in the line of duty,”yo . + choosing’ p'u.d

to ”Comprog}se“ his convictions as a medical doctor and become a spy
rather than\éndufg/ihe isolation that comes as a result of stamding
aside. Thg cld man; Bero's father is mad because he happéns to possess
independent moral conviction. He tells his son: |

I am the last proof of the human in you,
The last shadow. Shadows are tough things

R
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to be rid of. /Ee chuckles.7 How does one
prove he was never born of man?

In spite of his insanity the Old man is still in command of the moral

72
situation to the extent he tells Bere "I put you all beyond salvation.”

But even so the 0ld man is iromically the "eyst” in the corrupt system,
Therefore, the Mendicants are symbolic representations of humanity and
being the creatures of "AS" they are caught in.the "timeless parade"

of “Aé“; Humanity is,so-to speak, incapable of moral regeneration.

To the Qld man, history is therﬁistoréed progression of deformed human-
ity. The fourt Mendicants chant to celebrate this absurdist vision of
history. .

Even though the leading actors in plays like The Jero Plavs, The

Road, and The Swamp Dwellers are the disposseséed, Soyinka's comedy '

and satire are used as tools with which to study a variety of human

-

typés, ranging from the hypocritical priest of the serpent of the swamps

to the drug-peddling politician, Chief-in-Town, in The Road. In The

Swamp Dwellers, the Kadive is able to juggle with the beliefs of his
peasants so artfully and speaks with such;ﬁiﬁmessihatin the end he
becomes a local tyrant. ThelKadiye is not a person without Belief;
only :in: his own case he adapts his beliefs to-suit the demands of

his power-seeking instincts. As the priest of the serpent of the swamps
he takes the gifts of the swamp dwellers andooffers them to placate the
serpent of the swamps. Since in reality the serpent of the swamps is
none otherrthan the priest himself, the Kadiye dons the mask of remote-
ness, impersonality; armed with .itr he breeds fear in_zhe swamp
dwellers. On his arrival at Makuri's home he revedis to the peasant
and hfs wife that while the swamps were flooded he had taken a vow of
'abstineﬁce.

Kadive: The protection of the heavens be on us all._fbrinks
and smacks his lips. Then he looks round the room
and announces gravelygz The rains have stopped.

Makuri: ¢Shakes his head in distrust?: They have stopped
too qugp/Kadiye. .1t is only a 1lull,
L

-

\
o - -
- .

-
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Kadiye: No. They have stopped finally. My soothsayers have
confirmed it. The skies are beginning td open: what
few clouds there are, are being blown along the river.

Makuri: /shrugs, without much enthusiasm/: The gods be praised.

Kadiye: The floods are over....The river will recede and we can
plant again....I am now released of my vow.

Makuri: Your vow, Kadiye? e

Kadiye: Yes, when the floods began and the swamps overran the
land, I vowed to the Serpent that I would neither
shave nor wash until the rains ceased altogether...,

. Makuri: AHrops his cup/: I had no idea...is that the reason
for your visit?

-

Kadiye: Yes, of course. Did you not guess?73
But the Kadiye is not the scapegoat he professes to-be. We are

told that he is "a big, voluminous creature of aboyt fifty, smooth-

faced éﬁcept for little tufts of beard around his chin.”ya Tge remind-

ers by the drama;ists that Makuri "shakes his head in distrust," "shpugs

without much enthusiasm' and finally "drops his cup peints out that

these gestures undercut the moral significance of the Kadiye's vow of

abstinence. '
Furthermore, the arrival of Llgwezu, the rebelllous son of Makuri,

on the scene and the subsequent discussion of the Kadiye by him and

the Beggar also illuminate  the sham and fallacious side of the Kadiye's

character.

Makuri: Yes, Now that the rains have ceased, his vow is -
come to an end. He wanted me to [Shave h1m‘7 but I -
said, No, Kadiye; I am still strong and healthy
but my flngers shake 3 little now and then, and
your skin is tender. ) - K

¢ -
- Igwezu: Yes, Is it not strange that his skin is tender?
Is it not strange that He is smooth and well-
preserved?

Beggar iBagerly7: 1Is he fat, master? When he spoke, I
’ detected a certain bulk in his voice.

Igwezu: Ay, he is fat. He rolls himself like a fat and
greasy porpoxse '

Alu: Son, you must speak better of the holy man, s
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Strangely enough, the Kadiye's "skin is tender,'" his body "sgpoth and
well-preserved.”" Igwezu adopts animal imagé}y as a-tool of ridicule,
reinforcing thé Beggar's suggestion that he 'detected & certain bulk"
in the Kadiye's voice. The contrast drawn between the Kadiye as a

proféssed "holy man" and the one who '"rolls himself like a fat greasy

porpoigg" on ‘the meagre earnings of the gullible swamp dwellers reveals
’ théaéeceptions of the briest. Thus his vow of abstinence is shown to
have been a spufious excuse to depréve the swamp dwellers of théir
food. The blind Beggar's sly concern with the bulk of the Kadiye's
voice justifies Igwezu's distrust of the kind of sacrifice avowedliy
supported by the priest. Kadiye, according to Igwezu, htakes the gifts
of the peoble, in order that the beast may_Sg’gorged and made sleepy-
eyed with the feast of sacrifice!" he identifies the Kadiye with the
sleepy-eyed beast' which lies "upon the land" and cheokes "it in the
folds of a serpent,' re-enacting the grossness.of the Kadiye's decep-
tions. Since Igwezu and the Blind Beggar are attacking a vice, the
grotesque embodiment of which is represented by the Kadiye, The Swamp
Dwellers is not a dramatization of a conflict between tradition and

modernism repraesented-by Kﬁﬂiye and Igwezu respectively. Like A Dance

of the Forests, The Swamp Dwellers is not & play about tradition and

modernism; its main concerns are with the theme dﬁ leadership and the
sacrifice it entails. 1In these two plays the professed leaders, those

rd

who claimed that they have sacrificed so mufg for the interest of the
public, £all short of what they say they hav; done; instead they tend

to exploit popular jargon and practicesa/aé; armed with these they
hoodwink their followers to beliqu,ig,them. The peasants, like all

who have faith and belief intheﬁé;rth, are. what, Igwezy calls "the. children
and the old...the innocent and the dotards.' Igwezu is*the evolution-
ary essence, the "slayer or serpents,'™ Since tyranny thrives on the
faith and beliefs of the dotards, Igwezu leaves the stage convinced

that he is one of those to whom the understanding is given but whoge

case is never understood by the people. He says, "I must not be here
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76
when the people call for blood." - Like the Warrior in A Dance of the

Forests and the 0ld Man in Madmen and Specialists, Igwezu is.the ironic

"eyst in the system" which must be removed in order that the system
should persist, unchﬁnged. In Soyigka's drama repetition and recur-
rence form a sound basis for the development of a comic and tragic
drams, one in which eath new generat‘on is a parody of the preceding
ome, im which what changes is the outward form; humanity is caught on
the eternal wheel of "As it was in the beginning...." and "the System
is its mainstay though it wgars a hundred masks and a thousand outward
_ forms\."77 In-this way Soyinka's comddy and satire are used\as weapons
to unmask the pretentions of humanity and also to reveal its origiral
nakedness,

In the discussion of The Swamp Dwellers I pointed out that the

form and degree of tyranmy perpetuated in a commuity seems to be born

of the psychology of the community. In The Trials of Brother Jero,

Prophet Jercboam announces that the "call of prophecy is in my blood
and I would not risk my calling with tﬁe fickleness of women. So I
kept away from them. I am still single and since that day when I
came into my own, no scandal has ever touched my name.”78 From the
beginning then, Jeroboaﬁ thinks that all the protection he requires
for his trade is the acquisition of all the superficial trappings like
the fear of women and the growing of long hair. Even though the pro-
fesses that he-is an ascetic;. the dramatist reveals that Jero is "a
heavily but neatiy bearded man;,his hair is thick and high, but well-
combed, unlike that of most prophets.. Suave is the word for him. He
carries a canvas pouch and a divine rod."Yg These things breed fear
in-his followers.

Jeroboam gatkers around him worshippers, mostly "'strange, dissat-
isfied people." dispossessed peoa}e under social pressures seeking
solutions to their personal problems. Jeroboam promises to intercede

on their behalf, but in reality, he says:

My disciple believes that I sleep on the beach,
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that is, if he thinks I sleep at all. Most of
them believe the same but, for myself, I prefer
my bed. Much more comfortable. And it gets

- rather cold on the beach-at nights. Still, it
does them good to believe that I am something
of an ascettc...go

The Prophet's assistant, Brother Chume, represents the ordinary in-
dividual under contemporary social pressures. In his prayer to God
he says: N

" ...Tell our wives mot to give us trouble. .
And give us money to have a happy home,

Give us money to satisfy our daily necessities.

Make you no farget those of us who dey struggle

daily. Those who be clerk to day, make them

Chief Clerk tomorrow. Those who are Messenger

today, make them Senior Service tommrrow. - . y

Yes father, those who are Messenger today, make ,
them Senior Service tomorrow.Sh '

Brother Chume's case is that of the individual to whom all the passion-

ate "isms" do not mean much; in his prayer to God he asks for a '"happy
home" ,and for enough "money to satisfy our défly necessities) Certainly,
in an age of bombast, one-Buminamd by those Clar.k calls "woolly-headed
nationalists,"'the tendency is for these demagogic wisionaries tg‘ignore the
domestic problems of people:like Brother Chume. In fact, Prophet Jeroboam
begins his career as a.Prophet by first ignoring the reality arouﬁa him,
one which appears to Jero daily in the shape of a girl and taunts him

with her buttocks--Jero's faith in himself as the perfect man is threat-

ened:

Jero: I had a premonition this®morning that women
would be my downfall today. But I thought
of it only in the spiritual sease.

Chume: Now you see how it is, Brother Jero.

Jero: From the moment I locked out of my window
this morning, I have been tormented ome
way or another by the Daughters of Discord.82

Here the real signifieance of the symbolism of long hair and the ;

fear of women becomes apparent. He wishes to grow long hair, avoid
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women, sleép at the beach, abstain from all luxmries; all 6r part of
these things he probably read from the Bible and there are things’which
reveal that this Prophet on a Lagos beach may be only a burlesque ver-
sion of a Biblical Prophet. He needs the symbols,like Kongi,to remain
remote and impersonal, and to breed Eear in his followers. He begins
“You've got to.have a-name that appeals to the imagipation -- because the
imagination is & thing of the spirit =- it must catch the imagination
of the crowd. Yes, one must move with modern times."83 He then adopts
irrational methods like prayers, or encourages his converts to revert
to what he calls "animal jabber," and "spiritual excitement”s " in

this way he remains remote and impersonal.. He learns to leave people
like his "goéd apprentice, Brother Chume," eternally discontent; for

as "'long as he doesn't beat™ his wife "he comes here feeling helpless,

§5
and so there is no chance of his rebelling against me."

In spite ;f his mercemnary attitudes, there is a pathe&ic side to
"Jero's .charlatanism; he ‘thinks that adaptability and sheer prankish-.
ness is all that is required for ome to be a'Prophét. The folly of
Jero's "mendacities" is exposed whan the curse of his former master
begins to have an effect on him: 'May the w%eel come right round again
and find you jﬁst as helpless as you make me ncét"ss Jero's new pro-
fession was, 'at best, a parody of his former master's profession, and
worst, a burlesque version of it. At the end of the play Jero begins
to have the premonition that the wheel is turning  there "is no end,
no_beginning”f87 he ponders, and just:as hechddmignozed:the OIdNProphet's
warning thakiowomeniwdll bé thé causesof his fall, ‘he begins to realize, .
to question himself, and to have second thoughts: 'But how does one
maintain his dignity when the daughter of Eve forces him to leave his‘
own house fhrough a window?"s8

' Eventually, the disciple, Chume, discovers that Brother Jero's

idea of abstimence and retreat on the beach is false.

'E say 'in sleep for beach whether 'e rain or
cold but that one too na big lie. The man get
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house and 'e sleep there every night. But 'in -
get peace for 'in house, why 'en no_let me get
peace for mine? Wetin I do-for am?

Chume's problems are those of Noah and is stubborn wife. Like
Noah s wife, Amope has '"to monkew' on Chdme's bicycle "Wlth a mat,...a
lavge travelling bag, with a woman's household stool hanging from a
corner of it." Amépe is also Chume's cross in a social sense, She

.

asks, "%m I to go to my gravigﬁs the wife of a Chief Messenger?"
Chume wants to beat his wife bacause like every man who happens to
marry & woman like Amope, with a "kill meﬁ-atiitude af mind, he thinks
that the solution will be for them to beat their wives;VChume's problem
is compounded by the fact that he expects much from Jeroboam who has
notking to offer him. His tricks are revealed in the end when the
disciple discowers that " 'E no bi man of God,"90 and at this peoint
the prophecy of the old master comes true.

In these tragi-comedies Soyinka persistently wishes to impose a
kind of image on the reader, the image of tHe so-c;iled anti-hero,.
Perhaps the most striking aspect of his drama is the evolutions of an
image 0f leadership antithetical to the one celebrated by the age.
There fore, Soyinka possesses the strong personality that places him -~
above contemporary sham and deceptions; he is én Lronzst. By donning
the mask of moral superiority, the artist reveal§ the multifarious reality

that lurks beneath passionate politics.

In Kongi's Harvest Soyinka debunks political demagogy and chauvin-

ism, but #n a play like The Road the satire is aimed at social abuses;
its main actors are the dispossessed anti-heroes of the new urban cul-
ture, Thg Road was produced at the Theatre Royal, Stratford East,
London, during the Commonwealth Arts Festival in September 1965. The
impact of the play springs from the imaginative power oﬁ the characters,
the juxtaposition of the beautiful with the grotesque and the macabre,
despondency and vitality, fantasy‘and realism; it is this total accept-
ance of reality that makes The Road a rare.work.among Soyibkals - «

plays,and aimeng the works of his-contamﬁérary playwrights in Africa.
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I shall examine a number of ways through which Soyinka compels us to
join in this bamquet to celebrate the fragility of humanity in the face
of immense, chaotic,cosmic forces of growth and decay. Soyinka suggests
that the only way we can accept the eternity of our own individuali
existences is for us td participate and indeed belong to this:cosmic
force of growth and destruction. The Road is symbolic of that para-
dox; "there is no emnd, no beginning?%.and to those who survive the
tragedy of the road, their single prayer is,'let us see only what
. earth has fattened, not what has withered within it," and 'only life -
is worth p::eaching"92 not death, not terror.

One of Soyinkaus tools which he exploys in The Road is what Samson
and Salubi c¢all "cinema show," a way of exposing by reflection, a combin-
ation of speech and action, the real art of mimicry. One of the social

types mimicked by Samson and Salubi is the millionaire: ’

~
-

fBe lifts the Professor's chair, dumps it on the big

table and climbs on to it, leaps down almost im- k. .
mediately and whips the coverlet off Kotonu who R
stirs and slowly wakes up later. Wraps the cover--— N
let around his shoulders and climbs back on“fh§i~ﬁh, - Q;:
FiBle, Takes out the Professor's glasses and we . ' el

them low on his nose. Puts on an imposing look and
surveys a lime in front of him with scorn. Breaks

into a satisfiedsgginE?B
Samson: E sa mi [3ing my praisef?c

Salubi: faowu an his knees, gzlaams. / Afrlcan millionaire? /

Samson: I can't hear you. - "_ {\

Salubi: Delicate millionaire! T

Sambon: Wes matter? You.mo chép this morning? I say I no hear you.
Salubi: Samson de millionaire!
Samson: Ah, my friends, what can I do for ou?

Salubi 7in attitude o€ prayei? Give wus this day our daily bribe.
Amen,

Samson [dips in an imaginary purse, he is about té fling to them a
fistful of coins when he checks his hand,7: Nowrremambér,
officer first, Superintendents/ lf?lings the coins, Salubi
scrambles and picks up the modey,/ Inspectors! [fAction is
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regeated.:y Sexgeants! /Again Salubi grab§ the coins.F .
Now that is what I call a well disciplined force. Next,
those with one or two stripes. 4[?1153; out _more money.
Salubi retreating to a new position, picks up the largesse.T
Excellent! Excellent! And now, those whHo are new to the
game, /Same action./ You may go now, - And good hunting .
friends. {Fe and Salubi collapse laughing., Kotonu has-

-—
ar—

sat up watching.~7

Salubi: Haba, make man talk true, man wey get money get
power. 94 : )

In Salubi's prayer to the millionaire he plays on the words ‘bread"
and "bribe' by inserting the latter at the end of his requests. In
response the millionaire takes a roll call of those who will receive
the "largesse' and it so happens, ironically,that'all the recipients
are members of a well disciplined police force. At the end of their acting,
Salubi defines what constitutes a criterion of power and gocial importaﬁce
in the new urban society, one which Salubi and ngson.have been mimick=-
ing:""Haba, make man talk true, man wey get money get power;”gs The,
milliconaire uses his money, of course, to acquire power over the police,
force. . °

Another of Soyinka's targets is the politician, Chief-in-Town. ' He
is the type of statesman who has lost confidence in the security pro-
vided by the official police. He begins tqirecrdzk kis own privéte

body-guiazd among thugs. He does so by supélying the thugs with drugs

and weed.

(Enter Say Tokvo Kid with a leap over the fence:)
Say T: Chief-in-Town! '
Chief: The Captain!

Say T: Chief-in-Town!

Chief: Say Tokyo Kid:

Say T: XNo &irty timber, thas me Chief.
Chief: How i1s the timber world?

Say T: Life is full of borers Chief, I feel them in my
tummy. Chief-in-Town! I was already on ma way
to the moror park when your car passed me. I oo
“showred but you didn't hear nuthim, N

Chief: _I need ten men.
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Say T: Today?
Chief: This moment. Didn't you get my message?

Say T: Yo,

Chief: T sent my driver. He said he-gave it to an
old man in & black tuxedo.

Say T: That would be Professor. He don't like us

' dokng this kinra job. Well what's cooking

Chief? Campaign,, . ’ - .
A3

Chief: No. Just a party meeting.

-

0y

Say T:_-Oh. Are we for the general part& or...

Chief: You know me, Personal Bodyguard.

Say T: Chief-in-Town. 96
_The remark made by Say Tokyo Kid that "Professor...don't like us
doing this kinra job" illuminates the moral nature of Cﬁief-in-Town.
In another scenme where Professor parodies z mass, he assembles the

thugs, .his rejects of the road and these "communicants" are tﬁén served -
with wine by Murano, the ‘mute. - Samson, somewhat inebriated, speaks in
"3 way chE%éE;gristic of his use of language in most parts of fhe plav,
_ he beginé't &embnstrate: - | ’

Samson: I'm all right. Ti o l'eru ese! /Begins -to demonstrage
his tactics.7 Sisi! A-ah Sisi o Sisi wey fine reach so
na only bus wey fime like we own fit carry am. [Sweetheart,
when a girl as pretty as you, only transports like ours
will match he:L? Wetin now Sisi? Oh your poitmanteau;_I
done put am inside bus. Yes, certainly. We na quick ser-
vice, we na senior service. A-ah mama, na you dey carry
all dis load for your head? A-ah. Gentleman no dey for
dis world again...fya mama, we done ready for go now; na "
you be de las' for enter...Hey, Kotonu, fire am} make am vu-
um. .,Oga abi [ﬁisteg? you no hear? We done ready for go--
no delay us at all at all., Come 0, come now, Service na
first class, everything provided. If you wan'_pee we go
stop, No delay! Wetin you dey talk? I say no'delay?
Which kin' policeman go delay us for road This bus get
six corner and we done put bribe for each cormer. No
nonsense no palaver, Ah, olopa, my good friend corporal,’
make you come join.webus.nowsi.look in neck, 'e done fat pon-
pon-pon e done chop bribe so tey im neck dey swell like
pig belle..,.7Look at his neck Plump and greasy, he has taken
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N

so many bribes that his neck is swollen like a
- pig'sbelly./ ...ol corporal come on sir, come on for

we bus sir...a-ah long time no see. We lcome 0,

how .family sah, ah-ah, na you dey look so-so thin

like sugar-came so? Abi den dey give you too much
~work. Ah, o ma se © fﬁow 3537 na so policeman life

be...hn, onijibiti £§loody croqET{ 'e.done chop bride .
in' face dey shine like tomato. Ah, misisi, misisi, -
na_you bus dey wadt you here...%’

In the above passage Samson recreates a'day in his_life as a passenger
tOu{ and driver's mate to Kotonu. They begiﬁ from the.park to ﬁrcheck
poznt on the road where they had to gzve a bribe to the 'corpor/l "
Samson's flashback also reveals that the sign "No Danger No Delay"
which they had printed on thelr passenger bus is a way to prove\their

own adaptability to the caprices of policemen. The asides, "look in

neck, 'e done fat, p8a-pon-pon 'e done chop bribe so tey in neck swell

like pig belle," and "hn, onijibiﬁi" (blocdy crook&)co?ments on the
prastice by the traffic police of taking bribes from bus drivers and
let%iug them to go unchecked. Ironically,the traffic policemen are
respogsible for the high rdte of adcidents that occur: in The Road. . -
By making Samson . vary his;tone and form of language, Soyinka obtains
multiple dramatic effects iﬁ 3 single scene. In lines like "Ah, Olopa,
my good friend corporal' the rhythm is heightenéd by internal rhyme ;nd
alliteration. Sometimes, Samson reverts to repetition and monotonous
sing- song in order to obtain rhy:imn:effects and balances: 'We na
quick, servzce we na ;enlor gservice,"..."come o, come now, ", Mservice
na first class, everything- provided."” But cccasionally the sehythmic
line is interrupted by a swift turn of thought reflecting the shift-
18
policeman?" Here comedy, satire, humour are obtained through the
rhetorical power of Samson and his friends. .

But victims like Samson and Salubi are. not passive sufferers, they
derive a meaning for themselves from thecchaos. Samson and the, thugs

-

are still able to sing, act, and even disagree between themselves. By

having them evolve a higher degree of imaginative awareness of the
-/ . )
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‘whole social reallty, Soylnka gives them the dignity which accompgnies
'their tragedy. For 1nstance, Salubi knows that mxlllOﬂelres (car

owners) and the police have made the situation -of employment worse for

unemployed people like himself; yet he tries to succeed in splte of

the system. He purchases the uniform o£ a dead driver and puts it on
4 with the blood stains still grotesquely: vls;ble on it, because he knows
'that it a society where what counts is "Impresslon " and money, not

worth, he must "takeauhlform impress all future employer.' Equipped

lﬁjthe manner ‘the socxety expeciz:zf-everybody, Salubi vxs&ts important

b

spots in the city -showing himself ko' the public: "M uniformed private . ~"

’

driver -- temporary r.memploy."-98 . Actually Salubi,ilike the Prophet
Jero is a'crea;ure ot his age and he embraces it heroically."Similar;
ly, Selubl camnot afford to wait untll he has obtained an original
drr;er s license of his own; such a declslon wzll be meanxngless since
having an orlglnal driver's licence makes no difference; instead he
awaits &z forged copy of Kotonu's driver's lrcense from Prgfessor.
Eqnipped with his uniform, a forgedrfrlver s llcense and some money
Saluoi can eventually become a private driver--a chauffeur. The

scene between Chief-in-Town and Sa&_fokyo Kid confirms Salubi's prac-
tice ; therefore, seen in the context of the sociai'reality revealed

in the play, Samson's ''cinema shows™ are dramatically effective.

* At the begimmning of thf?.chapter I noted thet'iu geueral Soyinka
does not engage in anti-colonial satire unless he is-using it as &
waj\of creatfg; a contrast between the alien'aud‘Yorubd attitudes to  ”
the dorld. The colonlal ‘accent lS adopted as a weapon with which he .
“debuniks the colonistds view of the Afrlcan In order to 1llustrate
the point I shall quote ‘an example of thls klnd of satire from Lady

Gregory s Spreading the News in which the English accent remlnds the

’ colonzzed of the presence of ‘the colonial master. Lady Gregory s

fSpreading the News is- 1azd at a faxr the scene is Mrs. Tarpey s Apple

Stall., The £first two persons to ‘enter are a Magiitrate and a2 Policeman:

TR P q

[,

__-..
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Magistrate: So that is the Fair Green. Cattle and sheep and mud.
No system. What a repulsive sight!

Policeman: | That is so, indeed.

Magistrate: I suppose there is

good deal of disorder in this e
place? )

-

Policeman: There is.
Magistrate: Common assault?
Policdman: It's common encugh.

Magistrate: Agrarian crime, no’

Policeman: That is so.
Magistrate: Boycotting? b‘h:k:iﬁgmﬁ*ttﬂtl:eﬂ ﬁﬂnglm&MB"
Policeman: TFhere was one time, and there might.be again. -

Magistrate: That is bad. Does it go any farther than that?-

Policeman: Far enough, indeed.

Magistrate: _Homicide, then! This district has been shamefully
neglected! I will change all that. When I @as in
the Andaman Islands my system never failed. Yes,

. yes, I will change all‘that. What has that woman
on her stall?

A colony, vwhether in the Andaman or in Ireland, is always a colony
to the colonialists who tends to respond to the &ocal people with stock
responses. This is the sort of play with language that Soyinka handles

ver§\deftly in his Death and the King's Hﬁrseman Perhaps the most .

_strlklng thing about Lady Gregory and Soyinka is that’ npﬂ-colon——ﬁ--L
ial accent becomes a form of exéggeration and an eccentricity; on the
other hind, dialect becomes the living ‘language.. Both Soyinka and
Lady Gregory axploxt the incongruity of importing the English accent
into the colony ‘ , R o ‘ -

Soyinka's Death and the King's Horeeman (1975) is based on the

same story as Duro lapide's Oba Waja (The King is Dead); the action

covers a real higﬁorical event that happened in Oyo in the late 1940's.

A colonial district officer intervenes and prevents a local chief from

o

- commftting ritual suicide as demanded by the ‘tradition of the Oyo people,

which states that when a King of Oyo dies his horseman,-a sub-chief,

-
- - -
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should offer himself of his own will to die and accompany the King. -
Even in this play of ritual suicide Soyinka is able to use his
talent of mimicry to erable him to satirize the colonial attitude of
mind, Elesin the King's horseman, at one point in the play, is being
prepared by the market momen in anticipation of the dctual éac:ifice;"'
Amusa the local native authority policeman arrives with his men with"
orders to arrest Elesin so aé t§ prevent him from killing himself,
The market '‘womén take a determined stand and block" the way preveﬁfing
Anusa and his men from having access to Elesin._ Sérgeant Amusa threa-
tems to have the women arrested for "criminal inteat." He then warns
them that if he hears "dét kin imsult once more" he wiil order the
women arrested at once. Some school girls who have been watching the
scene understand that Amusa has insulted their mothers in English, a
}anguage the women do ﬁot understaad. They attack Amusa and hié men:

Girl: No no Iyaloja, leave us to deal with him.
He no longer kndws his mother, we'll teach him.
(With a2 sudden movement thev snatch the batons’
of the two constables. Thev begin to hem them
in.) '

Girl: What 9iht? .We have your batons? What ngt?
What are you going to do?] (With equallv swift
movements thev knock off their hats.)

Girl: Move if you dare, We have your hats, what
will you de about it? Dida't the white man
teach you to take off your hats before wemen?

Iyaloja: 1It's a wedding night. It's a-night of joy
for.,us. Peace...

Girl: Not for him. Who asked him here?

Girl: Does he dare go to-the-Residency.withoat an
invitation?

Girld: Not even where the servants eat the left-
.overs, 100 .

Presently the Girls take over the.whole sceme and begin mimicking the
colonial attitude of mind toward the colomies,

Girls (in turn. In an 'English' accent.) Well well it's . '
Mister Amusa. Were you invited? (Play-acting ¢
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to one another. The older women edcourage them with
their titters.) _ ‘ ‘
= Your invitation-card please?
- Who are you? Have we been introduced?
- And who did you say you were?
- Sorry, I didn't quite catch your name.
- May I take your hat? ) . L
- If you insist. May I rake yours? (Exchanging the
policemen's hats.) :
- How very kind of you.’
- Not at all. Won't you sit down?
. = After you.
- Oh no,
- I insist, : : +
- = You're most graciOus.101

There is a marked difference in the way the colonists talk between therm-
selves and with Africans.

- And how do-you find the place?
- The natives are alright,

- Friendly?

- Tractable.

- Not a teeny-weeny bit restless? . -
~ Well, a teeny-weeny bit restless,

- One might even say, difficult? .

- Indeed one might be tempted to say, difficult.
- But you do manage to cope? ’
- Yes indeed I do.l02

Then of course there is the cdimate to be discussed:

- Does it get rather close around here?
- It's mild for this time of the year.

- But the pgins may still come.

- They are late this year aren’t they?

- They are keeping African time.

- Ha ha ha ha .

- Ha ha ha ha .
- The Rumidity is what gets me.

It used to be whisky.

- Ha ha ha ha

4 Hauha ha halO3

And finally,

Cirls (With a sudden bellow.): Sergeant”

Amuaa (snaps to attention): Yessir!

(The women collapse with lé.ughter.)m4

L

o
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The preceding parody reveals that the school girls can rglate to
European culture in a creative way, while Amusa's unaerstanding of
it is very superficial, a few words which have been communicated to
him by his European superiors. The fascinating aSpecg of the plays
of Synge, Lady Gregory, and Soyinka is just this "play-acting" which
' 105

gives their drama its "liveliness and freedom, "

In Soyinka's early plays like The Swamp Dwellers and A Dance of

the Forests main characters like Igwezu and the Warrior saw in every
single failure in society, a "sign post" to some eventual revelation.

But in plays like The Jero Plavs and Kongi's Harvest irrational forces

have .overrun every measure of goodness in society. In these latter
Plays Soyinka evolves a sustained, deflationary, and ironic method of ’
debunking demagogy and chauvinism. Even so, in plays like The Stronmg

)

WBreed and Death and the King's Horseman moral character re-emerges and

enacts a vision which coincides somewhat with the aspirations of the

whole community. Hence technique in Death and the King's Horseman

is used as a way of asserting an African world view, reiterating an
& .
African attitude to the world.

in The Stromg Breed, the hero, Eman, sets out from the start to

-

prepare himself for duties which he will inherit from his father. First -
he tries/to be an initiate but finding the ritual inadequate he then
leaves home and goes abroad_As he says, ''those who have much to give

fulfill themselves omly in total loneliness.” In Eman's case, as ' C

distinct from, the retreat in Kongi's Har%est, and The Trials of Brothgr
Oero, the retreat is not used as a mask; instead Eman uses the period’
of his retirement from his home town to prepare himself for the eventual
confrontation with fate: '"A man must go on his own, go where no man
can help him, and test his strength,"lo6 he says.
A similar form of moral conviction governs the actions of his_
father. Eman's father (the:0ld Man) is "short and vigorous' and in his
life time he has '"taken down each year's evil for over twenty years' !

to the river. Endowed with this vigor he hands over his duties as:
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carrier to his son, Eman., Quite unlike the Kadiye in The Swamp Dwellers

or Brother Jero in The Trials of Brother Jero, the OldMan's aspirations,

his readiness to suffer for others, coincide with the moral vision of
his village. He tells the young Eman, "grief may drive you now from .

107
home. But you must return.™

~

A similar moral conviction is revealed in the language and actions

of Elesin in Death and the King's Horseman. Elesin "is a man of enor-

morse vitality, speaks, dances and sings wifg that infectious enjoyment
of life which accompanies all his actions." Elesin believes that "a
man is either born to his art or he isn't! Like the traditional Praise-
Singer who sings the King's praises Elesin has inherited a role which he
must perform-—offer - himself to die with his king and master; "My fame,
my honour are legacies to the 11v1ng.”108 Therefore, in order to enact
his role, that, is fulfil himsqlf in the context of models created by
preceding generations of horsemen of the Kings, he must fight a battle
to océrCOme temptation®, Detrations: which may transfosp him into omne
‘of the demagogic visionaries we have examined—a Mata:&haribu, a
Kadiyé, a Brother Jero or a Kongi. The action of the latest play re-
veals that an individual cannot offer himself fo be.sacrificed for' a
caurse of moral action which he does not believe in; hence the issues
enacted in the play also advance beyond the merely moral ones. The
argument of the play insists that the individual recogniée the total
culture of his own people and that the individuals sense of moral justice
be shﬁped and guided by the moral vision of society. The conflict is
based on a juxtaéosition of the colonial and the Africanm attitudes or
meaning of suicide. To the colonial District Officgr, sacrifice of a
human being is an archaic rustom:, a survival of feudal practices which
ought to be abolished. ™ tBe the-other hand, the Cyo people see it as an
act of belonging; its enactment entails the evocation of conc;pts like
honour, 1oyalitj, ezeellence and so op, concepts whose significance de-
. .

rive from the immediate concerns of thd entire community. Therefore,

whi;e the colonial District B¥ficer thinks that sacrifice is a pagan
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survival, the Oyo people doggedly ignore the humanitarian aspect of
the District Officer's argument and instead emphasize the mataphysiF

cal quescioné which sacrifice raises. In Death and the King's Horeeman

the situation is similar to that enacted in The Strong Breed. The

individual is offered not a choice between right and wrong action;
he"is asked to reiterate convictions:

Praise Singer: There is ounly one home to the life
of a river~mussel; there is only one ‘\hT
home to the life of a tortoise; there o
is only one shell to the soul of man: -
there is only one world to the spirit
of our race. If that world leaves its
cousse and smashes on the boulders of
the great void, whose world wfil give
us shelter?+0%

The mora% choice opened to characters like Eman in The Strong Breed,

Elesin in Death and The¢King's Horeseman is one of engagement, omne

which is analogous to the instinctive acceptance of sacrifice.

Elesin: My réin is loosened.
1 am master of my fate. When the hour comes
Watch me dance along the narrowing path
Glazed by the soles of my great precursors.
My soul is eager, I:Bhall not turn aside, 10

Here sacrifice is an act wf-belonging, an action which enables the
victim to tread the path "Glazed by éhe soles' of great precursors;
hence, Eles@n.does not wish to become the cause of disjuncture in |
his own cultural set-up. Since to refuse to die may mean causing thé
"world" to leave '"its course" and smash "on the boulders of the great
void," individuﬁés like Elesin canmot afford to take the risk by not’
§ffering themselves, Similarly sacrifice is also seen as an action
that elevafes the individual, first, to become one with the world of
the dead, to enshiine one's name in the legend of the race in order
‘that his fame and honour may hencéforth be sung by unborn praise- .
singers. 1In this latter sense sacrifice is the end of the anguish of
incompletion to which acting man is prone, &nd as an act of belonging

it 1s 2 means of over coming individuation and of becoming one with-
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racial consciousness. Elesin says: "If I lose my way. The trdiling
' ’ 111

cord will being me to the roots."” Death by dacrifice is a return

to the matrical &ssence, envisioned by Elesin’s death to symbolize the

return to the womb. . . -

—

The community also suffers the anguish of the tragic heroi theirs

is the fear that the hero might not overcome. fear, or that owing to

. ™\
. some distraction he might fail.to commit himself to death. The questigi\

presenﬁed by the play is, can the community simply turn around and

procure any person who. happens to be present? What happens when the

leading actor or victim, owing to "weﬁkened understanding' or owing

to his "lagging will," or even owing to the peesence of colonial
authority, does;nntudiéim- This'is the cause of the enxiety .-

of the.community. The community requires not only one who knows the
role he has to perform but also someone who possesses the "deepest
protection the mind can conceive."112 ‘Therefore, when it happens

that the wvictim has finally pvercome fear and qffers himself, the com-
munity is also reiéeved of its anxiety; and this then is the basis of
the religious significance of sacrifice; the aspirations of the:
individual coincide with the moral vision of society. This coinci-

dence occurs in The Strong Breed and Death and the King's Horseman.

In Death and the king's Horseman words like'"honour" and "friend-

ship'" have not. lost their ;alue. Elesin's loyalty to the late king
partly accounts for his accepting to die. He argues that the moral
visionvwhick he has been called upon to re-enact was erected by the
King and him. ~This side of Elesin's obligation is dramatized as the
theme of loyalty. Loyélty to the late King is the side of Elesin's
life which concerms his personal frlendshlp Wlth the King. It is not

therefore as though Elesin, the sacrificial victim, were a passive and

reluctant viectim. He was a one-time confident builder a subscriber

to the moral visioﬁ of the world whrich he and the King gove

\

d.

The World was mine. Our joint hands
Raised house posts of trust that withstood



", 263

The siege of envy and the termites of time
But the twilight hour brings bats and rodents -
Shall I yield them cause to foul the rafters?t!3

In another passage he tells how he and the King ate together:

. This world is not a constant honey -pot.
) Where I found little I made do with Yittle.

" Where there was plenty I gorged myself.

My master's hands and mine have always .
Dipped together and, home or sacred feast,

The bowl was beaten bronze, the meats ‘

So succulent our teeth accused us of neglect.

We shared the chéicest of the season's

-

Harvest of yams. How my friend would read A
Desire in my eyes before I knew the cause -- h

However rare, however precious, it was mine.llé
Elesip refuses to recognize discontinuity because it.will meah'betraying
his trust to his friend and King; more so because the world which both
built, loved,and.cherished isoolonger c0m§lete whth only one member still -
alive. Elesifi cannot now undertake to make fresh adjustments, or even to .

rebuild new foundatiomscof trust.

Life has an end. A life that will outlive
Fame and friendship begs another name. 113

Here, the enemy is time; Elesin begins to see himself only intthe context
of cosmic tofality and discovers that forces like time opposing his
individual being are too stroqg foi him to confroﬂf.thThe scavengers of
time like ''termites,” '"bats,” and'"rdﬁLnt§" present a threat to his in-
dividual existence, because the joint hands of the King and horseman are
no longer laying foundations of moral trust. The metaphysical question
which confronts Elesin is caused by the fact that upon visualizing the
model of the worldzwhich he and the King had built, he realizes that

t he world is being attacked by time and dec§y. This irony fdrms the
basis and meaning of tragedy for Elesin, and. for him to deny :dyimg will &Ahﬁ
mean submission to the caprices of time or of actually haﬁing to face

the indignity of living‘in ﬁ world the moral order of which has been

created by the hands of others. Elesin's determination to die is re-
116
H

presented by the statement, "Life is honour/It ends when homour ends

&
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enacting the strong belief in continuity, in creating no vacuum -- soO

that in this play, words have not lost their significance as they did

-

in A Dance of the Forests.

One other way of reinforcing the idea of sacrifice is through the

evocation of the image of the child-mother relation; in a manner which

represents Elesin's response to the call of his duty as the child's

response to the pull of the umbilical cord, and Elesin says, "If I lose

my way/The trailing cord will bring me to cheroots."117 At the Dbegin-
ning of the play he<«is represented as & traveller, journeying to the
market place to meet the market woman. The market place is represented
again as the "hive."

This is where I have chosen to do-my
leave-taking, in this heart of life,
this hive which contains the swarm

of the world in its small compass. This
is where I have known love and laughter
away from the palace. Even the richest
food cloys when eaten days on end;

in the market, nothing ever cloys.118

T

The market is the qg}tre of the world and the rezﬁfn to the market is

a symbolic accéptanée of continuity, a positive affirmative response
to life. Elesin says, "There are always throngs of humanify behind

the leave-taker." In the market place the women become "mothers™ and
the market place seryes again as a "roost''; Elesin see&%himself in this

context as a "chicken" with a hundred mothers." This image extends fur-

ther as he ¥ecomed the "cockerel™ rushing in haste to the market to keep
a "tryst"; finally| the actual transformation occurs at the foint where
Elesin is elevat¢d to the position of "a monarch whose palace is built
with tenderness and beauty." Henceforth, hegbegins Eo see himself only
in the sense of the child-man in search of mother-tenderness and mother-
beauty. The image of the trailing cord pulling him back to the womb
reinforces the idea of-the child in search of the safety of the womb.

In the end the child-man “with 2 hundred mothers' is transfarmed into

119
a2 "husband to multitudes"; at this point the issue of his death as
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quest is made evident:

Praise-Singer: He who must, must voyage forth
The world will not roll backwards -
It is he who must, with one
» Great gesture overtake the world. 120

We should soon come to know that th) retreat into the wombd is not
.a negative quest, it represents taking back life to its eource; hence
Elesin's death will be accomplished "with one/Great gesfure ".para-
doxically , because he does not believe sodely in homour he also
desires a '"bed of honour to lie upon."121

This idea then introduces the theme of thevvoyager having to
travel light. R

Let

Seed that will not serve the stomach

On the way remain behind. Let it take root
In the- earth of my choice, in this earth .
I. leave behind.l22 '

And when the market women fail to get the point he asks:

Elesin: What do my mothers say? Shall I step
Burdened into the unknown?123

The older woman, IY?loja,takes over the argument:

Iyaloja: Not we, but the very earth says No. The sap
in the plantain does mot dry. Let graio
that will not feed the voyager at his passage
drop here and take root as he steps beyond
this earth and us...it is good that youx
loins be drained into the earth we know,

that your last strength be Plﬂﬂ%PEd back into
the womb that gave you being.

At tﬁis point in the action Soyinka is working in archaic modes, evoking
archetypal nature imagery like seed,'grain, root, earth, sap, and plough.
The evocation of this myth of earth's growth and decay rékgfgrces and
enlarges the image of the mothexr as archetypal earth. Elesin's repeti-r
tion of '"this earth of my choice...this earth"‘re:énacts the instinctive
belief that eternity is found in the cyclic flow of nature's 1aw§. In
this way Elesin becomes the god of vegetation; not, however, in the

tyrannical way of the Radiye and his serpent in The Swamp Dwellers, but
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In.the sense that like the seed his death is a symbolic act of plough-
ing back the seed into the womb of the earth. In this way Elesin
regérds his death as an.act of lself-immlolatiqn. Ar this point the child-

man becomes husband and seeks a bride. The women give him one:

-Iyaloja: You wish to travel light. Well, the earth is

yours. But be sure the seed you leave in it
attracts no curse.

Elesin: You really mistake my person Iyaloja.

Iyaloja: I said nothing. Now we must g0 prepare
¥our bridal chamber. Then these same hands
will lay your shrouds. #

Elesin (exasperated): Must you be so blunt? (Recovers. )
Well, weave your shroudds but let the
fingers of my bride seal my eyelids with earth
and wash my bedy. 125

Elesxn believes that "PleaSure palls/Qur acts should have meaning 'V

hence the marriage is not an act performed to fulfil "a moment's pleas-

12 -\X
s " The taking of a‘brlde .on the“ﬁay of his death underlines the

ure,"

paradox symbolized by the two rzduals performed\at,ghe same tlme--death
and a wedding, Elesin reveals in the passage quoted above that the
bride will seal his eves and wash his body; yet he also believes that

he will deposit the remzining seed of life in him into her, the figure

of mother-earth.

//*";7 Soyinka introduces the paradox of death-in-life as two rituals

taking place concurrently. At one point in the play the District
Officer, Pilking, and hié.wife know that the Oyo townspeople: are cele-
brating the death of their King. This information comes to them through
drumming which they recognize as connoting a funeral. After awhile they
begin to hear other sounds which they can no longer identify with a
specific ritual. They then decide td’Eonsult their Yoruba-speaking ser-
vant to translate the messages for them The following dialogue takes
place between Joseph, the boy ,and Mr. and Mrs. Pilkings:

Pilkings: Let's ask ouwr native ggide. Joseph!

Just a minute Joseph. (Joseph re-
. enters,) What's the drumming about?
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Joseph: I don't know master.

Pilkings: What do you mean you don't know? It's

only two years since your conversion.
‘Don't tell me all .that.holy. .~ .
water nonsense also wiped out your

tribal memory. '

Joseph '(visibly shocked): Master!

Jane : Now you've done it.
Pilkirgs: What have I done now?

Jane : Never mind. Listen Joseph, just tell me
this. Is that drumming connected with
dying-or anything of that nature?

Joseph: Madam, this is what I am trying to say: ]
I am not sure. It.sounds like the death
.of a great chief and then, it sounds like -
the wedding 6f a great chief. It really
mix me up.l27 :

At this point i Soyinkas version.of the play, he introduces two
opposing rifuals beiné re-enacted at the same time by the same group
é& people--a wedding and the prepération for Elesin's death. Joseph
who understands thé language of Yoruba drums says, "It really mix ﬁe
up" because the gituals are performed out of context. Only én Esu-
infused mind can make sense of the confusion. By the simple use of
the two r?tual drums,Soyirka recreates an attitude of mind central t;
the theme of the plaf--the paradox of death and life. The disfrict :
officer and his wife have been tr&ing to understand the meéning of
sacrifice far the Yoruba in contemporary terms,but they see it in the
context of the humanist tradition and as a result they dismiss the
practicg, terming it a barbaric and feudalistic survival. Earlier
in the play Elesin tells his Praise-éinger the following riddle:
"That Esu-harrassed day slipped into the stewpot: while ée faapedd.
We ate it up with the Trest of the,mean:"lza Thus Soyinka offers an
%nteliectual explanation for sacrifice and this is done by eliciting
from Yoruba ritgals, linguisiic, aqﬁ?literary resources, the basis and

meaning of ritual sagrifice. In Soyinka's play the synthesis of the
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traditional rituals with a modern theme has been so thoroughly effected
that the redder is not encumbered with a series of paradoxes-enUmerated

in the manner of Duvo Ladipo describing a similar attitude to the world

in Obza Waja:
' Whiteman, bringer.of new laws.
Whiteman, bringer of new times..
Your work was confounded by Esu,....
Nobedy can succeed against the will of Esu
The god of fate.
Having thrown a stone today--he kills a bird yesterday
Lying down, his head hits the roof--
Standing up he cannot look into the cooking pot.
With Esu . g
Wisdom counts for more than good intentions ,
And understanding i's greater than jgjtice.lzg

"B

In Soyinka's version of the play the worRing out’ of the paradox

hasbbeen carefully-transmitted; those who may for the first time agree

L ‘ with Joseph that "It really mix me up." do not require a prior knowledge .
of Esu's role in Yoruba'mithology to be able to appreciate Soyinka's
« Play. On-the other hand, Ladipo's play is harder to follow because

of the extra demands it puts on the reader; it is expectéd thaﬁ cne has

acquired a fore-knowledge of Yoruba mythclogy and the traditions of

. N B /
its praise poetry to appreciate fully the meaning of the play.

Basically the final situation in Soyinka's play is repres;nted by

Elesin to his young bride} he argues that his was not oniy a dance of, -

. death but one als\dof life, of self- lmmolatlon during which moment the
unity*of experlence would have been obtained.’ '

Elesin: My young bride....Oh little mother,
% I have taken countless women in

" my life but you weee more than a
desire of the flesh. I needed you
as the abyss across which my body
must be drawn, I filled iy with -
earth and dropped my seed In it at
the moment of preparedness for my
cncssing. You were the final gift of the
living to their:e¢missary.to the land, of
the ancestors, and perhaps your warmth
and .youth brought new insights of this

",
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world to me and turned my feet . -
‘leaden on this side of the abyss.130

The psychology whlch underllnes Eleszn s final speech to his young
b’lde preSupposes that life, in the way we know 1t exists in the world
of the living, therefore those who try to carry life alogg with them .
into the worid of the .dead violate ag important aspect of the wiseoﬁ

of the . ancestors. EEre,_a difference is being mede betweeh sacrifice

and suieide; the- argument reminds us that the moral position taken by

~Elesin re-enacts che\Esid woman's anguish in A Dance of the Forests.

.

Her suffering is caused b§ her desire.to return the child to ﬁherworkd

because she died in pregnancy. She says, "nrrzs'é hdrd thidg to lie

-+

with the living in vour gravez”l3% Later inl A Dance of the Forests

:he Questloner aaﬁpOLnted by Forest Father, accuses her of hav1ng vio-

lated a. rule when she chose to d1e Wlth the chzld in her womb. *

Questioner; A mother, and in haste? e -
Were. there no mer? No barren women, '
Aged and toothless women ?
What called yOu forth beyond the backyard fence°
Bevdnd the cdoklng pots’ What jpade you deaf
} To the life that begged within you? . N
°  Had he no. claim? L. oL -

~ “ B - -

"Dead ﬂS:an:_'For him, _Ittwas for-him,
i

Qgestiener: .You should have_liﬁed'for him. Did you dare . -
&' "+ Snatch death (sicl from those that gasped for brea{_h?

N

Dead Woman: My weak$iess, Forést Head, I was a woman -
' I was weak. 132 ' ‘

P -
-

Similarly, in The Strong Breed3 the0ld M&n-cautions his son, Eman,

"We “cannot glve the two of us," but at ;he end of Death and the King's

Horseman Eleszn 5 weakened understanding" and his "laggard will" r "-r
. verse this “rule by lettlng his son, Olunde . die.. . Ewen though Elesxn
eventually‘strangles himself, the way the action ends suggests that '
Olunde 's death.marred(the rltual and it is further suggested Ehat

Elesﬁh falled to. act on t1meabecause he allenated hlmself frqm the o

_ N
Splrltual ‘forces of his peoPLe from the memory of the race. .
- % .. ‘ e A v , b © ) - .t . , - r
< o - SN ‘ ’ A
- ~ Ld M- - .
- A v " %\gq, - - »



&

Elesin:

- "‘_,_—'

- -
ke

-

Iyaloga (with sudden anger.): I warned you, if you

: Qlunde,

must leave a seed behind be sure it is not
tainted with the curses of the world. Who
are you to open a new life when you dared
not open the door to a new- existente? ‘L

say who.are-you to make so bold? (The Brlde
sobs and Ivaloja notdéces her. Hek contempt
moticeably increases as she furns hack to
Elesin.) Oh you self-vaunted stem of the
plantain, how hodilow it all proves. The
pith is gone in the parent stem, so how
will 1: prove with thé new shoot? How will.
it go with that earthhthat bears it? Who

' are you to bring’ thxs abomination on us.

My powers_deserted me. My charms, my spells,
even my b;;EE‘Taéked strength when I made to
Summon the powers that would lead me over
/fhe last measure of earth into the land of
the fleshless.™” You saw it, Iyaloja. You
saw me struggle to retrieve my will from the

'* power of the stranger whose shadow fell across
the doorway and left me floundering 40d blunder- £

ings in a maze I had never before encountered.

My senses were numbed when the touch of cold

iron came upon my wrists. I could do nothing
to save myself.133 )
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the young man who‘nﬁferé himself as the new attendant of

‘the King, is the li?t cultural hero to offér himself by his own will.

. Had his father performed hls duly. Olunde might have succeeded him,but

. t\slnce the epding of the play shows a soufwhDSEﬁactionsgprecede ‘those of

P hls father, it is unllkely that the Oyo people, will ‘have a future Horse—
o}

- man.pf the king; hence the whole ritual terminates there., The death of

- . © ' Olunde

hacts the new phase of a tragic culture which co

the histérical presence of European man andhhis ldeas.

<

incides with

I have sought

-to show that Kongi's Harvest, for\instance, represents the so-called

. 3 European man as essentially irrationalj on the other hand, the hero

% or herome in Soyinka's theatke is the Ogun -infused person; these are

persons like Eman and Olunde, characters whoseé victory over chaos ‘arides

f;om ‘their ability to unify multiple areas of experiencel A person

-

Soyinka says, 'is a profound artist only to the degree to which hed.

o P *
“. v .
) -

N
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comprehends and expresses thisprinciple_ofrdestructioﬁ andr’e-creafion."l34

The true hero in Soyinka must accept sacrifice as a basic criterion for

-

determining leadership. . y

In Soyinka's world, we hévesshown, the majority of persons who -
claim that they repprésent ;he-accepted types of heroes often fall.
short of Soyinka's ideal. The priest of the‘Serpent in The Swamp
Dwellers, for-instance, is "sleek and fat" because he dec£dves the

peasants and lives on their meagre resources. Brother Jero in

"The Jero Plavs is not the man of God because Chume discovers his tricks.

In séite of Kongi's self-proclaimed populism, the only commodity he
manages to manufacture, for Ismaland, is agony. The real Soyiﬁka hero
abhors the power élite: Bereve;¢51ﬁ5 interngl'powers, because it is
only when one- obtains internal unity that he can be able to bring that
strength to the rescue of socigty.' Soyinka's hero is, therefore, the,

intellectual man and Soyvinka anticipates that unity of culture may be

achieved by the work of writers who evoke spiritval images like Ogum.

: A
By rallying around the spiritual wisdom of Ogun, the umity of culture,

but not the comsolidation of political power, may be achieved. Ali -
this means is that Soyinka recognizes the totality of Yoruka folk

culture as the basis on which his art can be defined and ‘named. N

!
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Conclusion

My objectivein starting'this thesis was to examine the theory and |
practice in the writings of John Peﬁper Clark and Wole deinkﬁ in rela-
tion to their literary indebtedness to the leading playwrights of the
Irish Drmmatic Movement. I believe that this objective ha§‘geen ac-
complished. I have shown that a relationship exists, one which began'
with the literary enthusiasm and spirit of a 'poetic renaissance"” which
characterized Ibaaan in the late 1950's. The influence on Clark and
Soyinka of the '¥eatsian" attitude to cultural history, folklore, and

the drama extended and devedoped beygpd undergraduéie experiments. OQur

~

. knowledge’of the ideals and the plays of the Irish dramatists can broaden

our understanding of the thoughts and the plays of Clark and Soyinka,
éspeégﬁlly because the latter evolvé~ in the context of recent African
cultur#l history. . _

In the process of examining the “theories and plays of the Irish
and "Afric n_dramaﬁists in relation to the cultural histories of their
individual backgrounds, I have sou!ht to reveal that findamental af-

finities exist tween these two groups of dramatists, affinities which,

egain, caa be traced from the individual dramatist&s tor group of drama-~

rists' attitude to folklore. Here my own conclusions are that our con-
sideration of what Yeats calls a living tradition found only in folklore

and in a living speech can offgr fresh context§'for the study of Clark

and Soyinka. There exists beneath the argument’ of the thesis an ap-

proach, one which I have employed to sustain arnd reinforce the view -
* L
that recent studies of modern African d®ama as it relates to recent

»

cultural history have shown acondescending. attitulle to the idea of a

return to sources, , ./f\_J/"*) .
. It is essential that these distinctions be made, because, as one

critic has noted,'they!éompel us "to attributemgultural phenomena in
. 1
the first place to cultyral causes.'"” The example of the Irish writers
L h

and the Nigerian plawaights-revqais that a literary style of the kind

% .
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adumbrated by Yeats and his contemporaries evolves when there occurs a

coincidence of social visiom with an artistic temperament and it re-

quires on

ly "the right temperament to act as reagent and cause" the

new material to crystallize. For example, Professor O'Driscoll thinks

that

Great moments of theatrical achievement have often
coincided with moments of national excitement and
tension. In times of acute national consciousness
the theatre is the form of literature which makes
the most direct impact on the people, becoming at
times a means for propaganda, but ultimately the
means by which the deeper life of the people is
expressed.2 *

j
Central to the revival movement, however, is the desire to unify \\

cultural

progress.

Archaism,

experience, and by implication to question the myth of
0'Driscoll says:

At thé point “o0f renaissance, a meeting-point of the
mythic and the scientific, the tribal and the
commercial, a point when the past is re-evaluated
and redTscovered in the light of changing values
and iconoclastic discoveries, something vital and
new is created.>

I have shown, is a manner of ascertaining cultural continuity.

"Myth and legend," says Professor 0'Driscoll,

...assume sudden significance; the antiquary

and historian attempt to trace the cultural and
historical beginnings of the natiom, and the artist,
by consciously choosing fog subject the life and
legends ©of the people, by restoring to
tdbographiéal sites their former heroic associa-
tions and by giving them new levels of poetic
association, is inspiréd by an ideal similar to
that which.inspirés the politician.

T have also demonstrated that in Nigeria in the 1950's historical events

also coinecided with an existing artistic temperament. For example, in

an intvoductory note to Euri;}dgg's The Bacchae which he adapted for

the National Theatre at the

1d Vic London, Wole Soyinka says:

The Bacchde belongs to that sparse body of plays
which evoke awareness of a particular moment in

»
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a people's history, yet imbue that moment with
a hovering, eternal -essence.”

The fact” that the conclusions are already implicit in Soyinka's thoughts
is rewarding, because as we have seen a '"moment in a people's history"
becomes "eterﬁal" when ac;iﬁg ag "the spectator of the ages,"ethe
artist places that "concentrated image of hhe world" in the context

of a racial consciousness. This "contemplation of bhings vaster than
the individual"yoffers ample justification for my adoption of two major
themes for the argument of the thesis--the tragedy of human history
{the burden of the paét), and the rebellion of the individual against
the pressures of social tyranny--hereditary‘obligations, religioﬁs,
doctrinaire, and so on. Furthermore, the two-fold distinetion also
corresponds, in the theories of the Irish and Afrigan dramatiéts, to
the revival of the tragic myth and thé comic and satiric spirit.

I have sought to reveal that the idea of a return to sources, the
archaistic fHotif, has been unscrupulously abused by the "neo-Tarzanists,"
and I maintain tRattbhhe relation between traditional content and modern
form in the plafs of Clark and Soyinka must be found in fhe Nigerian
playwrights' adherence to the Yeatsian attitude to folklore. Central
to the -idea of a return to sources advocated by the IEisﬁ'and African
dramatists-is the revival of the tragic myth. In fact, the revival
of the tragic spirit is important for the study of modern drama in
relation to recent contemporary cukttural history and I have argued fur-
thér that it enhances ahd deepens our understanding of the ghoughfé and
works of Clark and Soyinka with respect to their preoccupations with
concepts of cultural continuity-~the idea of a literary renaissance. -.

The tragic art, as we have seen, was the first and by implication
the comic and satiéic art is a late comer.. This pattern is implicit
in the development of the drama of Clark and Soyinka. The methods of
comedy and satire also reveal how the artist awakens to the reality
of his own situation in a human society, how he deals with social con-

£lict. On theoone hand, tragic myth deals with human originms, with

—_— 8
primal severance and terror in the face o% "immense chaotic growth."

-
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Its heroces are, in the word of Lady Gregory, "Gods and Fightingmen."g
On the other hhnd, come&y is social criticism, rebellion, and revolt
in a human situation.
I have suggested in chapters five and six that while comedy and
satire fulfil the needs of cultural continuity, theyrare also employed
as an effective tool of rebellion and revolt agaiﬁst social fyranny.
But unlike the tragic art which deals with events that "lie deep in
the past of the race,"lo with confrontation between "hero-gods," comic
and satiric art treats events in recent human-society. "Working in the
archaic modes of the Ijaw Masquerades and by exploiting attitudes and
beliefs in the rural communities of the Niger delta, Clark revives a
unique sense of humour, wit, and satire. it is illuminating to find
that a similar attitude to the cultural cortinuity of éhe comic tfa@i-
tion is also impiicit in the tho&ghts of Soyinka. He ;rgues that the
quest for soﬁrces and'"racial self-retrieval is not only a logical
dimension of decolonization but a realistic réaction to the actuality
of internal betrayal experiences everywhere by the new African polity."l;.
The Irish and African writers tend to emphasize the use of rhetor-
ical categories oflsatire and comedy by deliberately choosing to relate
to thei;;aI.Sources of their cultural backgrounds: they exploit rhetor-
ical idioms such as parody, satire, wit, word play, dialect, mimicry, and
humour; satire also employs irony, wit, word play, huwmour, and the ungram-
matical use of language. In the plays of Synge, Lady Gregory, Clark and
Soyinka, humour can-be fantastid} macabre, and grotesque, or all of them
combined. In fact, Vivian Mercier observes that "humour springs from
folklore, magic, apd myth; ﬁit and word play perméate folk Speech;A .
satire is inseparable from the traditional prestige of the poet; while
parody grows naturally out of the...poet's obsession with technique."12

;pdeed, Vivian Mercier then concludes that satire is one of the main

peetry. He writes:

connections attaching writers to a living tradition of speech and oral)\\;

In some literatures the comic tradition may not
be so long or so continuous as it is in the Irish

ST _
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literature, but we can be sure that a folk
tradition of humour, wit, and satire stretches’
back far beyond the commencement of any given
literary tradition. Likewise, any archaizing
movement is apt to beget a comie revival; if

it fails to do so, the.genuineness of its search
for the archaic should fall under suspicion.

The prevalence of grotesque and macadre humour
in modern art and literature is an index of the
sincerity of twentieth-century primitivism.

I have suggested that the studies of J.P. Clark, “Asﬁects of
Nigerian Drama','' and Wole Soyinka, 'The Fourth Stage,"  reveal .
that before the development of stage comedy, all the other basic
elements of comedy and satire are already contained in African folk
épeech. In this thesis I have shown.that stage comedy d¥s not feature
in the drama and that t@e.Aérican and® Irish playwrights emphasize the
conscious exploitation of languége. This coﬁclusion reinfofces oy
contention that like the Fragic myth,«the comic revival is an impor-
tant aspect of the literary movement,. ' '

There is one other inconsistency to be.found in the criticism of -
_African literary drama which I had wanted indirectly to expose: the
question of dance, musié,‘drum, ritual, and the other theatrical.aspects
of African .folk theatre which have hitherto been recognized ;and whose
Africanness has been very much at the expense oﬁ the lirerary and lin-

guisﬁic types of folklore. In plays like Qzidi and Death and the'Kingfs

Horseman it is often tempting and easier to recognize the crowds and
the rituals while at the same time to-ignore:themyths.But Clark points

out that thé effectiveness of these myth and ritual plays derives from

-

their literary content as well as from their theatricality. Ino the

myth plavs,
...the story derives directly from an ancestor or
founder myth well known to the audience, and the
development is mot so much by logic and discussion
as by a poetic evocation of some religious €xperience

v
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shared alike by performer and sPecaators'as in
ancient Greece., For them the act is therefore

™., one of worship and sacrifice. 14 -
~ S

Thereforé;‘the originality of the African and Irish playwrights must

be defendeAﬁbn.the grounds of the totality of their achievements.
"No critiec or historian," says Mercier, can discuss the irish Révival
'“ithout mention}ng the tragic power, the mysticism, the sense of
elemental forces, the simpliéity, the beauty, the dignity conferred
on Anglo-Irish literature by this movement toward primitivism and
the archaic."'ls In Nigeria, tHe playwrights believe that the‘réots
of the tragic and comic traditions which they -are reviving go back
deep in the pasthf the race, beyond the literary conventions of
- S colonial cui:;re.‘ In this way the Irish and African writers hope to -
renew '""old faiths, myths, d;eams--the_accumulatqd beauty of éﬁe ages."16
QN Therefore, the retreat into the obscurity of folklore was an asset and
;"constitutes-a source of strength."17 It made it poséible, to para-
phrasé-Yéats; for them to create a new kind of dféma, it gave‘them

- 18
time to prepare and to experiment,



Appendix A

Programmé of the National Theatre Company from the Abbey Theatre,
DBublin, at ghe Royal Lyceum Theatre, Edinburgh, Monday, 25 June 1906.

-

-
- \ -

. It is probable the Playgoer whose interest has been stimulated
by.the announcement of a Repertoire of Irish Plays will be very sur-
- prised, whed he comes to the Theatre, to find the men and women whose
acquaintance he will make, entirely unlike the Irish he has previously
met with on the stage; for, with the National Theatre Company there is
no '"Danny Mann' or "Harvgy Duff," nor "Comn the Shaugraun' -~ indeed
no one at all resembling their fabulous race. It must not be argued
from this that Boucicault was wrong; though years have elapsed since
he wrote those famous Irish.melodramas, there still flourishes, where
tourists most do congregate, a race of exaggerated "Irish," chiefly
car-drivers, who find a steady income while perpetuating the Irishisms
of Charles Lever and his school.

‘The four authoxs who, contribute this Repertoire have "gone direct

to the land for thez;\study, and their labours have resulted in a
series of Folk Plays ggich show the Irish peasants and fisher folk
exactly in their matural habitat as theyi live.

For instance, Mr. W,B., Yeats spent most of his childhood in the
little town of Sligo, where the-people of the surrounding country still
see the fairies, but only speak of them to their friends. ; )

Mr. Synge produced his powerful little drama, "Riders to the Sea,".
after six months on the island of Aran, off the west coast of Ireland,
and all the incidents that go to build up thei{story became known to
him during his stay. . ~

Lady Gregory lives in Co. Galway, and the mefry comedies from her
pen are also the result of personal knowledge and experience, while it
is Mr. Boyle's proud boast that he was born and bre§$§? an Irish cabin.

The Folk Play needs a spacxal kind of acting, and the Company
selected to interpret the programme are all familiar with the ways of _
the Irish peasantry, and in their acting take care to keep close to
the actual movements and gestures .of the people. Their costumes and
their properties are not the haphazard collection from the theatre

store, but thoroughly appropriate and accurate, while the scenes in
" which they play are actual replicas of some carefully chosen original;
for as.much as these plays are portions of Irish life, so are they put

upon the stage with a care and dccuracy of detail that has,hardly been
attempted before.
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Finally, the music is particulafly.lrish;‘rendered by the famous
Irish violinist, Mr. Arthur Darley, who has tramped through the re- .
motest parts of Ireland, collecting from wayside fiddlers the precious
legendary airs handed down to them™through generations of diddler

ancestors. In rendering these traditionaldgirs he uses harmonics and .

double-stopping, in fact playing with all the technical skill of a

higly trained artist.
: .

With the Compliments
of
The Director
National Library
of Ireland
Kildare St.
Dublin 2. a

4
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Appendix B 3

The University of Leeds
Leeds
28th November. 1974

-

Dear Mr. Asanga,

Thank you for your letter. Let me take your points as you present
them. '

1. Mbari. Mbari, the writers and artists club, was founded first
in Ibadan by a group of young intellectuals and writers including Soyinka,
Clark , Okigbo, Nwoko and Ulli Beier. Later developments were at Oshogbo
(mainly under the influence of Beier) and Lagos and Enugu -- again.as
meeting and performing places for the young artists and their audiences.
From my experience I would say that it was only the Ibadan and Oshogbo
Mbari's that were peally successful, though I should add that I know
little about the Enugu one. The Mbari in Ibadan, for the first few
vears of its operation, was situated in the centre of the city in a
compound that included an indoor area and an extensive and attractive
outdoor courtyard. Exhibitions, meetings and readings were held indoors,
performances of theatrical pieces and dances in theccourtyard. A small
bookshop was attached, and a bar, and food was available from the ex-
cellent lebanese réstaurant next door. I find it difficult to put an
exact date on the founding of the Ibadan Mbari, but would estimate about
1959. Ulli Beier (now back in Papua & New Guinea) could help you there.
Inevitably (with artists!) disagreements grew, and the development of
the Oshogbo Mbari (which served as a home for Duro Ladipofs work and
the work of the Oshogbo artists) grew, I believe, out of a certain
parting of the ways between Beier and the Nigerian artists. But much
of my recollection of these events is hazy and incomplete, and may
therefore be inaccurate in detail. Mbari (Ibadan) was, as you will
be aware, a most EEPortant publishing house too-- perhaps its greatest
legacy.

2. For the short étories, may I suggest that you use inter-library
loan.

3. Concerning the influence of Synge on Soyinka, I would have
considerable reservations. I'm sure that Soyinka would have been well
aware of Synge's work, but he was equally versed in the works of many
other writers. For myself I don't discern any particular influences,
though clearly there are some similarities of 'feeling' between the
early plays and some of the plays of the Irish theatre. (In a sense
I would go for Lady Gregory before Synge, if I had tol) It is a
dangerous exercise, I think,to go searching for influences. QSox}nka,

280 ¢
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subjected to this, yields as many ‘as &6u like: I would rather suggest

that his very wide and semsitive knowledge of the drama gave him access
to a range of ideas and stimuli that enriched his own theatrical vocab-
ulary -- but ‘I would advise against pursuing the Synge commection.

-

I, hope these comments are of some gssistance to you.

Yours sincerely, -
g Usignedl Martin Banham

Z. Siga Asanga'Esq.,
330 Chapel Street,

. Ottawa, '
Canada.



Appendix C

Fourah Bay College
_ University of Sierra Leone
s Freetown, Sierra Leone’’
5th December, 1974

Dear Mr. Aéanga,

-~

Here is' a brief reply ta some of the querles in your letter of
Yovember 15 on Soyinka.

. (a) The Invention [sicl was never published and Soyinka does
not even like the play mentioned. I don't think it {s

.. poYsible to get a seript. ’ .
‘(b) Three Plays (Mbari editiom). . .

The latest address I have for Mbari is Mbari Club, P.Q.
Box 1463 Ibadan, Nigeria. - .-

(¢) Before the Blackout. _ - -
Orisun Publications was a firm formed hy Wole Soyinka °
himself, Now that he has left Nigeria I do not know what
has happened to it. Mr. Soyinka now edits Transition in
Ghana and you might wish to write to him there for further

- information. The address™is Transition, Airport P.O. Box
9063, Accra Ghana.

i

(d) The Republican. As you say it was unpubllshed I do not
know where a copy can be had

(e) & (f) @Eamwood on the leaves & The Detatnee. N

Perhaps the B.B.C[ African Service, Bush House, London, might be able -
to provide you with copies of these radio plays since they first
brcadcast them. . . . 7

‘—/\ )
On the history of Mbari, you might write to Mr. Alg Higo, Heinemann

"Educational Books, P,M,B, 50053, Ibadan Nigeria.

I don't know if Soyinka was, influenced by Synge. In my chapter on
Soyinka in Critical Evaluation of African Literature (ed. Edgar Wright,
Heinemann ‘Educational BooksJ I de think I referred to similarities.of
backgréund between' Irish playwrights and’ Soyﬁnka. You will have to .

_ pursue the matter of influence for ycurself I hope I will be able to

read your findings.

- Good luck with ysur work. ) : s I-

- , Yours sincerely, . }'EB

P N 282 - -i{i/gnedi Eldred Jopes, .

-
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Appendix D

.Ezekiel Mphahlele .
441 S. Valley Forge Rd.

\hﬁquf~ ‘ . Wayne, Pennsylvadia 19087
: - 17 March 1975 .

o Dear Mr. Asanga,

Your letter was redirected to me here. Last June I moved to the
University of Pennsylvania in Philadelphia where I began teaching
(Dept. of English) in Sept. '74.

Yes, I was one of the Mbari founders--Mbari Writers & Artists Club
in Ibadan and subsequently in Enugu, Eastern Nigeria (then). Our ob-
jectives were really to provide a meeting place for writers and artists,,
not a form of literary movement. We had a place with a small open-air
theatre for jntimate audiences, an art gallery for exhibitions. Some
visiting frtists came to work here. We had writers' workshop every
year. E.g. we published Kofi Awoonor's- (then George Awoonor Williams)
poems REDISCOVERY, Chris Okigbo's HEAVENS GATE & LIMITS, Rabearivelo's
poems, U Tamsi's BRUSHFIRE (translations of his Feu de'Brouse), Alex
La Guma's A WALK IN THE NIGHT (nouvella), and several othérs.

I subsequenrly, in 1963, started and directed a Mbari centre in
Nairobi, Kanya,'called Chemchemi--doing the same thins as the Nigerian
centres did. The Ibadan Mbari dissolved, but it had its purpose while
it lasted. The theatre we were putting on, incidentally, was all ex-
perimental indigenous theatre, in which most of the work had been
written by people outside “of the university circles--I mean outside of
authors like Soyinka, J.P. Clark. You could write to Ulli Beier, a
co-founder, now at Unfversity of Papua & Guinea, Boroko, Port Moresby,
Papua & Guinea, Oceania. Also to Wole Soyinka, Churchill College,
Cambridge, England. But I'm told he'll be at MIT in Cambridge, Mass.,
USA, sometime this year. Best wishes with your research,

Yrs,

Isignedl Zeke
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