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Foreword 

 
I am so elated to write the Foreword for this special publication of the 

International Association of Theatre Critics (IATC) and Faculty of the Arts, 

Business and Science, University College of the North, the Pas, Manitoba, 

Canada, in honour of Professor Emmanuel Samu Dandaura (fsonta, fitin, 

MNAL, MNIPR), Festival Director and Professor of Participatory 

Communication and Performance Aesthetics. 

 When the editors contacted me to write the Foreword to this book, I 

was really humbled. First, I have had a very close working relationship with 

Professor Emmanuel Samu Dandaura. After my appointment as Executive 

Secretary/CEO of National Institute for Cultural Orientation (NICO) in 

2009, he was one of the professors I contacted to reposition the Training 

School of the Institute. NICO Training School eventually had the rare 

privilege of having Professor Dandaura and Professor Mabel Evwierhoma to 

mentor cultural officers in the Institute and sister ministries, departments and 

agencies (MDAs). Second, Professor Dandaura made me not to be too 

comfortable in office as CEO by convincing me to teach in the Department 

of Theatre and Cultural Studies, Nasarawa State University, Keffi (NSUK), 

where he was the pioneer head of department. The rest is now history. 

 I can aver that Dandaura is one of the few Nigerian Professors in the 

Humanities, whose critical works are insightful. His Mada People and 

Culture (1997), Development Entertainment: From Indigenous Aesthetics to 

Endogenous Development (2010), Culture, Identity and Leadership in 

Nigeria (2010) (coedited with Professor AbdulRasheed Adeoye), Harmful 

Traditional Practice in Nigeria (2013), National Language Newspapers and 

Development in Nigeria (2019) (coedited with Barclays F. Ayakoroma) and 

his plays: Drumbeats of Death and Other Plays (2009) and Venom for Venom 

(2010), attest to his scholarstic acumen. 

 Of course, the honouree is a personage whose academic oeuvre 

transcends that of Nigeria and Africa. He is President of the Nigerian Section 

of the International Association of Theatre Critics (IATC) and Member of 

the International Executive Committee of IATC. He also belongs to the 

International Theatre Institute (ITI-Nigerian Centre, as President). He had 

been honoured by these bodies at home and abroad. Dandaura also belongs 

to the Nigerian Institute of Public Relations (NIPR, as a Member and an 

Appointed Member of the Governing Council, where he also handles the 

Institute’s workshop and training programmes); and Society of Nigeria 

Theatre Artists (SONTA), as a former President, Fellow and current 

Secretary of the Board of Trustees. Dandaura is the pioneer Executive 

Director, Institute of Strategic and Development Communication 

(ISDEVCOM), Nasarawa State University, Keffi (NSUK), Nigeria. He has 
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over 86 published articles in highly rated international academic journals and 

currently serves as the Editor of Nzeh Magazine, Nigeria’s flagship magazine 

dedicated to promoting Africa’s Culture and Tourism potentials. 

 The title of this book, Locating Transnational Spaces: Culture, 

Theatre and Cinema caught my attention. I realised that there ought to be 

more scholarly books on Transnationalism and the Arts on the shelves of the 

global library. It is well known that transnationalism has its roots in 

transnational flows, connections and crossborder transactions. The upsurge 

of environmental awareness and socio-political crisis which has culminated 

into the rise in the number of forced migrants globally makes it needful to 

expound the frontiers of transnational studies. While the term, 

transnationalism, is not new in the lexicon, it still remains a budding concept 

in the academia. This edited volume is therefore timely. Also, a book on 

transnationalism for a Professor, whose scholastic foray transcends Nigeria 

and Africa, is not a coincidence. It is imperative that a book of this nature is 

published for an erudite scholar as Professor Emmanuel Samu Dandaura. 

Thus, the chapters written by Professors Ken Efakponana Eni, 

AbdulRasheed A. Adeoye and Samuel Ayedime Kafewo; Associate 

Professors Sue Matheson, Adakole John Oklobia and Prayer Elmo Raj; Drs. 

Shadiat Olapeju Shuaib, Joseph Atoyebi, Papiya Lahiri, AbdulMalik 

Adakole Amali, Taiwo Afolabi and Nkiruka Jacinta Akaenyi; as well as 

Stephen Ogheneruro Okpadah, Ayodele Obatomi, Blessing Adjeketa, 

Edmund Onwuliri, Gabriel Ojakovo Oghenevwarho, Oluwafemi Daniel 

Adebisi, Ayodele Obatomi, Dawit Girma, Nwagbo Pat Obi, Giorgia 

Scribellito, Babalola Olusola Hakeem, Fanyam Joel Avangwa, Olayinka 

Magbagbeola, Elijah Tosin Oje, Ayodele Obatomi, Oluwakemi Emmanuel 

Olowonubi, Basiru Adebisi, Confidence Ozioyiza Daniel, Effevotu 

Stephanie Efetobor, and Omolola Adewale Shukurat, reveal transnational 

dimensions in various cultural, social, theatrical and cinema spaces. The 

multinationality of the articles and the transnationality of the contributors 

which cut across Nigeria, Canada, Poland, Ethiopia, India and the United 

States of America, makes this book invaluable within European, Asian, 

African and American academe. The book is a worthy addition to the 

libraries of academics all over the world. 

 

Professor Barclays Foubiri Ayakoroma (BFA) 
(Fsonta, fta, fimc, cmc, mnipr, mnim, DGN) 

Head, Department of Theatre Arts 

University of Africa, Toru-Orua (UAT) 

Bayelsa State, Nigeria. 
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A Prognosis on Locating Transnational 

Spaces: Culture, Theatre and Cinema 
Stephen Ogheneruro Okpadah 

 

 

This edited volume is informed by the rapid connection of cultural spaces 

due to forced and voluntary migration, new instruments of communication 

and technological advancement, “free market ideals, economic liberalisation, 

Westernisation and Americanisation” (Bamiro, 2012, p. 1). All of these have 

created spaces for transnationalism, that is, “the cross-border ties of 

individual and collective agents, such as migrants, migrant associations, 

multinational companies, religious communities, which constitute a social 

category” (Faist, 2012, p. 50). In the transnational process, manifold 

relationships connect people and organisations beyond the frontiers of 

nation-state. 

 In the words of Tanure Ojaide (2010), “issues of freedom, individual 

rights, new identities, migration, ecological and environmental concerns, 

disability and sexuality among others are borderless and draw attention to 

our oneness as human beings. A new sensibility which is transnational, cross-

cultural, post-postcolonial, and humanist, is emerging” (p. 1). For instance, 

the absorption of the English and French languages as vehicle of instruction 

in many universities and the fast growing interest of the West in studies of 

African and Asian cultures have dislocated the boundaries of the national, 

thereby, creating spaces for fabulous transnational engagements. Of course 

the tomb of King Tutakhamun, perhaps, the most amazing discovery of the 

20th century generated a global attention. The encroachment of African 

countries by George Herbert, the British Egyptologist of repute, Ulli Beier 

(a German who researched extensively into Yoruba historiography and 

culture) and Perkin Foss (who engaged in the study of the traditional religion 

and culture of the Urhobo people) attests to the transnationality of 

postmodern and postcolonial discourse. 

 While transnationalism within the spectrum of critical discourse 

could be said to be in the state of infancy, the transnational process is not 

new. The interesting narrative of Olaudah Equaino (known for most of his 

life as Gustavus Vassa) titled, The Interesting Narrative of the Life of 

Olaudah Equaino, or Gustavus Vassa, the African, Written by Himself 

(1789) and Alex Haley’s novel, Roots (1976) which capture the spirit of the 

trans-atlantic slave trade, are evidence of transnational engagements 

precursory to the Berlin Conference of 1884-1885, which sealed the 

scramble for Africa. The construction of human zoos in the 19th and 20th 

centuries, the dehumanisation of Ota Benga, the Mbuti Pygmy, the carting 

away of the original Mask of Idia owned by the Benin royalty are no less 
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transnational experiences. The foremost Senegalese Professor and historian, 

Cheik Anta Diop and his counter discourses to the dominance of the West on 

the historiography of Africa expanded the horizon of cross-border 

transaction. Hence, within the lens of the creative industry-theatre, literature 

and cinema, this edited volume examines intercultural, transcultural, 

multicultural and transnational spaces. 

 The first part of this edited volume focuses on theatre, literature and 

cinema in transnational spaces. Here, Joseph Atoyebi examines misleading 

expressions in the rendition of subtitles in Yoruba home video films. In 

chapter two, Prayer Elmo Raj engages in a postcolonial reading of Wole 

Soyinka’s The Lion and the Jewel. Using Homi Bhabha, Edward Said, 

Theodor Adorno and Max Horkheimer’s perspectives of politics of power 

and cultural differences, Raj examines postcolonial literature. Taiwo Afolabi 

and Stephen Ogheneruro Okpadah’s contribution in chapter four engages in 

a case study of a transnational Nigerian film, Ije: The Journey and examines 

film and gender-based violence in Africa. This section also has in it a 

comparative study of heroism and anti-heroism in two selected plays of two 

Nobel Laureates for literature Luigi Pirandello Wole Soyinka. Sue Matheson 

engages in a study of language and dynamics of merger in Genevieve Nnaji’s 

film, Lionheart. The issue of truth and propaganda in documentary film is 

the thrust of John Adakole Oklobia and Edmund Onwuliri’s research.  

 The dramaturgy of Sharon Pollock, a renowned Canadian playwright 

is brought to the fore by Papiya Lahiri. In her chapter, Lahiri examines 

official apathy and individual suffering in Pollock’s One Tiger to a Hill. 

Nwagbo Obi Pat argues that development communication can be used to 

curb the spread of HIV/AIDS in Africa. He uses Lynn Dalrymple's 

DramAidE experiments in South Africa to buttress his position. The trope of 

the filmmaking enterprise of Sembene Ousmane is examined by 

AbdulRasheed A. Adeoye and Stephen Ogheneruro Okpadah. In chapter 

twelve, Oluwakemi Emmanuel Olowonubi, Basiru Adebisi and Confidence 

Ozioyiza Daniel are preoccupied with a content analysis of Zainabu Jallo’s 

Onions Make Us Cry, within the context of gender construction and the role 

of women in Africa and Nigeria in particular. Their chapter also examines 

psychological trauma and domestic violence in the creative work understudy. 

Kenneth Okonkwo’s home video, Village Destroyer is used to examine how 

Nigerian filmmakers have been realistic in their portrayal of Nigerian 

culture(s). In the last chapter in this section, Oluwafemi Daniel Adebisi 

conceptualises the term development. He examines the term community 

development and investigates how sustainable growth of local communities in 

developing countries can be measured. 

 The second section of this book explores transcultural spaces and 

globalisation. Effevotu Efetobor Stephanie, Biola O. Adumati and Elijah Oje 

Tosin investigate the ongoing Marlian syndrome on Nigerian youths and the 
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impact of celebrity culture. This quantitative study examines the effect of 

music on Nigerian youths. In Art Management and Alliance Francaise Du 

Lagos, Nigeria, Shadiat Olapeju Shuaib, Omolola Adewale Shukurat and 

Gabriel Ojakovo Oghenevwarho explore the role of Alliance Francaise in the 

promotion and management of French language and culture. The 

contributors anchor the study on Fernando Ortiz’s theory of transculturalism 

which expounds that transculturalism is the phenomenon of merging and 

converging cultures. In A Theoretical Analysis of Interculturalism, Giorgia 

Scribellito examines the notion of interculturalism. He discusses its 

theoretical underpinnings while emphasising its legacy in Europe and in 

Africa. The study compares and contrasts intercultural perspectives with 

multicultural points of view. Dawit Girma, in Some Notes on Ge’ez 

Literature: Medieval Hagiographies in Ethiopian Literature does a historical 

survey of Ethopian literature. He also articulates prominent figures in the 

tradition of Ge’ez literature and their works. Elijah Tosin Oje and Ayodele 

Obatomi embark on a psycho-analytical study of Nigeria popular music. 

 The last segment of this book examines the dramaturgy and politics 

of Emmanuel Samu Dandaura, especially his magnum opus, Venom for 

Venom. Babalola Olushola Hakeem analyses Venom for Venom as a play text 

that raises the consciousness of readers and audience on the subject of 

violence and stimulates conversation on how the people can become active 

in checkmating violence and unending conflicts in Nigeria. He also looks at 

transnational dimensions in oil exploration in the Niger Delta. In 

Ecoparadigmatism and Selected Themes in Emmanuel Dandaura’s Venom 

for Venom, Fanyam Joel Avangwa and Nkiruka Jacinta Akaenyi attempt a 

survey of the crisis of resource control and militancy in the Niger Delta 

region of Nigeria. The research uses Venom for Venom as a case study. The 

final chapter is a review of Dandaura’s Venom for Venom by Samuel 

Ayedime Kafewo. 

 With the fact that the essays are written by some of the finest scholars 

within the linguistic, literary and performative space, this book no doubt will 

be useful to film, theatre and literary scholars, students and critics in Africa 

and globally. 
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Misleading Expressions in the Rendition 

of Subtitles: A Syntactic Analysis of 

Subtitles in Selected Yoruba Movies 
Joseph D. Atoyebi Ph.D 

 

Introduction 

The movie industry in Nigeria is considered as one of the largest in the world. 

In fact, some reports rank Nollywood, the name by which the Nigerian movie 

industry is known worldwide, in third place, only after the American 

Hollywood and the Indian Bollywood. Nigeria’s Nollywood is further 

divided into various groups, namely, the English language movie arm, 

“dominated by strong Igbo [language] characterisation” (Ibbi, 2014, p.54), 

Kannywood located in the heart of Kano, Nigeria, Urhobowood located in 

Delta State, Nigeria, the Yoruba language movie arm among others. 

The path of the evolution story runs from the late nineteenth century 

of peephole viewing of motion picture, through the early twentieth century 

of black and white films in cinemas, to the mid-twentieth century with the 

production of Fincho, the first Nigerian movie shot in colour. Also, movie 

production in Nigeria has witnessed a shift from the days of celluloid to the 

current digital era characterised by video film (Onuzulike, 2007, p.12). 

Furthermore, Nollywood has moved from the days of a localised audience to 

a globalised one. In order to actualise the goal of reaching an audience-based 

outside Nigeria, the industry requires the use of the veritable tool known as 

subtitle. Unfortunately, the art of providing a subtitle to accompany a movie 

is one aspect of the Nigerian film experience that appears to have been left 

behind in the remarkable evolution story. An audience who is a non-

Nigerian-English speaker is often confronted with easily identifiable errors 

in the structure of the subtitle texts which sometimes results in misleading 

expressions. The consequences of doing a shoddy or hasty job with the 

subtitle that accompanies the dialogue in a Nigerian produced film include 

frustrating the audience’s patronage and leaving them with a negative 

impression about the movie. Hence, a movie producer may have a great story 

to tell, an ensemble of experienced actors, and the most sophisticated 

technical equipment. However all these will amount to nothing if the movie 

subtitle is poorly executed. 

The Scope and the Limitation of the Study 

The central focus of this chapter is to analyse the syntactic structure of 

English subtitles as they are presented in some Yoruba movies. The research 

explores structural and grammatical elements in the subtitles that are 

generally misleading to non-Yoruba-speaking viewers of Yoruba movies. I 

will show through the analysis of sample data set from randomly selected 
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movies that there is sometimes a communication breakdown when elements 

used in a translation/subtitle are misrepresented. I should point out that the 

goal of this chapter is not to use my skills as a linguist to malign or criticise 

the efforts of all hard working Yoruba movie subtitlers. Rather, it is my 

contribution to the global acceptability of the Nigerian movie industry in two 

important ways: first, it is a reminder to subtitlers that there is no room for 

shoddiness in their profession. Absolute care needs to be taken to ensure that 

the syntactic structure of a subtitle and the intended meaning of the 

construction are accurately represented. 

The chapter also highlights the existence of Nigerianised forms of 

expressions in the English language otherwise known as Nigerian English. 

The non-Yoruba viewer needs to be aware that certain renditions of the 

subtitles that accompany many Yoruba movies should not be interpreted as 

they appear on the surface. Some of these translations or subtitles are either 

ambiguous or culture specific, and only initiates in the Nigerian English and 

the Nigerian culture will understand such expressions. 

An Exploration of Relevant Literature on Subtitles 

Audio-visual translation consists of three main methods, namely, Dubbing, 

Subtitling, and Voiceover. Both dubbing and voiceover are different from 

subtitling on the simple basis of written text. Baker and Hochel (1998, p. 74), 

cited in Ghaemi and Benyamin (2010, p.39) describe subtitling as “…visual, 

involving the superimposition of a written text onto the screen.” It is a textual 

representation of the dialogue and other linguistic information of the actors 

in the movie (Diaz-Cintas, 2003). On the qualities of subtitles, Gamal (2009, 

p. 10) makes use of the term “syntactic fatigue” to describe a situation where 

the syntax of the subtitle is neither cohesive nor coherent.  Chen (2004) 

identified two important principles of subtitles, namely, brevity and clarity. 

The subtitle must succinctly represent the main essence of the dialogue in a 

concise and clear construction. There is a paucity of published research on 

the syntactic/semantic representations of subtitles in Nigerian home videos. 

A diligent search only revealed the academically stimulating work by 

Andrew Ali Ibbi (2014), subtitling in the Nigerian Film Industry, Informative 

or Misleading. Ibbi draws attention to the fact that the subtitles that 

accompany Yoruba and Hausa movies are sometimes misleading. This study, 

therefore, furthers Ibbi’s remarks by taking a practical approach towards 

identifying and analysing the syntactic/semantic trappings that are evident in 

the subtitles of selected Yoruba movies. Every argument put forward in this 

paper will be accompanied by data to support the analysis. 
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The English Language as the Language of Subtitles in Yoruba Movies 
The reader must be aware that the English language does not only play the 

role of Nigeria’s official language, it is also used in almost every aspect of 

Nigerians’ daily experience. “The English language is the one unifying 

language in Nigeria, a country with about 550 distinct languages” (Blench, 

2012, n.p). Yoruba movie producers continue to aspire to reach a wider 

audience beyond their primary Yoruba viewers. One practical step towards 

actualising this aspiration is through the provision of subtitles to accompany 

their movies. Like any true business venture, a time-trusted knowledge is that 

more audience equals more revenue, influence, and recognition.  Hence, the 

only language available to these movie producers towards achieving their 

ambition is the English language.  

Having provided the reader with the background necessary for a task 

like this, it is imperative to outline the structure of this paper. In the following 

sections and subsections (where necessary), I will provide a breakdown of 

aspects of the grammatical analysis of English subtitles of Yoruba movies. 

In sections (7 & 8), I show a distinction between simple typographic errors 

in subtitles and apparent grammatical errors. Because the focus of this paper 

is on the apparent errors, I will further distinguish between errors that are 

culturally unique to the Nigerian English language experience, and errors 

that are as a result of the poor language skills of the subtitler. 

Trappings of the Nigerian English in Yoruba Movie Subtitles 

It is well known that the horizontal spread of the English language has given 

rise to variants of the standard lect. One of the numerous dialects of the 

Standard English is the Nigerian English. From the phonological to the 

syntactic (including semantic) levels, it is obvious that the English language 

in Nigeria has been heavily influenced by language contact; that is, one 

involving English and some of the Indigenous languages in the country. At 

the phonological level, it is commonly attested that speakers of the Nigerian 

English, irrespective of their academic or professional attainment, cannot 

differentiate between syllables with short vowels and those with long vowels. 

For instance, the words full and fool are pronounced as [fu:l] “fool,” or the 

words live and leave, both are pronounced as [li:v] “leave.” This is because 

most Indigenous Nigerian languages consist of syllables which have equal 

length. Another example is the absence of the interdental fricative sound /th/, 

with its voiced [ð] and voiceless [Ɵ] counterparts. Words with the /th/ sound, 

for example [ðæt] ‘that’ and [Ɵæŋk] “thank,” are commonly1 pronounced as 

[da:t] and [ta:ŋk] respectively. 

                                                           
1It is common to find educated Nigerians who make an effort to produce the interdental 
sounds in guarded utterances. However, in unguarded moments, they tend to revert to 
the corresponding substitutes, namely, /d/ and /t/. 
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At the syntactic/semantic levels, there are several trappings of the 

Nigerian English in the structure of subtitles in Yoruba home videos. 

However, it is noteworthy that these so-called manifestations are not 

restricted to only movies produced in Yoruba. They are also commonly 

realized in Nigerian movies produced in English. For instance, in the 

Nigerian movie Moms at War (2018) directed by Omoni Oboli, available on 

NETFLIX, the character, Amara, says the following line in a dialogue:  

(1) “Ma, Bayo sabotaged himself in the test. I’m not going again” 

(Moms at War, 00:58:14).  

The second part of the example, “I’m not going again” typifies a 

Nigerian English construction. At the surface, a non-Nigerian English 

speaker will interpret the word “again” as used in the construction as a 

repetition of an earlier experience. It is assumed that the speaker had been to 

an aforementioned place in time and does not want to repeat the journey. 

However, according to the movie, the character, Amara had never been to 

London. Hence, she cannot say that she will “not go again.” In the context, 

the adverbial “again” does not modify the act of going, rather, it refers to an 

earlier agreement. That is, she is no longer agreeing with what had earlier 

been agreed upon by everyone in the context. The intended meaning of the 

construction is shown in example (2) below: 

(2) “I am no longer agreeing to go.” 

Syntactic/semantic nuances as exemplified above are simply a direct 

imposition of the structure and meaning of Indigenous Nigerian languages 

on English. For instance in Yoruba, it is commonly acceptable to say Mi ò lọ 

mó,̣ which can be directly translated as “I’m not going again.” 

Even then, the Yoruba example is ambiguous, having two possible 

interpretations. It could mean that the subject is refusing to return to a 

previously visited place, or that the subject is no longer agreeing to an earlier 

arrangement. Note that the emphasis is not on the surface element expressed 

by the main verb, “going,” but on the whole expression relating to an (earlier) 

agreement. 

Redundant non-Misleading Errors in Subtitles   

Simple Typographic Errors 

Typographic errors are not an evidence of a lack of proficiency in the target 

language. They are mainly the product of shoddiness on the part of the 

subtitler. Having said this, I will overlook such errors, and I will not focus 

on them in my analyses. Although typographic errors may also lead to 

misleading constructions, most times, non-Yoruba-speaking viewers of 

Yoruba movies are still able to understand the information contained in the 

English subtitle, thereby overlooking the typographic error. The construction 

in (3) below is an example of a redundant error in a subtitle.  
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(3) *“She the way she looks, she already looks like her carbon copy” 

(Ibale (Virgin), 2019; 00:03:39). 

The intended construction, including the use of the appropriate punctuation, 

is shown in (4) 

(4) See the way she looks; she already looks like her carbon copy. 

As a side note, it is important to note that the use of the phrase carbon 

copy in examples (3) and (4) above may lead to a misleading situation, 

especially to a non-native speaker of the English language. The phrase, 

carbon copy, still features strongly in the Nigerian-English lexicon, even 

though it may not be commonly used in other varieties of English in recent 

times. Perhaps, the reason it still features in the Nigerian-English can be 

traced to the country’s late arrival to the digital world where carbon copies 

are an obsolete technology. Moreover, the expression, namely, carbon copy, 

is idiomatic. Idioms are usually an aspect of language whose true meaning 

non-native speakers of the target language find the most difficult to 

understand. The simple meaning of carbon copy as used in the context 

simply means to bear a resemblance to, or a replica. Therefore, the subtitler 

must resist the temptation to make use of idioms in the subtitle.  

Errors with the Choice of Tenses 

Even though tenses play a vital role in the understanding of a sentence or 

discourse with regards to time referent, sometimes, tense may become 

redundant when dealing with subtitles. A viewer may still be able to 

understand the expression even when there is ungrammaticality as a result of 

an error in the choice of the form of the tense. Examples (5) and (6) are 

parallel examples involving the use of the past tense form of the modal 

auxiliary, “would” instead of its present tense form “will.” 

(5) *“I would be there till the end of next month” (Ale Omo Oba, 

2019; 00:03:04). 

(6) *“Let me check it. I would call you back immediately if I’ve seen 

it” (00:04:06). 

Note that both sentences (5) and (6) are not reported speeches, but 

dialogue lines in which the speakers try to relate the future time. Therefore, 

the constructions must have the future-present referent marked by “will.” 

The examples are re-rendered as (7) and (8) below: 

(7) I will be there till the end of next month. 

(8) Let me check it. I will call you back immediately *if I’ve seen it. 

Note also that the underlined conditional clause in example (8) needs 

to be revised for grammaticality. The subtitler should make use of either the 

past simple “saw” or present simple “see,” rather than the past perfect “have 

seen.” 
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Another example involving the wrong use of tense is shown in example (9) 

below: 

(9) “You told me my wife will be okay if she uses it for two months 

and would see the result” (Ariran, 2019; 00:12:16). 

In the subtitle, character A tries to remind character B of something 

that the latter had said earlier. Therefore, the expression must be stated with 

the past time referent. However, the subtitler is inconsistent with the use of 

tenses in the construction. Both the future tense marker “will” in the 

complement clause and the verb “uses” in the conditional clause should be 

expressed in the past simple tense as “would” and “used” respectively.  

There are two more noticeable errors in example (9). The first is punctuation, 

namely, the lack of a comma to separate the conditional clause and the 

following clause brought together by the coordinating conjunction “and.” 

The second is an error in clause structure, namely, the absence of a 

pronominal subject referent to help realize an independent clause. The entire 

construction is revised as (10) below: 

(10) You told me that my wife would be okay if she used it for two 

months, and we would see the result.  

Although there is an elliptical gap in the construction in example (9) 

which was corrected in example (10), the meaning of the expression as a 

whole is not lost. Hence, the problems highlighted in the example are all 

redundant, with little or no implication on the understanding of the subtitle. 

A similar example relating to a wrong choice of tense is found in the movie 

Omo Odo Okurin (2019), directed by Oladele Matti: 

(11) “I would retire in two years and I’ve vowed that I would enjoy 

myself within that time” (Omo Odo Okunrin, 00:11:36).  

The problem with example (11) is the use of the wrong tense in the first 

clause. The event that the speaker refers to is expected to happen in the 

future. Therefore, the modal auxiliary should be expressed with the present 

tense form - “will,” rather than the past tense “would.” A re-rendering of the 

construction is shown in (12) below: 

(12) “I will retire in two years, and I’ve vowed that I would enjoy 

myself within that time.” 

However, in spite of the identified grammatical error in the construction, a 

non-Yoruba-speaking audience will still understand the meaning of the 

statement.     

Other Misleading Constructions that may be Overlooked 

Apart from typographic errors and wrong choice of tense, another class of 

constructions that may be overlooked by the viewers include constructions 

in which a missing punctuation mark is not enough to create a misleading 

construction. The example (13) below is that kind of expression: 

(13) “That house is too expensive for 16 million. At most they should 

accept 11 million” (Ibale (Virgin), 00:06:08).  
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Although a comma should have been inserted right after the lead-in 

adverbial “At most,” this error may be overlooked because the meaning of 

the message is clear.  

A similar example is (14) below in which the incorrect use of punctuations 

does not affect the meaning of the subtitle. 

(14) “I told them I will pay ten million, I increased it to eleven million 

and they still declined” (Ibale (Virgin), 00:05:57).  

The use of the wrong punctuation, a comma, instead of a period or 

semicolon to separate the complex sentence “I told them I will [sic] pay ten 

million…” from the other half of the construction may also be overlooked by 

the audience because the meaning of the expression is clear. Secondly, the 

absence of a comma to separate the two independent clauses brought together 

by the conjunction “and,” also does not lead to a misunderstanding of the 

subtitle.   Finally, even though the conjunction “and” is used instead of the 

more appropriate adversative marker “but,” as exemplified in (15) below: 

(15) …I increased it to eleven million, but they still declined. 

The intended meaning of the subtitle is still clear to the non-Yoruba-

speaking audience. 

Furthermore, the non-Yoruba-speaking audience of Yoruba movies may also 

overlook constructions in which the meaning of the expression can be easily 

deduced from the subtitle even when the sentence is somewhat misleading. 

In such constructions, the audience can easily infer the meaning of the 

subtitle. An example is taken from the movie, Ibale(Virgin) (2019), produced 

by Rabiu Adeola:  

(16)  “My friend, what’s the outcome from those people?” (Ibale 

(Virgin), 00:05:42) 

In the construction (16), the theme is implied, namely, the outcome 

of X. The word “outcome” as used in the example must combine with a 

prepositional phrase introduced by the preposition “of.” The object of “of” 

is the theme (represented by X in example 17 below). The prepositional 

phrase “from those people” is merely an adjunction; hence, it is redundant.   

(17)  “My friend, what’s the outcome [of X] from those people?” 

Another example that supports the fact that the meaning of a subtitle 

can be inferred from the context by the audience in spite of an obvious 

subtitle error is taking from the movie, Iya Oja Onijibiti (2018), directed by 

Kola Ajeyemi.  

(18)  “We thought that people use that to fraud, instead of doing 

that we should meet people who will be willing to help (Iya Oja 

Onijibiti, 00:08:19). 

There are supposed to be two sentences rather than one in the subtitle. 

The errors in the construction include the use of the wrong element as the 
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object of the to-infinitive. Secondly, “to fraud,” as used in the subtitle is 

apparently intransitive, which leads to more problems with the construction. 

Thirdly, there is the lack of a comma to separate the introductory dependent 

clause: “…instead of doing that…” from the remaining part of the 

construction which include the main clause and a relative clause. A re-

rendering of the subtitle is presented in (19) below: 

(19) We thought that people use that to defraud other people. 

Instead of doing that, we should meet people who will be willing to 

help. 

However, in spite of all the identified grammatical errors in the 

subtitle, the non-Yoruba-speaking audience can still understand the 

information in the subtitle.  

Apparent Grammatical and Semantic Errors: Misleading the Viewer 

Having established that the purview of this paper is not about highlighting 

every known error, including typographic and redundant punctuations in the 

English subtitle of movies produced in the Yoruba language, the remaining 

part of the paper will focus on core syntactic errors that lead to constructions 

that may be adjudged as misleading. The following subsections are devoted 

to identifying, analysing, and suggesting a correction of the original 

misleading expression.   

Misleading Subtitles Involving Verbs or Verbal Expressions 

In the movie, Sekeseke Ife (2019), directed by Abiodun Olanrewaju, the 

inappropriate use of the verb “to be” in the construction may be misleading 

to some viewers as exemplified in (20) below: 

(20)  “If you don’t hands off, I will make sure you be in trouble” 

(Sekeseke Ife, 00:03:50).  

It is interesting to note that the character Bode in the movie prefers 

to use the non-conjugated form of the verb “to be” in the dialogue. One 

plausible way to explain the phenomenon is to posit that there is an 

imposition of an element of the Nigerian-Pidgin-English on the Standard 

English. That is, verbs in the Nigerian Pidgin are never conjugated. They 

remain in their bare form with any pronominal subject and in any time 

referent in which they are used: present, past, or future. Furthermore, the use 

of the bare form of the verb “to be” in the example indicates a shift in code 

(code switching) from Standard English to Nigerian Pidgin. 

Standard English:   “If you don’t hands off, I will make sure….” 

Nigerian Pidgin: “…you be in trouble.” 

Furthermore, example (20) is misleading because of the use of the idiomatic 

phrasal verb hands off. The phrase is ambiguous, hence, misleading. A better 

way to re-render the expression is to ensure that the expression is clear, as 

shown in (21): 
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(21)  If you don’t desist, I will make sure you are in trouble. 

Only audiences who understand the verb conjugation system of the English 

language know that the verb “are” in (21) is conjugated from “BE.” 

Another example in which the wrong choice of verb distorts the intended 

meaning of the expression in the subtitle is shown in example (22).    

(22)  “You cannot goahead of your destiny” (Gbaremu, 2019; 

00:27:11).  

This construction is misleading. The collocative relationship that 

exists between the verb “go” and its phrasal particle “ahead” does not 

indicate a race-like, competitive sense. The verb “go” and its particle 

“ahead” combine better when used in an imperative or declarative 

construction where one person orders or instructs the other to go ahead in a 

non-competitive movement towards a goal. However, the semantic 

implication in example (22) tells a different story. According to the sentence, 

there is an apparent competitive race between the subject and his/her destiny. 

Since the latter explanation is the intended meaning, one simple way of 

correcting the error is to use the verb “to get,” combined with the particle 

“ahead.” Therefore, the correct expression is shown in (23) below: 

(23)  “You cannot get ahead of your destiny.” 

The choice of the wrong verbal expression may also lead to a misleading 

subtitle. An example of this is found in the movie, Iya Oja Onijibiti (2018), 

directed by Kola Ajeyemi.   

(24)  “May you also meet your helper and not witness kidney 

problem” (Iya Oja Onijibiti, 00:14:13). 

The misleading element in the subtitle is the verbal “not witness.” 

The expression is a prayer for a generous benefactor. By using the verbal 

“not witness” instead of an appropriate verb destroys the intended meaning 

of the expression. The petitioner’s request is that the benefactor be spared 

the agony of kidney disease. Hence, a more appropriate verbal expression in 

the context will be “not experience” or “not be a victim of,” or “not be struck 

with.” A re-rendering of the subtitle will read as (25) below: 

(25) “May you also meet your helper and not experience kidney 

problem.” 

Misleading Punctuations 
Some scholars argue that punctuations are not necessary to the understanding 

of the information contained in subtitles (Chen 2004). I have also shown that 

this claim may be true in section (7.3) of this chapter using authentic 

examples. However, in some constructions, the presence or absence of 

punctuation marks may affect the structure of the sentence, leading to a 

misleading construction.  
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(26)  “Let’s not do away with a serious issue, how about you and 

your wife introduction2?” (Ibale (Virgin), 00:06:20)  

Example (26) shows a lumping together of two types of grammatical 

expression by function, namely, a declarative and an interrogative, without 

the appropriate punctuations. The subtitler made use of a comma instead of 

a period to mark the termination of the declarative construction before the 

introduction of the interrogative. These errors give the construction a 

misleading reading because the viewer may interpret the entire construction 

as a question. The expression should have read as follows: 

(27)  “Let’s not do away with a serious issue. How about you and 

your wife’s introduction?” 

Issues with Negation 

The absence of a relevant negative marker in a subtitle can result in a 

misleading expression. The negator element in a subtitle is never redundant. 

The negative marker when used in a discourse helps to establish the polarity 

that exists between two opposing ideas. It may be used to mark the difference 

between what is true and what is not.  

(28)  *“Am I the only one at fault that we can bear a child” 

(Ariran, 2019; 00:28:42).  

The example (28) above is misleading, and it is not the intended 

meaning of the expression. The husband and wife in the story are lamenting 

their inability to bear children of their own. A non-Yoruba-speaking viewer 

who depends on the subtitle to keep up with the story will be confused by the 

content of the subtitle. The second misleading issue with the example is the 

absence of a question marker at the end of the statement to indicate that it is 

a question. A re-rendering of the expression will read as follows (29): 

(29)  Am I the only one that is at fault by our inability to have 

children? 

  

                                                           
2This is the first stage before the wedding, where the intending couple introduce each 
other to their respective family members.  
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Misleading Semantic Elements  
1.1.1. Ask vs. Tell 

The semantic difference between the verbs “ask” and “tell” is sometimes 

difficult for speakers of English as a second language to differentiate. Yoruba 

speakers of English often tend to use the verb “to tell” in the speech 

situations where “tell” or “ask” is required. The reason for this is that while 

the Yoruba language has the verb sọ “to tell,” the closest it has to the verb 

“to ask3” is bè ̣“to beg” or “to plead with.” One other semantic implication 

of using “tell” is that it has a confrontational or instructive sense.  

(30)  “I told him to be patient that I don’t have yet and he started 

raising his voice….” (Ibale (Virgin), 00:01:41). 

The intended meaning as far as the expression in the dialogue (30) is 

concerned, is neither confrontational nor instructive, but one of appeasement.     

Apart from the “ask” / “tell” problem, there are other problems with 

example (30) relating to ungrammaticality and sentence structure. First, the 

word “yet” as it occurs in the expression cannot function as the object of 

“have.” Secondly, the adversative element “but” should have been used 

instead of the conjunction “and.” The third problem relates to tense. There 

is no agreement in tense between the verbs in the construction. With all these 

in mind, we can attempt to correct the sentence as in (31) below. Note also 

that “yet” in (32) is adverbial, rather than a coordinating conjunction.  

(31) I asked him to be patient that I didn’t have it yet, but he 

started raising his voice….” 

Another instance of the misuse of “ask/tell” is in the following example from 

the movie, Ariran: 

(32)  “When you get to the filling station4, tell them you are going 

to Elder Fadogbon’s house” (Ariran, 00:21:47). 

Again, the context in which “tell” is used is neither confrontational nor 

instructive. It is therefore more appropriate to use “ask” instead. Another 

problem with the sentence involves the violation of the semantic feature 

known as animacy. A filling station is an inanimate object; one cannot give 

it an instruction or request an assistance from it. 

*tell them (the filling station) 

In order to fix the original sentence, the following operations have to take 

place: “tell” must be changed to “ask,” and it must be followed by an overt 

animate as the object of “ask.”    

                                                           
3This must not be confused with béèrè “to inquire” or with the interrogative bi “to ask.” 
Neither can be used to substitute sọ “to tell.” 
4Also known as fueling or gasoline station 
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(33)  “When you get to the filling station, ask anyone you find 

there for the direction to Elder Fadogbon’s house.” 

 

Misleading Prepositions 

The misuse of a preposition may also lead to a misunderstanding of the 

subtitle by non-Yoruba-speaking audiences. One commonly misused 

preposition is “to.” This is shown in examples (34) and (35). 

(34)  “In my lineage, we place a lot of value to 18th birthdays…” 

(Gbaremu, 00:07:40). 

(35)  “Whoever involves the police to a matter does not want the 

case to settle” (Mr. Kasanova (Oko Alagbere), 2019; 00:02:34). 

In example (34), the preposition “on” is more appropriate than “to.” Also, 

in example (35), the preposition “in” should be preferred to “to.” The 

question is, why the wrong choice of preposition? Again, we can trace the 

origin of the error to the influence of the Yoruba language on English. 

Yoruba speakers would rather use the directive preposition sí “to,” rather 

than the locative lé “on” in the same environment. Similarly, Yoruba 

speakers would make use of the directive phrasal construction sí inú *“to 

interior,” that is, the directive preposition combining with a nominal object. 

The phrase sí inú can be reduced to just the directive preposition sí “to.” In 

other words, Yoruba does not have a dedicated word for the locative 

preposition “in.”  Both sentences are re-rendered as (36) and (37) below:  

(36)  In my lineage, we place a lot of value on the 18th birthdays…  

(37)  Whoever involves the police in a matter does not want the 

case to be settled. 

 

The order of the Constituents of a Phrase - Possessive 

The order in which the constituents of a phrase occur will determine whether 

the statement is misleading or not. If a modifier occurs in the wrong position 

in relation to the modified, the situation will result in ungrammaticality, and 

it may also be misleading. The example in (38) below shows this:  

(38)  *“If I slap you with my both hands you will see my palm 

signs” (Ibale (Virgin), 00:02:59). 

First, the indefinite pronoun, “both” cannot be used to split the possessive 

pronoun and the word which it modified, namely, the possessed. The numeral 

“two” is better suited in the context, but not another pronoun. Secondly, the 

expression “…you will see my palm signs” is misleading to a non-Nigerian-

English-speaker. What the character meant by the expression “my palm 

signs” is simply the imprint or impression of one’s palms/fingers on both 

sides of the victim’s face in the event of a double-handed slap across the face. 

The sentence can therefore be re-written as in (39): 
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(39)  If I slap you with both my hands, you will see the impression 

of my palms on your face. 

 

Misleading Subjectless Clauses 

From the movie, Gbaremu (2019), directed by Adebayo Tijani, the use of a 

subjectless clause leads to a misleading subtitle. This is shown (40) below: 

(40)  “…if you don’t stop hidding [sic] money, will send you 

away” (Gbaremu, 00:14:49). 

The first identified issue with the construction is the misspelling of 

the verb “hiding.” One can make the case that the error does not have any 

implication on the meaning of the word as used in the context. The main 

trouble with the construction is the lack of an overt subject, whether a full 

noun phrase or a pronoun in the second clause. Note that the first clause, 

which can be interpreted as both conditional and introductory in structure, is 

correctly separated from the apparent main clause by a comma. However, a 

subject is required for the main clause to prevent a misleading construction. 

The problem is further compounded by the fact that the subject must be 

specific (not a dummy slot-holder).  The viewer must depend on his or her 

close attention to the dialogue to know the identity of the subject in the 

context. One thing that is clear is that the subject is animate and most likely 

human, someone capable of sending the object, marked as “you” in the 

construction away. Hence, a re-rendering of the expression is presented in 

(41) below: 

(41) …if you don’t stop hiding money, I will send you away. 

 

Other Misleading Constructions Relating to Grammar 

In this section, I present other misleading constructions from selected Yoruba 

movies that require some clarification.  

Misleading attribution 

In example (42) below, taking from the movie, Iya Oja Onijibiti (2018), 

directed by Kola Ajeyemi, there is the attribution of a profession to the wrong 

character. 

(42)  “A friend of ours is in the hospital, she wants to perform a 

surgery…” (Iya Oja Onijibiti, 00:12:07) 

Based on the storyline and the dialogue, the sentence is misleading. 

From the way the subtitler frames the line, it gives the impression that the 

speaker’s friend is a doctor who is about to perform a surgery on a patient, 

and not that his/her friend is the one who is ill in the hospital and waiting for 

the doctors to perform a surgical operation on him/her.   
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Misleading Positioning of an Argument 

A subtitle can be misleading if the arguments of a verb are placed in the 

wrong position of the verb. The subtitle (43) below shows the wrongful 

juxtapositioning of the argument of the verb “donate.” 

(43)  “We have found someone that will donate her a kidney and 

we are almost getting the money we need” (Iya Oja Onijibiti, 

00:12:32). 

The verb “donate” in the construction is a ditransitive verb that 

requires two arguments as its object, namely, theme and recipient. However, 

there is an order to the occurrence of both arguments. If the order is violated, 

the construction will not only be ungrammatical, it will also be misleading. 

The preferred order is for the theme to occur right after “donate,” and 

followed by the recipient (i.e., Verb-Theme-Recipient). A re-rendering of the 

construction with the proper order of the arguments is presented in (44): 

(44)  We have found someone that will donate a kidney to her, and 

we are almost getting the money we need. 

Misleading ’ 
If there is a breakdown of parallel structures in a construction, such an error 

can lead to a misleading subtitle. The example (45) shows this.    

(45)  “If someone walked up to you, harassed you and gave her 

money, what will you do?” (Iya Oja Onijibiti, 00:14:06). 

The subtitle (45) above, lacks clarity. This is as a result of the failure 

to maintain parallel structures through the sentence. The part of the sentence 

“…gave her money…” is not parallel with the preceding first two structures, 

“…walked up to you” / “…harassed you…”. In order to save the subtitle, a 

major operation needs to be performed. This will require the introduction of 

a relevant parallel structure to support the preceding ones. A possible 

alternative to the subtitle is presented in (46):   

(46)  If someone walked up to you, harassed you, and pressured 

you to give her money, what would you do? 

Other misleading constructions relating to semantics 

This section explores other misleading subtitles relating to meaning. 

Although certain aspects of the construction may also contain some 

grammatical errors, or errors relating to punctuation or other writing 

mechanics, the focus is on how certain elements in the construction may 

affect the overall understanding of the subtitle.  

(47)  “We never stopped praying. We don’t know the day, God 

would hear our prayer” (Omo-Odo Okunrin, 00:03:21).  

There are three problematic issues with the construction (47): first, 

the comma after “day” is unnecessary; second, the present tense form of the 
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modal auxiliary “will” should be used instead of the past tense form 

“would”; third, and most importantly, the use of the verb “hear” in the 

construction. This is a semantic error. A petitioner always lives with the 

assurance that the petitionee heard his or her petition at the point that it was 

made, even if the request were made to an unseen entity. With people of 

faith, the petitioner will continue to tender the petition until the desired 

response is received. In order words, it is generally believed among people 

of faith especially that the petitionee has already “heard” the petitioner, but 

he is yet to grant the petition/prayer. Hence, a more appropriate verb in the 

context will be “answer” or “grant.” The subtitle is re-rendered as (48): 

(48)  We never stopped praying. We don’t know the day God will 

grant our prayer. 

The subtitle in (49) below is even more interesting with regards to how the 

meaning of the construction is distorted due to faulty information structure. 

(49)  “By the time I go in and still meet her here, you and your 

mother will be in trouble” (Ariran, 00:15:26). 

Based on the subtitle, the speaker signifies his imminent relocation 

from point A to B, while leaving the referent “her,” including others in point 

A. However, there is nothing in the construction that indicates that the 

speaker will return from point B to point A, and hope that the referent “her” 

will no longer be present at point A. The subtitle can be made clearer as 

shown in (50): 

(50)  “By the time I go in, come back, and still meet her here, you 

and your mother will be in trouble.” 

Conclusion 

There is no doubt that the art of adding subtitled translations to movies is 

rewarding but challenging in the sense that it requires expertise in the field 

of translation studies, proficiency in both the source and target languages, 

and a knowledge of linguistics, especially in the field of syntax and 

semantics. These skills are necessary in order to concisely march the 

structure of the source language to the target language without impeding 

meaning. Since it is rare to find an individual with all three abilities, namely, 

translator, native speaker, and linguist, the best way around the problem is to 

treat every subtitle project as a team work effort. The tables below show a 

permutation of different subtitling situations, such as ideal, manageable, and 

impossible. 

As Yoruba movie producers and directors continue to contend for 

space in the already saturated world of home videos, it is paramount that they 

invest more in the area of subtitling. The audience’s patience will wear thin 

if the subtitles that accompany movies are misleading, irrespective of the 

quality of the video or the plot of the story. Even though this study is a 
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practical effort at examining and analysing the syntactic structure of English 

subtitles as presented in Yoruba language movies, further research on the 

subject is necessary, supported by copious data, for a more robust analysis. 

Also, it will be interesting to study the evolution of Yoruba-English subtitles, 

looking at how subtitlers have come of age in their profession. It will be 

interesting to see how regional varieties of the English language are 

showcased in the renditions of subtitles. 
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Cultural and spiritual violation has left indelible 

imprints on the collective psyche and sense of 

identity of the peoples, a process that was 

ensured through savage repressions of cohering 

traditions by successive waves of colonising 

hordes. Their presence was both physical and 

abstract. Their mission was not merely to 

implant their own peoples on any lands whose 

climates were congenial—East and Southern 

Africa—but to establish outposts for surrogate 

controls where the environment proved 

physically inclement (Soyinka, 1981,pp. 41-42). 

Understood in the context of the African cultural revival, Wole Soyinka’s works 

deconstruct positions of African worldview and indicate a distinct historical 

consciousness that recounts the affliction Africa suffered from hegemonic power 

systems. Demonstrating “the situation of writing in history” (Said, 1980, p. 25), 

Soyinka’s “affective and cognitive” is conditioned by the plight of the collective 

experience, his works, the product of changes in socio-political life and what Said 

(1980) terms “the technology of the word” (p. 25), individualist and atomic while at 

the same time relative to socio-political change. Not a “catalytic” enterprise triggering 

the creativity of a writer, colonialism is a deep assault on consciousness of a writer. 

The artist, in the African context, is a chronicler of experiences and the voice of his 

own vision. His or her complex set of attitudes which drive creative art into denials or 

assertions involves varied dimensions of power; and when ideological associations 

discard theoretical and praxiological action that employs cultural entities to elevate its 

existence, political motivations are appropriated.  

The Lion and the Jewel is the story of a village school teacher, 

Lakunle, who courts the most beautiful woman in the village of Ilunjinle, 

Sidi. Representing the mimic of the West, Lakunle is the key to the 

interrogation of postcolonial identity by the playwright-who mirrors an 

emblematic of the colonial/postcolonial changeover, allows us to examine 

the making of a postcolonial identity and the structural schema at play, 

embedded in the character, contributes to the decolonial process in Africa. 

Linkages between the imperial structure and the traditional African society 

are subtly varied by the consumption and rejection of modernity. Moreover, 

it is not easy to severe the structural influences on the identity of the 
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postcolonial. As a process, postcolonialism permeates the characters who 

contribute to the making of a “modern” Africa. Lakunle is one example of 

how this situation evokes a ragged, split identity torn between tradition and 

modernity.  

Here it is important to note that the postcolonial interrogative notion 

of identity argues for a “reaction against determinisms, it presents free-

floating events; refusing to fix identity in structural categories, it essentialises 

identity through difference; resisting the location of power in structures or 

institutions, it diffuses it throughout society and ultimately dissolves it” 

(Coronil, 1992, pp. 99-100). Soyinka’s postcolonial critique assumes a 

reactionary position which eventually interrogates determinism as that which 

subdues the innate eminence of the other generated through a fastening of 

identities. The resistance offered by the (African) tradition is an untailored 

process which fabricates identity, disseminated through the society reflecting 

the imperial essentialising hand offering prospects to interrogate the making 

of the postcolonial identity. 

The part played by traditional culture in contemporary Africa also 

contributes greatly to understanding of postcolonial African identity. 

Grounded in his Western education, Soyinka imbues the play with the spirit 

of Africanness by integrating episodes, themes and thoughts that are true to 

Yoruba community within African dramatic practices. Colonisation entails 

conflict between cultures. In The Lion and the Jewel, it is language that 

differentiates between the development brought in by colonial forces and the 

native’s belief that tradition is backward. “Baroka and Sidi through her 

decision, ultimately express allegiance to precolonial ways and values, a 

message that is echoed in the use of indigenous methods of communicating 

identity” (Weiskopf-Ball, p. 7). 

As the vehicle of truth, decolonialised language communicates the 

play’s theatricalisation of power.  While the English language strengthened 

colonial borders by enforcing itself upon a diverse collective of people, the 

choice of English as a medium, in which write about postcolonial condition, 

displays impracticability of recognising Soyinka’s audience via a colonial 

language. Using decolonialised language, Soyinka configures a “mythic 

inner world” that encompasses existential and epistemic polemics, the 

personal and collective. In short, collective history is affective of reality and 

consciousness as expressed through mythic worlds: “What we call the 

mythic inner world is the psychic substructure and temporal subsidence, the 

cumulative history and empirical observations of the community. It is 

nonetheless primal in that time, in its cyclic reality, is fundamental to it. The 

inner world is not static since it is constantly enriched by the moral and 

historic experience of man” (Soyinka, 1980, p. 35). Soyinka’s “mythic inner 

world” is predictable and inconsistent yet assimilated within the lives of 

those who bear the consciousness of their existence. Moreover, Soyinka 
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considers the “aesthetic matrix” as his foundation of creative inspiration. 

Creativity affects his critical response to the configuration of cultures and 

endorses critical eclecticism as the possibility of every “productive being.” 

Accordingly, the association between technology and mythic consciousness 

relates to the identity of a self that functions through the disconnected and 

the inexplicable. Mythical consciousness, thus, is a progressive relationship 

between human beings and an imaginary world.  

Accordingly, Soyinka supports the “Africanisation” of English in 

order to articulate that which is not innately English. The systematic 

development of a revolutionary resistance to colonial language is a 

configuration of a general medium of communication. During imperial rule, 

the formal education of colonial subjects was restricted by the concerns and 

standards of European center. Language became a means of enslavement by 

which imperial cultures countered organic indigenous cultures. Soyinka 

defines African postcolonial identity through a conceptual framework that is 

situated in a constant questioning of orthodox conceptions of identity. He 

thus offers a new idiom or language of apprehending postcolonial African 

identity. “His particular mode of cognition is animated by a commitment to 

the historicisation of the postcolonial contemporary and a relocation of its 

problematic within a symbolic order grounded in an indigenous 

mythopoesis, but one that is equally engaged dialectically with Western 

culture and knowledge”. (Msiska, 2007, p. xv). 

Under the guise of imperial responsibility to inform the coarse 

subjects, language, the key to European epistemology/knowledge, played an 

important role in shaping the identity of the natives for their own ‘good.’  

The coloniser’s language impressed thoughts and a particular world view 

upon the natives. Soyinka marks postcolonial differentiation via the 

peculiarity produced by frictions of cultural shifts occurring in the city and 

the much valued traditional systems of the country. Soyinka highlights this 

cultural identity-distinction through the language he employs: the modern 

language of the colonised of the colonised city and the metaphoric and the 

simple language being inherent in the natives who lock horns. It is revealing 

that Lakunle is “dressed in an old-style English suit…. His tie is done in a 

very small knot, disappearing beneath a shiny black waistcoat.  He wears 

twenty-three-inch bottom trousers, and blanco-white tennis shoes” (Soyinka, 

1968, p. 3). The village leader, Baroka, is first seen “in bed, naked except for 

his baggy trousers, calf-length” (Soyinka, 1968, p.25) and Sidi, a young 

woman, enters “[balancing] the pail on her head with accustomed ease. 

Around Sidi is wrapped the familiar broad cloth which is folded just above 

her breasts, leaving her shoulders bare” (Soyinka, 1968, p. 3). Soyinka’s 

graphic description of the central characters involves postcolonial cultural 

and identity adherences contributing to urban and rural postcolonial 

differentiations. 
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In the Lion and the Jewel, Soyinka dramatises African aesthetics 

through ritual and festival dances involving local deities. The play “controls 

the aesthetic considerations of ritual enactment and gives to every 

performance the multi-level experience of the mystical and the mundane” 

(Soyinka, 1980, p. 2). Soyinka is rigorous in his explorations of subversive 

historical material. In order to philosophise historical materialist influences, 

Soyinka constitutes singular dramaturgic schemes incorporating textual 

techniques. Soyinka’s language inflicts an ambivalent worldview to execute 

individuality. The difference between the self and the enforcing culture is the 

play’s dialectic between the authorial self and narration. Consequently; 

This generates the familiar problem of the 

transition from fundamentally oral to literary 

cultures; and in so doing it gives rise to that 

peculiar privacy which is associated with the 

written and persistent text, a privacy associated 

with a new kind of property in texts, a new kind 

of authorial authority, a new kind of creative 

persona. It is easy to see now that, in generating 

the category of the individual in the new world of 

the public published text, in creating the private 

“metaphysical” interiority of the author, the 

social-historical situation tears the writer out of 

his social-historical perspective—the authorial 

“I” struggles to displace the “we” of the oral 

narration. (Appiah, 1979, p. 251).  

Throughout, The Lion and the Jewel blends the pleasant and factual 

flavor of African rural life in the colonial context of development which 

envisages the transformation of the cultural psyche in the era of 

decolonisation. Throughout, a sense of growth and development 

accompanies an essential transition and transformation as Soyinka 

interrogates “the overzealous embracing of Western values by Africans aids 

in the process of creating the sort of cultural symbolic arbitrary which 

postcolonial Africa needs for its productive and distinctive development” 

(Msiska, 2007, p. 46). This “symbolic arbitrary” blends colonial suppositions 

and postcolonial interrogations making a creative plinth for cultural 

transition in The Lion and the Jewel which takes a dim view of mimicry and 

“instrumentalist hybridity” as indicators of postcolonial progress. While 

presenting the consequences of the postcolonial cultural mimicry, “the 

complete evacuation of tradition and a grotesque capitulation to the powers 

of Western modernity,” (Msiska, 2007, p. 46) Soyinka offers a reduction that 

clears off the decolonial process while imbuing the natives with a 

transformatory note. Referring to the mythical and archetypal elements that 

veil behind the existential aspects of African rural life, Soyinka presents 
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within a web of discourses, the intersubjective nature of identity that contests 

and lays bare the transgressive binary oppositions presented by coloniality.   

Notably, the social vision Soyinka creates in the play is the African 

world views. Remarkably, he assumes a social role in creating a secular 

social vision based on African metaphysics. The authorial self in The Lion 

and the Jewel does not directly involve or intrude the narrative but 

interleaves itself in the interstices of the text. It affects the play’s history by 

representing a space of individual inquest that is conjectured as a response to 

nationalist development through subjective experience. To restore the 

assurance of the self located within language as a sense of undetermined 

history, the narratives restrain linear progress. People are “historical objects 

of a nationalist pedagogy” paving way for an authoritarian discourse founded 

on a historical source. The subjects undergo the process of signification 

veiling their ingenious presence to reveal existential principles as reciprocity. 

When an artist illustrates truth relative to that of a nation, it turns the actual 

events. “What he ultimately intends to embrace are in fact the cast-offs of 

thought, its shells and corpses, a knowledge which has been stabilised once 

and for all. But the native intellectual who wishes to create an authentic work 

of art must realise that the truths of the nation are in the first place its realities. 

He must go on until he has found the seething pot out of which the learning 

of the future will emerge” (Fanon, 1970, p. 181). 

Lakunle’s arbitrary and inconsiderate modernity is presented as a foil 

to the “strategic inhabitation of modernity” symbolised in the traditional 

leader, Baroka. Eldred Jones (1973) calls Lakunle ‘the half-baked 

Westernised African” (p. 24). Lakunle “proposes a superficial, naïve, and 

pretentious view of progress, modernity, and Westernisation as a counter 

approach to what they consider the unmodern backwardness of African 

village life” (Jeyifo, 2004, p. 106). Moreover, “Lakunle represents not 

western culture but only hollow Westernisation, not real but only the image” 

(Ramachandran, 1990 p. 201). Within imperial efforts to Westernise Africa 

and the resistance to modernity is the making and unmaking of Lakunle’s 

identity. The emptiness that Westernisation has created in Lakunle alters his 

self into the other embarking on a journey of futility. Throughout this 

journey, Lakunle loses his identity as a man, and the disjunction of the 

African and the modern creates splintered identities that illustrate the fluidity 

imposed by the imperial on the colonised. Baroka’s position is credible 

because it plays a curative role that counters the surfeit of Lakunle. Baroka, 

however, lacks the self-sacrificing commitment essential to strengthen 

tradition. His “occupation of the space is in the service of a narrow ideology 

of individualism rather than a broader one of communal regeneration. In this 

manner, the Baroka’s instrumentalist hybridity is revealed as an illusory 
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resolution of the conflict between tradition and modernity” (Misiska, 2007, 

p. 46). 

Cultural conflict depicted in the Lion and the Jewel also critiques 

masculine subjectivity fabricated by the two different cultural formations, 

satirising modern masochistic masculinity and distorted traditional 

manhood. Attempting to win over the village beauty Sidi, the village school 

master offers his westernised masculinity, pledging to introduce her to the 

western culture. However, “his knowledge of this culture is based on a literal, 

confused and even uncritical adoption of ideas he has merely picked up from 

his undiscriminating reading of anything Western” (Misiska, 2007, p. 47). 

Confronted by Western modernity, Lakunle’s mind assumes an emptiness 

that accepts every supposition uncritically: 

Lakunle:  The scientists have proved it. It's in my books.  

   Women have a smaller brain than men  

   That's why they are called the weaker sex.  

Sidi:   [throws him off.]  

   The weaker sex, is it?  

   Is it a weaker breed who pounds the yam 

   Or bends all day to plant the millet  

   With a child strapped to her back?  

Lakunle:  But don't you worry. 

In a year or two you will have machines which will do your pounding, 

which will grind your pepper without it getting in your eyes. (Soyinka, 1968, 

pp. 4-5). Lakunle’s conception of womanhood is at once conformist and 

progressive. In Lakunle, one finds “the construction of a “self” that is 

mimetically unrepresentable precisely because its representation, or rather its 

representability, is beyond the horizon of presently available or formalised 

linguistic, artistic, generic and ideological frames” (Jeyifo, 2004, p. 16). 

However, his standpoint, when viewed through the postcolonial lens, 

“enables a critical interrogation of colonisation” (Kasule, 2009, p. 20) and of 

his thought and behaviour. He displays a nineteenth century rational and 

scientific world view which associates intelligence with brain. His views, 

however are derived from an unreflective reading of the literature, 

underscoring colonial views that the natives are inferior and his 

ineffectiveness in forming a radical ideological standpoint. These views 

“demonstrate the way in which the reduction of oppression to a single 

discursive location can itself lead to the production and support of other 

forms if inequality” (Misiska, 2007, p. 47). 

Soyinka situates Lakunle midway in the decolonial process between the 

African tradition and impending modernity making the discursive location 

the natives’ conversation which characterises the hybridity which contributes 

towards their social inequality. “The playwright is skeptical about attributing 
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an essential efficacy to technology that posits it as beyond the meditation of 

human interest” (Misiska, 2007, p. 47). In The Lion and The Jewel, Lakunle’s 

view of this machinery explains the superficiality of colonial authority. His 

language reflects both authoritarianism and ambivalence of colonialism, and 

in particular, colonialism’s incapacity to simulate itself productively within 

the “colonised subjectivity.” The scientific world view also generates 

ambivalence in himself, as Lakunle has assimilated the notion of civilisation 

and barbarism that informs colonial formation. Unlike Lakunle, Sidi “does 

not want to come out of the conventional ideologies. She does not know that 

she is marginalising herself for the ideologies of the society” (Ramachadran, 

1990, p. 46). When she asks him to pay bride price to marry her, he says that: 

 A savage custom, barbaric, out-dated, 

  Rejected, denounced, accursed, 

  Excommunicated, archaic, degrading, 

  Humiliating, unspeakable, redundant 

 Retrogressive, remarkable, unpalatable. (Soyinka, 1968, p.7). 

Deprecating his culture, he “suffers from externally induced fantasies of 

redemptive transformation in the image of alien masters” (Soyinka, 1968, 

p.xii). The fondness with which Lakunle imagines the cutting down of trees 

to make parks appropriate for romance reflects a social imaginary that 

disables reality, denies the self and is a “distorted valorisation of alterity”. In 

Baroka, one finds the symbol of insurmountable masculinity, Sidi tells 

Lakunle: 

 Out of my way, book-nourished shrimp.  

 Do you see what strength he has given me? 

 That was not bad. For a man of sixty, 

  It was the secret of God's own draught  

 A deed for drums and ballads.  

 But you, at sixty, you'll be ten years dead! 

  In fact, you'll not survive your honeymoon . . .   (Soyinka, 1968, pp. 

63-64). 

Perhaps, here, Soyinka presents us with Lakunle’s supposed 

intelligentsia, and on the other, traditional physical prowess and “privileging 

of sexuality” of Baroka. Appropriately, both come from different discursive 

locations. Lakunle sees Baroka as a “voluptuous beast”; as one who “loves 

this life too much,” Baroka reminds us of his “cultural conservationist 

project” uses to entice Sidi. He is a paradigm for positive hybridity:  

 I do not hate progress, only its nature  

 Which makes all roofs and faces look the same.  

 And the wish of one old man is  

 That here and there, (Soyinka, 1968, p. 52). 
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It is not surprising that Lakunle can not impress her when he says: “Sidi, 

I seek a friend in need. An equal partner in my race of life” (Soyika, 1968, p. 

8). The ambivalence of postcolonial modernity is defeated at the feet of 

African tradition. Challenging the idea of self in relation to the other at the 

wake of postcolonial era, The Lion and the Jewel examines postcolonial 

identity in making. Affirming the self and the other through the lead 

characters of the play, Lakunle, Baroka, and Sidi, enforced situations of 

imperialism reveal that the making of identity in the postcolonial era is itself 

an ambivalent process. Restoration of the ‘traditional’ in relation to the 

existential modernity illuminates the fantasy of power and sexuality 

available via the marginal presence of ‘I.’ As symbols of power and 

sexuality, Lakunle and Baroka offer versions of postcolonial differential 

identity which express tremendous changes that create cultural fissures via 

the fixing of world views. The truth-value transformations and displacements 

of colonial dislocation which tarnish cultural identities are fragmented and 

reflected in “the stereotype of the native fixed at the shifting boundaries 

between barbarism and civility; the insatiable fear and the desires…” 

(Bhabha, 1994, p. 41). In Lakunle, Baroka, and Sidi, it is possible to observe 

the gaps between and the overlapping of temporal and spatial, local and 

global, and traditional and modern boundaries. Vascillating between fixity 

and fluidity, articulation of the postcolonial self occurs in these spaces. For 

example, Lakunle’s acceptance and propagation of modernity creates an 

aversion in the mind of Sidi which in itself is a symbolic of reassurance of 

the traditional. Sidi preferring Baroka over Lakunle comes as a blow to the 

culturally revolutionizing exhortations rendered by Lakunle. Though the 

play does not directly deal with the colonial depersonalization language of 

coloniser-colonised binary, it lays bare the postcolonial ontological 

implications, dilemmas, and imbalances. Through these inferences, Soyinka 

builds the postcolonial self, involved in the process of transition and 

transformation. These cultural challenges presented by Soyinka are not, as 

Bhabha (1994) suggests, towards the postcolonial “state of emergence” that 

“challenges its historicist idea of time as a progressive, ordered whole” (p. 

41). ‘Time as a progressive ordered whole’ emerges in the portrayal of 

characters who are true to the tradition and history that evolves. Through the 

interweaving of power and sexuality, this emergence challenges the 

estrangement of the “Enlightenment idea of ‘Man’” and the existential 

intelligibility of authoritarian epistemology that is handed over to the 

postcolonial. The postcolonial existential and epistemological undergoes 

remarkable changes to contain modernity within tradition, but the 

postcolonial, ostentatiously educated, male/masculinist identity in Lakunle 

undergoes complete alienation from Sidi and Baroka. This identity emerges, 

on the one hand, as the “evocation of freedom” and, on the other, the 

assertion of an emergent postcolonial differential identity/idea of the self. 
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Furthermore, “Soyinka’s artistic assertiveness and aggressiveness 

toward individual freedom and amelioration of individual status quo 

apparently reek of what purists may call Marxist or Communistic, he seems 

to fit more snugly into what one may call “a free thinker” (Iji, 1991,p. 20). 

The process of free thinking is dialectically presented in The Lion and the 

Jewel. Soyinka’s intent to present a free mind and a colonially-preoccupied 

mind presents a Marxistic progressive outlook which satirises the 

developmental modernity embodied by the natives. The developmental 

modernity imbibed by Lakunle is representative of the postcolonial 

differential identity. Bhabha (1994) opines that “from within the metaphor 

of vision complicit with a Western metaphysic of Man emerges the 

displacement of the colonial relation” (p. 42). It is within such a displacement 

that Lakunle’s making of the self is trapped—inevitably linking the past into 

the present and envisaging a renewed future.  At once “dismembered and 

dislocated,” Lakunle’s identity undergoes a thorough dissection in front of 

Sidi and Baroka, for each of his supposed modern notions not only faces 

severe cross-examination but also fail to win the heart of the village beauty. 

For Lakunle, “the social virtues of historical rationality, cultural cohesion, 

the autonomy of individual consciousness assume an immediate, Utopian 

identity with the subjects on whom they confer civil status” (Bhabha, 1994, 

p. 43). Because Lakunle’s rationality imposes a culturally renewed sense of 

existential contexts rejected by tradition, the Utopian identity proposed by 

the colonial modernity fissures the identity of the natives. The intention to 

civilise Sidi with Lakunle’s modern ideas results only inn alienating his own 

identity in which the “otherness of the Self [is] inscribed in the perverse 

palimpsest of colonial identity” (Bhabha, 1994, p.44). Wedged in the 

apprehension of stipulation and desire, the possible shadow that emerges 

because of the ambivalence of identification between the historic condition 

and the existential implications provides nothing but a “paranoid fantasy of 

boundless possession” (Bhabha, 1994, p.44) and exchange of a hypocritical 

image of being. The ambivalence of Lakunle’s postcolonial identity calls for 

self-reflection in the constant negotiation of culture and the self.  

In the play understudy, history becomes a debilitating narrative of a 

voyaging self in a detached space, “the irrevocable pattern of all mythic 

time” (Adorno and Horkheimer, 1979, p. 48). The playwright’s insistence on 

mythical consciousness in relation to a rational world view is a radical 

revamping of ideological obstacles established as limits of selfhood. Placing 

rational heroes within a language is a challenge to the notion of identity 

induced through language which forms alternative possibilities to the identity 

he seeks. In short, Soyinka’s encounter with ideologies and ideological 

categories reaches beyond the known through language. Pristine in its 

essence, language discards the fragile boundaries of particularisation, 

aesthetic, and the affective. Soyinka recognises that a socially-directed 
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examination of the dynamics and process of myth on the day to day 

affectations of lives distinguishes a consummate paradigm of “radical shift 

in critical language” (Soyinka, 1980, p. 133). Language is a “paradoxical 

employment” of a “system of socially-agreed-upon significations,” because 

language does not act as a means of communication but as patterns of distinct 

activities like “articulation and meaning” (Soyinka, 1980, p. 133). The 

language of literature or criticism circumscribes “multiple levels of internal 

operations of basic cognitive and their triggering social agencies, a matrix of 

latent and activated meanings which add to our problems of apprehension by 

acting in a self-constitutive way” (Soyinka, 1980, p. 133). Language operates 

not only with a specific (linguistic) function but also assumes a socially 

embodying function dealing with “the operation of social cogs within the 

code of meanings; the engagement of gears within a cluster of codes of 

meanings; the actual intent of language from one matrix and coupling it to 

another in social operation” (Soyinka, 1976, p. 133). Consequently, language 

imparts “socially active meaning.” Power, on the other hand, is incomplete. 

It cannot be reductive or forced to induce an ideal: “Like music, power lacks 

completion, cannot be quantified or reduced to the language of historicism: 

It stands outside history. It reaches out constantly towards a new repletion, 

towards indeed an essentially concept of the Ideal” (Soyinka, 1980, p. 140). 

Africa’s colonial legacy has left an indelible influence on Soyinka’s 

writing. Therefore, to salvaging history and the future through narrative 

becomes essential from the writer’s perspective. Because colonial power 

operates throughout history, permeating into/at all stages of socio-political 

and economic progress affecting human beings in private and public, sub-

cultures, existing in homogeneous society, fashion and establish their own 

linguistic devices. “This phenomenon is more dramatic, more self-conscious 

in the case of cultures which have a very distinct sense of being ‘dominated’ 

because of institutional differentiations of physical differences. There 

emerges a distinct commitment to a linguistic device which characterises 

itself as a tool of resistance” (Soyinka, 1976, p. 31). 

Thus, African culture is self-embedded with mythologies are 

reciprocal to everyday life. It is sated with personal mythologies which are 

political in nature. Under dominance, these mythologies are inter-knitted to 

form social interactions and narratives of existence. Such social experiences 

are structures of feeling that are separate from linguistic constitutions, which 

are not promptly accessible. “For structures of feeling can be defined as 

social experiences in solution, as distinct from other semantic formations 

which have been precipitated and are more evidently and more immediately 

available. Not all art, by any means, relates to a contemporary structure of 

feeling. The effective formations of most actual art relate to already manifest 

social formations dominant or residual, and it is primarily to emergent 

formations (though often in the form of modification or disturbance in older 
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forms) that the structure of feeling, as solution, relates” (Williams, 1977, pp. 

133-134). 

Challenging supremacist sensibility in The Lion and the Jewel, 

Soyinka frees himself from close and consolidated association to the system 

of value he upholds. His individualised quest for identity is enmeshed within 

the composite nature of his perceptions of Nigerian culture and society.  

Soyinka’s ideas about power and counter-power propose a logical course 

past the mythological suppositions of an effortless equity between epistemic 

systems and the spatial politics. His intervention in public space challenges 

Nigerian politics, pointing out the ramifications of a corrupt and unjust 

political system which inflicted irrevocable harm and proposing that 

unprecedented measures should be exercised to protect the people from the 

peril that “stems from the zone of power” (Soyinka, 1980, p. 56). However, 

power, in the African context, continues to be a “dominant trope”: “[t]he 

theme of power, in the play, is one that remains all too pertinent to a 

continent, which, having freed itself from colonial tyranny, still finds obliged 

to contend with a renewed colonisation, from within. Inevitably, its 

occupants, confronted with the bane of repetition, must ponder what it is that 

invests the human psyche with “the need to dominate others, irrespective of 

race, state of development of environment, and with a continuing blindness 

to the lessons of history” (Soyinka, 1980, p .3). As Soyinka himself observes, 

questions remain: “What it is about power, one continues to question, and its 

antithesis, freedom that locks both in such a seemingly unending struggle, 

making that struggle, in my estimation, a prime candidate for the motive 

force of history?” (Soyinka, 1980, p. 3). Execution of power in its “banal or 

evil form” smothers the oppressed to thwart their freedom. Power, one must 

conclude, is the antipode of freedom and autonomy of self. 

Cultural differences, it seems, function as an emphatic totality of 

epistemic perspectives relating and guiding the particularity of the other in 

resisting dominance. Recurrence of congruities moves towards strategies that 

serve as an estimation of power and fashioning of subversive spaces. “The 

aim of cultural difference is to re-articulate the sum of knowledge from the 

perspective of the signifying singularity of the ‘other’ that resists totalisation-

the repetition that will not return to the same, the minus-in-origin that results 

in political and discursive strategies where adding-to does not add-up but 

serves to disturb the calculation of power and knowledge, producing other 

spaces of subaltern signification” (Bhabha, 1994, p. 312). Viewing the text 

as a “translation of culture,” Okepewho argues that Soyinka locates a world 

view that explains the afflictive association between tradition and imperial 

culture that challenges the tradition. The play invokes a consciousness of a 

specific instant in history but instills a drifting continual presence. Therefore, 

it becomes inevitable, for Soyinka, to present the challenge that is universally 

knitted, a conflict between human beings and Nature. Experience is complex, 
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so is the language of art. The authorial self of Soyinka interrogates the 

fictional self: “Did you have to sneak home like a thief in the night? 

Clearly, Soyinka’s self is different from that of his authorial self that 

experiences Nigerian political and cultural disorder. The authorial self 

intersects the narratives through the interstices of the text embedding 

significant silences that augment the language. Negation of narratives to 

offer answers allowings the text to be open, the space rendered by the text, 

therefore, is personally determined. It is a personal interrogation on the 

socio-cultural and nationalist progress that determines identity through 

subjective experience positioned within language to unsettle the 

development of history. The fictional self, on the other hand, is a paradox 

mirroring his self-reflexive pilgrimage through complex and diverse 

temporal/spatial categories presenting various detours of self-discovery. 

Offering alterity to formal history, Soyinka, the author, recounts the process 

of asserting the doubling of the self as a subject of discourse. The exposure 

of silencing is a space of self-fashioning and restoration. 

Soyinka locates the non-identical as a foundation of the perceptible 

in fiction and discourses that shape fiction. By representing the discourses 

through a visible self, the prospects of selfhood offer perspectives on the 

historical fashioning of selfhood. The possibility of a self that positions itself 

outside the domain of discourse is nonetheless present through the fictional 

creation. Soyinka’s idea of splintered identity is a response to nationalist 

discourse because “every nation tries to believe something about itself which 

is never true. The image is always different from reality” (Katrak, 1986, p. 

138). Fictionalising cultural realities through discursive creations bestows 

perceptibility through supplementary progression of the inexplicable. The 

creative possibility of an imposing national discourse is reliant on 

recognition of an ensemble of realities. Cultural shades and practices of 

nationalism are contingent “arbitrary historical inventions” (Gellner, 1983, 

p. 56). When the writer can no longer write his conscience and function as 

social conscience, he/she discards him/herself completely from being a 

critical chronicler and a “postmortem surgeon.” The writer should not be 

distracted by universal concerns that might spread out to blot humanity. The 

authorial self interrogates the progressive trope of social cohesion distributed 

among theories of culture and community. Soyinka’s snub of progressive 

trope to include the exposition of nationalist narratives positions the space 

he designates as an artist to bind the citizens, who are historical subjects of a 

nationalist pedagogy positioned in a discourse of an authority that is 

constituted through signification demonstrated in a reproductive process. 

In conclusion, the postcolonial plenitude of the vision presented by the 

colonial self disrupts the establishment of the cultural other easily 

influencing the postcolonial self. The differentials confronted by the 

postcolonial existential propositional space of representations present to us 
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an objective vision of the colonial self that disrupts the ego and the identity. 

Thus, the question of postcolonial differential identity is neither the 

affirmation of a pre-given identity, nor a self-fulfilling prophecy, but–as 

Bhabha (1994) notes, the production of an image of identity and the 

transformation of the subject in assuming that image (p. 45). In The Lion and 

the Jewel, Soyinka’s attempt to fabricate the splintered postcolonial 

identities into an artistic whole is an instance of how the influence of imperial 

power permeated society to engrave differentials in the postcolonial 

identities which is in the making. 

References 

Adorno, T. & Horkheimer, M. (1979). Dialectic of enlightenment. Munich:  

Verso. 

Appaiah, K. (2001). Myth, literature, and the African world. In: B, Jeyifo  

(ed). Perspectives on  Wole Soyinka: Freedom and complexity. 

pp.157-171 Mississippi: University Press. 

Bhabha, H. (1994). The location of culture. New York: Routledge. 

Coronil, F. (1992). Can postcoloniality be decolonised? Imperial banality  

and postcolonial power. Public Culture (5): 99-100. 

Gellner, E. (1983). Nations and nationalism. Basil: Blackwell. 

Iji, E. (1991). Understanding Brecht and Soyinka. Ibadan: Kraft Books. 

Jeyifo, B. (2004). Wole Soyinka. USA: Cambridge University Press. 

Jones, E. (1973). The Writing of Wole Soyinka. London: Heinemann. 

Kasule, S. (2009). Counter discourse in Wole Soyinka’s ‘Revision’ of  

Euripides’ The Bachhae”  Perfformio, vol.1 (1): 15-27. 

Katrak, K. (1986). Wole Soyinka and Modern Tragedy: A study of dramatic  

theory and practice. NY: Greenwood Press. 

Kumar, N. (2010). Marginalisation in the select plays of Wole Soyinka. In:  

K, Balachandran. (Ed). Critical Responses to Commonwealth Literature 

pp.41-48 India: Authors Press. 

Msiska, M. (2007). Postcolonial identity in Wole Soyinka. Mumbai:  

Rodopi. 

Ramachandran, C. (1990). Structure within structure: An analysis of Wole  

Soyinka’s The Lion and the Jewel. The Journal of Commonwealth 

Literature. (25): 199-203. 

Said, E. (1980). Literature and society. USA: John Hopkins UP. 

Soyinka, W. (1976). Myth, Literature and the African World. London: UP. 

Soyinka, W. (1981). The critic and society: Barthes, leftocracy and other  

mythologies. Black American literature forum, Vol. 15 (4): 133-146. 

Soyinka, W. (2005). Interventions I. Ibadan: Bookcraft. 

Weiskopf-Ball, E. (2011). Identity recovery after collision: Recovering  

identity through Language in Postcolonial Drama. Journal of integrated 

studies. (2): 1-10. 

Williams, R. (1977). Marxism and Literature London: OUP. 



 

36 
 

 

Film and Campaign against Gender-Based 

Violence in Africa: A Study of Ijé: The 

Journey 
Taiwo Afolabi Ph.D.  

And  

Stephen Ogheneruro Okpadah 

Introduction 
The intersection of the arts and law has been prominent even though this 

interdisciplinary exploration has received little attention in scholarship. The 

arts have been used in creating critical consciousness and collective actions 

around issues of social justice that has root in fundamental human rights. 

Artists have taken their practices to stage campaigns against oppression and 

foster social transformation. Art forms have become witness to and have 

testified against unlawful human practices. It has also become an avenue to 

uphold the rule of law, raise awareness about legal provisions, and engender 

participation which provides perspective that might potentially influence 

policies and its implementation. Arguably, since the law and by extension, 

the court of law has failed the people because it has become a tool for 

perpetuating hegemonic tendencies, artists have situated their works as sites 

of adjudication to garner undeniable evidences and public support on diverse 

legal matters. 

The MeToo movement successfully raised global consciousness on 

sexual harassment and sexual assault. The MeToo movement that began and 

went viral in October 2017 as a hashtag on social media emerged from an 

attempt to demonstrate the widespread prevalence of sexual assault and 

harassment, especially in the workplace. This resulted in sexual-abuse 

allegation against Harvey Weinstein in the United States. It was not as if 

reported incidents of sexual assault, rape and sexual harassment were new, 

rather considering the shame and social stigma attached to such sensitive 

matters, many victims of sexual assault tend to remain silent. Among other 

engagements, the movement refocused our attention to taking issues around 

sexual assault serious. For instance, the authors of this study have had female 

students confide in us about male lecturers’ sexual assault, but they were 

unable to speak out due to the consequences. It is the silence around this evil 

act that has continued to feed its growth especially in cultures where 

patriarchy is normalised. Like cancer, it has eaten deep into different aspects 

of the society including the entertainment industry. There have been rumours 

of numerous cases of sexual assault in Nollywood-the Nigerian home video 

film industry, but no one comes out to speak because of the fear of what 

could happen to them. In their bid for stardom, budding actresses give in to 
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these sexual advances to gain major and minor roles in films. Cases of 

homosexual assault on budding actors are also not a rarity.  

Also, it is not a coincidence that an industry that has been plagued 

with sexual immorality, flirtation and inappropriateness has harboured both 

perpetrators and victims of sexual assault. While sex for gratification in the 

film industry remains recurrent, it has also created space for the exploration 

of this subject in Nollywood. Issues of sexploitation and exploitation of the 

female gender are part of the concerns of gender and legal discourse. In 

Africa and Nigerian in particular, numerous laws have been put in place to 

curtail the rise in the culture of rape and sexual exploitation. For example, 

activists such as Dr Oby Ezekwesili and Chimamanda Adichie have 

championed female gender, and socio-cultural movements to reveal the 

exploitation and marginalisation of the woman as well as the excesses of the 

male on the female gender. Ezekwesili’s Bring Back Our Girls (BBOG) 

movement which she originated in the wake of the kidnap of 225 female 

students at Chibok Girls Secondary School, Borno state in 2014 by the Boko 

Haram insurgents was geared towards pressuring the government to initiate 

negotiations that would facilitate the release of the kidnapped girls. 

Considering cases such as the vicious kidnap of the Chibok Secondary 

School girls and the reported rape of women in the oil-rich Niger Delta 

region by Nigerian soldiers, it is observed that laws that are supposed to be 

protective of women seem to be ineffective. In fact, there remain thousands 

unreported cases of rape and harassment of girls and women in different 

sectors such as post-secondary institutions, entertainment industry and 

workplace. 

Recently, Nigerian cineastes such as Genevieve Nnanji, Stephanie 

Okereke-Linus and Chineze Anyaene have joined the global movement for 

true liberation of the African women. Through their artistic endeavours, they 

have taken on the task of speaking in accordance to the African Women 

protocol-a legal instrument which stands to protect women’s rights 

recognised and guaranteed in all international human rights’ legal 

instruments. These filmmakers do not only entertain their audiences, they 

engaged the film medium to advocate the plight of the African woman at 

home and in diaspora. One of such artistic endeavour in the campaign against 

injustice against women is Chineze Anyaene’s film, Ije: The Journey-which 

garnered numerous accolades locally and internationally. The reason for its 

popularity stems from the fact that it is the first transnational Nollywood film 

to fully capture the plight of the African woman at home and abroad. Against 

this backdrop, this study investigates broadly how the medium of film raises 

awareness on the African women protocol with focus on issues of sexual 

harassment, gender equality, women liberation and gender-based violence 

among others, with special reference to Anyaene’s Ije: The Journey (2010). 
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Gender-based Violence: The African Woman in Context 

Gender-based violence is not only about focusing on the presence of warfare 

or violence situated within cultural rituals, such as female genital cutting, it 

is concerned with violence on an interpersonal and intimate level (Wies and 

Haldane 2015, p. 12). Studies have considered the culture of rape, policies 

and the connection between gender-based violence to tradition and the state 

at large (Sanday 1982; Counts, Brown, and Campbell 1992). Spotlight has 

been shone on the female gender especially because of the bias and 

dominance of patriarchy. The discourse therefore includes domestic 

violence, social suffering, and how women’s experiences intersect with state-

imposed structures of inequality and violence in past and present histories 

(Wies and Haldane, 2015, p. 11). 

In Africa for example, discourses on gender-based violence span 

different epochs. For instance, the woman and her place in Africa can be 

examined in precolonial, colonial and postcolonial contexts. In other words, 

while the definition of the precolonial African woman differs from the 

colonial woman, the latter is also disparate from the postcolonial woman. 

Many African societies still subjugate women to various forms of 

oppression, taboos and injustice. This dates back to centuries ago. As far 

back as history records, from ancient to modern times, women across the 

world have continued to suffer one form of abuse or the other” (Sarki, 2015, 

p. 212). History attests that man has subjugated the woman to his will, used 

her as a means to gratify his selfish desires, “meet his sensual pleasure, be 

instrumental in promoting his comfort; but never has he desired to elevate 

her to that rank she was promoted to fill” (Adebayo, 2012, p. 11). 

The World Health Organisation’s findings published in 2005 shows 

that the scale of violence against female in many countries is significant, and 

the scope of the problem is varied and complex. Central to WHO’s 

submission is systemic inequality against women. In fact, it argued that 

inequality against women can be unconstitutionally institutionalised because 

some laws in different countries are biased against the female gender (2005). 

The WHO study contained 24,000 interviews from 10 countries across the 

globe and the findings motivated diverse initiatives to better tackle gender-

based violence. In a follow-up report by WHO in 2014, the report reiterated 

intersectoral responses to the issues of gender-based violence (WHO, 2014). 

 To a certain extent, issues that bother gender-based violence have 

been depicted in literary genres. The dehumanisation of women by the male 

counterpart is the focus of numerous literary and theatrical engagements that 

reflect life in Africa before the colonial experience. For instance, Rider 

Haggard’s pro-imperial masterpieces She, King Solomon’s Mines, Allan 

Quatermain are paradigms of the politics of patriarchy in precolonial Africa. 

Joseph Conrad’s Heart of Darkness and Joyce Cary’s Mister Johnson (Alao, 

2005, p. 12) are also examples of this political dimension. Some of Chinua 
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Achebe’s literary pieces also reveal this process. In Arrow of God and his 

magnum opus, Things Fall Apart, Achebe creates women who are not only 

submissive to their husbands, but also exist for them. Okonkwo and the men 

of Umuofia see their wives as cooks, home caretakers and bed warmers. 

Their jurisdiction ends in the home and as such, they must not deliberate on 

issues that concern the community. The husband and wife in the master-

servant divide is fully articulated in Benson Omonode’s Shattered Dreams. 

Ogadie, a loafer husband believes his wife Enite must provide food for him 

even though he had not previously given her money to cook. The women in 

Buchi Emecheta’s Joys of Motherhood and Ama Darko’s Faceless are not 

different. These creative works among other things reiterate the idea that 

women are trained and forced to satisfy the sexual urge of the male folk. 

The hegemony of male over female has created an imbalance in the 

status quo, thereby culminating into various suppressive and oppressive 

tendencies in the society. For instance, the use of virgin maidens for ritual as 

spiritual pacification in certain tribes such as Yoruba and Igala, etc, in 

precolonial Africa also attests to the subjugation of the female gender. 

Furthermore, widows are sometimes-especially in Igbo societies in Eastern 

Nigeria, made to absorb the guilt of the death of their husbands. At the death 

of the husband, the wife’s hair is shaved. She is made to sit on ash to mourn 

her husband. Sometimes, she is made to drink the water gotten from the 

corpse to prove her innocence. She is also made to sit beside the corpse for 

days, without considering the health implications. For instance, in Zulu 

Sofola’s Wedlock of the gods, Ogwoma is forced to mourn her late husband, 

Adigwu. Ogwoma’s subsequent tragic end stems from her failure to observe 

the two-three months of mourning she is supposed to observe. In Bayo 

Adebowale’s Lonely Days, Yaremi suffers after the death of her husband, 

Ajumobi. She is subjected to choose another husband for herself at the red 

cap picking ceremony. Her refusal to choose a husband for herself leads to 

her excommunication from her community by the people. 

In Yoruba in Western Nigeria and Urhobo society in Southern 

Nigeria, young maidens go through the rigours and pains of circumcision. 

After the circumcision exercise, their bodies are further rubbed with 

camwood and made to dance with their bare breast flapping on their chests. 

This cultural practice which was prevalent in Urhobo land was very common 

in precolonial, colonial and early postcolonial times. “Similar practices in 

many African societies create spaces for child marriage” (Mbiti, 1973, p. 4).  

The woman in precolonial Africa is the one who must remain a virgin until 

she enters her husband’s house. If any sign of being deflowered reflects 

precursory to the husband’s consummating the marriage, she bears the 

disgrace as her father refunds the bride price to the groom. While it is 

imperative that she remains chaste until marriage, the man is free to engage 

in “all sorts of sexual exploits and marry as many wives as he wishes” (Mbiti, 



 

40 
 

1973, p. 40). Whenever there are problems of inability to get pregnant, the 

woman is believed to be the reason for such delays. She undergoes the agony 

of going from one medium to another, seeking solution for her predicament. 

Although the drum beat for women liberation, gender equality and 

female empowerment could be traced back to the precolonial era, its song 

has only become melodious in the postcolonial era. This era is characterised 

by the opening of new political spaces, emerging socio-cultural rejuvenation 

and the introduction of new critical theories such as feminism, subaltern 

postcolonial discourses among others. Feminist agitations in Nigeria have 

taken root in postcolonial Africa. For example, the Kenyan environmentalist, 

political activist, writer and Nobel laureate, Wangari Mathaai, brought the 

war against women suppression into the centre of her collected essays titled, 

Unbowed. Some of Brenda Fassie’s songs are also tailored towards the 

liberation of the black man and the black woman in particular. In the 

academia, Mary Kolawole and Omolara Leslie-Ogundipe have championed 

the course for a full-fledged scholarship in feminist discourse in Africa. This 

culminated into the appropriation of womanism, motherism, conservative 

feminism and other shades of feminism elaborated by them. 

Despite the growth of the feminist movement in Africa from the late 

1990s, it has not totally eroded the culture of chauvinism as African woman 

continue to suffer from the tradition of male dominance. Perhaps, this 

accounts for the poor participation of the women folk in the political terrain. 

Little wonder, it was not until the early 2000s that the first female president 

in Africa emerged-Ellen Johnson-Sirleaf only defeated George Weah in the 

general elections in Liberia after much criticism of Patriarchy in Africa. 

There is yet to be an African female Secretary General of the United Nations. 

A female president is yet to emerge in Nigeria. 

Moreover, women are objects of sexual assault, rape, and tools for 

money ritual in African societies. The recent numerous reports of the use of 

women undies for money ritual by ritualists in Nigeria fully attest to this 

claim. While chauvinists and propagators of patriarchy continue to proclaim 

that the woman is the weaker vessel, we must not forget the heroics of 

African women such as Idia in Benin5, Akpamre in Ekakpamre6, Queen 

                                                           
5Idia is a legendary powerful king mother in Benin kingdom, Edo state, Nigeria 
6Akpamre is a heroine of Ekakpamre, among the Urhobo people of Delta State, in Nigeria. 

She liberated her people from the shackles of oppression engineered by a giant in Olomoro, 

an Isoko man in Delta State 
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Amina of Zazzau7, Moremi of Offa8, Ransome Fumilayo Kuti9, Wangari 

Mathai in Kenya10 and the heroines of Aba11 in the Aba women riot. Despite 

these atrocities and injustices, there is a biding legal instrument that seeks to 

protect women’s right on the continent. The African Women Protocol is not 

only a binding legal instrument ratified by many African countries, it has 

become the pillar upon which women rights have been built. In the next 

section, we discuss this legal framework and situate it within the creative 

practice of film. 

Furthermore, the Protocol to the African Charter on Human and 

Peoples’ Rights on the Rights of Women in Africa12, better known as 

the Maputo Protocol, guarantees comprehensive rights to women including 

the rights to take part in the political process, to social and political inequality 

with men, to improved autonomy in their reproductive health decisions, and 

an end to female genital mutilation. The protocol is a binding legal 

instrument within the African member states. The protocol observed that 

women’s rights have been recognised and guaranteed in all international 

human rights instruments, notably the Universal Declaration of Human 

Rights, the International Covenant on Civil and Political Rights, the 

International Covenant on Economic, Social and Cultural Rights, the 

Convention on the Elimination of All Forms of Discrimination Against 

Women and its Optional Protocol, the African Charter on the Rights and 

Welfare of the Child, and all other international and regional conventions 

and covenants relating to the rights of women as being inalienable, 

interdependent and indivisible human rights. 

The Maputo protocol is designed to protect women (meaning persons 

of female gender, including girls) against harmful practices. By “Harmful 

Practices”, it refers to ‘all behaviour, attitudes and/or practices which 

negatively affect the fundamental rights of women and girls, such as their 

right to life, health, dignity, education and physical integrity’ (Article 1:g). 

For instance, Article 1:j states that “violence against women” means ‘all acts 

perpetrated against women which cause or could cause them physical, 

sexual, psychological, and economic harm, including the threat to take such 
                                                           
7 Queen Amina is a legendary Queen who ruled over the people of Zazzau in Northern 

Nigeria 
8 Moremi according to history, was from Offa, but married to a man in Ile-Ife in Western 

Nigeria. She liberated the Ife people from the menace of the Igbo soldiers. 
9Ransome Fumilayo-Kuti was from Western Nigeria. She is the mother of the late music 

icon, Fela Anikulapo-Kuti. During her life time, she fought for the right of women 
10 Wangari Maathai was a Kenyan environmentalist. She is well known for being an 

ecofeminist. 
11 The heroines of Aba are the women who fought and died during the Aba women riot in 

1929 
12Protocol to the African Charter on Human and Peoples’ Rights on the Rights of Women 

in Africa 
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acts; or to undertake the imposition of arbitrary restrictions on or deprivation 

of fundamental freedoms in private or public life in peace time and during 

situations of armed conflicts or of war’. 

The protocol contains 32 articles. Articles 1-25 contains the actual 

laws while articles 26-32 consist of procedural exigencies for the protocol. 

Summarily, article 1 defines terminologies; article 2-25 focus on the 

following respectively: elimination of discrimination against women; right 

to dignity, the rights to life, integrity and security of the person; elimination 

of harmful practices; marriage; separation, divorce and annulment of 

marriage; access to justice and equal protection before the law; right to 

participation in the political and decision-making process; right to peace; 

protection to women in armed conflict; right to education and training; 

economic and social welfare rights; health and reproductive rights; rights to 

food security; right to adequate housing; right to positive cultural context; 

right to a healthy and sustainable environment; right to sustainable 

development; widows rights; right to inheritance; special protection of 

elderly women; special protection of women with disability; special 

protection of women in distress; and remedies. 

The protocol may not have been understood by many people 

especially considering the fact that interpreting legal matters requires some 

sort of knowledge-base and technical know-how. However, its essence has 

been upheld through different means. For instance, in the Nigerian literature, 

we have many literary works that sought to address this anomaly. As we have 

identified earlier, there are many playwrights that have written to advocate 

for women’s rights. Musicians have also added their voices in the fight 

against the marginalisation and oppression of the female gender. In the film 

genre which is the focus of this paper, there have been commendable 

contributions to women liberation, particularly focusing on Articles 2, 3 and 

5 of the protocol: elimination of discrimination against women; right to 

dignity; and, elimination of harmful practices. Chineze Anyaene’s Ije: The 

Journey and Larry Zuka’s Eya Egangan and Oma are examples of films that 

raise awareness on harmful practices particularly rape and sexual abuse of 

women. “These films advocate for a society that is free from women 

oppression, harassment, repression and persecution” (Okpadah, 2018, 

p.261). The next section of the study focuses on Anyaene’s Ije: The Journey. 

The choice of this film stems from its incorporation of the African women 

protocol. 

Synopsis of Ije: The Journey 

The film Ije: The Journey is a story of two sisters, Anya and Chioma, two 

worlds colliding, and an unresolved murder. Both grow up in Oku village on 

the hilly countryside Eastern part of Nigeria. Anya always dream of 

travelling to the United States of America because it is a land of many 

possibilities. She seeks fame, glory and riches and believes that with her 
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ability to sing, she can strike gold only if she can travel to America. Years 

down the line, Anya travels to Los Angeles despite Chioma’s effort to talk 

her out of travelling and their father’s opposition against her venture. But 

then, life deals her an ugly blow. She marries her producer husband, Michael 

Michino who does not only rape her but brings other men to sexually defile 

her while he watches. One fateful night, there is a murder of Anya’s husband 

and two other men. Anya is the prime suspect and she is held in custody for 

allegedly killing them. Anya calls her sister Chioma in Nigeria who travels 

immediately to the US to rescue her sister. Chioma seeks the service of Julen 

Turner, an unproven attorney who has lost a high-profile murder case. 

Chioma’s attorney asks her to plead guilty for the sake of leniency because 

of her race. The case is between a rich white man and a black woman. 

Chioma’s tenacity turns her into finding every way to save her sister and she 

discovers that Anya does not want to speak the truth because of the stigma 

that goes with the experience of being raped and sexually assaulted. At the 

end of the narrative which is a court scene, she narrates her traumatic ordeal. 

The judge discharges and acquaints her. 

Discourse of Gender-based Violence in Ije: The Journey 

There have been other films that support eliminating discrimination against 

women. Terry George’s Hotel Rwanda and Antoine Faqua’s Tears of the 

Sun- two films set in war-torn Rwanda and Nigeria respectively, reveal 

women as tools in the hands of soldiers and rebels. In Faqua’s Tears of the 

Sun, the Biafran women are brutally dealt with by the Nigerian soldiers 

portrayed by the filmmaker as rebels. The Nigerian troops, amongst them 

child soldiers rape women and cut off their breasts to prevent them from 

breastfeeding their new born babies. It is interesting that there are men who 

also fight for women liberation from the subjugation of the men folk. 

Filmmakers such as Zeb Ejiro in The President Must Not Die, Teco Benson 

in Formidable Force and some Hollywood filmmaker’s who portray women 

as super heroines consciously and unconscious, are in support of the African 

women protocol. 

This study focuses on three articles in the Maputo protocol. Article 

2; elimination of discrimination against women; article 3; right to dignity; 

and article 5; elimination of harmful practices. The protocol focuses on 

different aspects of the woman’s life to fight for her right. Specifically, these 

articles of the protocol address socio-economic, cultural and political issues 

and how that affects women on the continent. For instance, the articles 

pinpoint areas such as education, legislative measures on female genital 

mutilation, scarification, medicalisation, human trafficking, sexual assault, 

and health etc on the continent. It is from this backdrop we examine how Ije: 

The Journey supports the protocol to address injustices that women face 

globally. It is important to note that although the protocol under analysis 

focuses on Africa, it has its roots in many legal instruments ratified 
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internationally. Also, the film under study addresses issues across multiple 

national borders because the vices and oppression against women did not 

only happen on the African soil, it also happened on the American soil. This 

film makes a bold statement as it recognises the universality of the injustice 

meted on the female gender in different parts of the world. Thus, Ije: The 

Journey presents what Frances Beale referred to as double jeopardy. It is an 

intersection of both racial and gender discourses. 

The film is multifaceted as it focuses on experiences of immigrants 

when they settle in a new country. It unveils injustices meted on Africans 

and people of colour in the West, as well as the rigours women go through 

in the hands of men. Another powerful narrative from a global context is the 

unfairness and injustices the female gender encounters; the daily struggle of 

being a woman across national borders. Anya had always craved for traveling 

to the United States of America right from childhood. She had always told 

her sister, Chioma about her ambition of going abroad. She sees America, 

the white man’s world as one that is devoid of pains. To Anya, America is a 

nation where women are not assaulted. It is characterised with peace, unity, 

harmony, excess money and gender equality. By the time she gets to the 

United States of America, she would have put behind her the experiences of 

sexual assault from her childhood. She had been raped and sexually assaulted 

but she cannot tell anyone because of the social stigma. The society points 

accusing finger at her (the victim) rather than punishing the perpetrator. 

Thus, for her to protect her dignity, she refuses to speak of the evil of the past 

and the present. Her husband does not only sexually assault her. He also 

brings other men to rape her while he watches. Anya who had previously 

experienced a rape attempt in Nigeria, becomes a victim of rape in the United 

States of America. 

According to Article 5 of the Maputo Protocol, there should be 

‘protection of women who are at risk of being subjected to harmful practices 

or all other forms of violence, abuse and intolerance’ because historically, 

women have always been the target of rebels and soldiers during crisis or 

war. In fact, reports of sexual assaults especially of soldiers on children and 

women are alarming. The case of Chibok girls in Nigeria is a clear example. 

It is also a known truth that during wars and crisis, women and girls suffer 

most. A film like Ije: The Journey is committed to women liberation from 

gender oppression and sexual assault. For instance, Anya decides to conceal 

the truth about her sexual molestation even though that costs her, her 

freedom. She prefers to go to prison even in the US because of the stigma 

that goes with being raped. At last she is vindicated but silence almost takes 

her to jail as she was hiding the truth so that people will not know she has 

been sexually assaulted. The film testifies to the ongoing global outcry 

against the dehumanisation of women. It is a clarion call for the re-
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humanisation of the African woman in the face of gender and racial 

challenges. Anya is the object of dehumanisation who must be re-humanised. 

Chioma represents the voice of an advocate and an activist who 

understands the law and fights to see justice being served. She goes to the 

United States of America to deter her sister from going to prison. Chioma’s 

action is in resonance with the content of the African Women protocol. The 

protocol is designed to protect women (meaning persons of female gender, 

including girls) against harmful practices. There are many ‘Anyas’ in Africa 

and in the world at large who will go to any length to seek for justice. The 

women protocol calls for the states and its actors to promote the liberation of 

the women folk from the grips of chauvinism. In Ije: The Journey, there are 

many actors who worked together for women liberation. Other women also 

agitate for the release of Anya. For instance, from the genesis of the case, 

Patricia Barone, a white female lawyer decides to defend Anya. She has the 

feeling that her client is innocent of the crime being levelled against her by 

the prosecutor. But she later advises Anya to tell the court that she is guilty 

of the crime. While her advice to Anya seems to have racist undertone, the 

complex nature of the case is instrumental to such an advice. Chioma refutes 

Barone’s advice for Anya. She realises the possible outcome of pleading 

guilty to an offence she did not commit. 

Also, the female gender has been more prone to rape than their male 

counterpart. This is recognised by the protocol which demands for the need 

to ‘protect women, especially the girl-child from all forms of abuse, 

including sexual harassment in schools and other educational institutions and 

to provide for sanctions against the perpetrators of such practices’ (Article 

12: d). In Ije: The Journey, there is a reliance on the court of law for justice. 

The court of law, the jury and the lawyers become instruments to either 

facilitate the protection or refuse to protect because of racial discrimination 

among others. The film becomes a leading voice in the fight against rape and 

sexual assault against women. It also becomes a social commentary which 

creates dialogue around key social issues that affect women. There are many 

victims of rape, human trafficking and sexual abuse across the world and 

there is a need for films to confidently speak on these social issues. We 

imagine what would have happened if Chioma did not insist on taking on the 

challenge of rescuing her sister. That means Anya would have gone to prison 

and perhaps life imprisonment because according to the lawyer, Anya has 

committed a criminal offence, she has been charged with killing three 

American citizens. 

From a legal standpoint, the Protocol emphasises promoting gender 

equality in education. In fact, Article 12 focuses on the right to education and 

training because we understand that education is important in fighting 

injustice. Thus, of special note in the film is the director’s choice to use a 

female judge. This is a way to reiterate the need for women empowerment, 
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the need for the girl-child education and to state the need for the audience to 

know that no profession should be reserved for a particular gender. This is 

similar to what is depicted in Invasion 1897. Lancelot Imasuen uses the same 

framework of court, African cultural valourisation and the female judge to 

speak against patriarchy and chauvinism. In Africa, it was assumed that 

professions such as engineering, medicine and law were exclusively for the 

male gender. But this has been proven wrong as one of the most celebrated 

Nigerian medical doctors of all time, Dr. Adadevoh, is a woman. She is 

recognised for the role she played in the Ebola crisis in 2014. However, we 

must also understand that to a large extent, men still continue to dominate 

professional courses of study in Africa. Women are hardly found in 

construction companies which male engineers dominate. Although Nigeria 

has been able to produce a female Chief Justice of the Federation (Justice 

Maryam Muktar), and a female Speaker of the House of Representatives 

(Mrs. Patricia Etteh), she has not been able to neither produce a female 

Senate President nor a President, Vice President and a Governor. This 

explicates that Chauvinism still hold sway in Africa, and the African woman 

has not been able to fully exercise her right on the political space. 

As the world thinks about the MeToo movement and its impact on 

our society, it is not a coincidence that Michael Michino, Chioma’s husband, 

is a famous music producer. The position he occupies is not different from 

what some Nollywood producers and directors who use their positions in the 

arts to sexually assault young talents. Thus, eight years after the movie has 

been released, the MeToo movement took the centre stage. Anya is sexually 

assaulted by a producer who is in the entertainment industry just like many 

sexual assault victims who have been part of the MeToo movement. Also, 

like Anya, many of the victims groped in silence because of the stigma that 

goes with rape. One cannot but ask if there are protocols and legal 

instruments designed to protect women against such injustices and 

discriminations, why do we have many victims who rather remain silent than 

speak up? Is our judiciary performing its duties in all fairness? Why are we 

faced with huge complaints especially from the entertainment industry, an 

enterprise that is meant to stand for the truth and promote equity and social 

justice? The Maputo protocol adopted in this study was designed to protect 

the female gender with clear articles reiterating the need for member states 

to uphold law. Through a film like Ije: The Journey we are reminded that we 

have responsibility to women and to humanity at large. Art content makers 

or creators need to stand for truth and equity and uphold legal instruments 

that have been designed to protect the marginalised group which 

unfortunately includes women and children. 
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Conclusion 

Chioma seeks Jalen Turner’s service in defending Anya in court. Jalen 

Turner has the hunch that Anya is innocent of the allegation levelled against 

her. He is aware of the challenges women experience in Africa and the world 

at large. Anya’s previous notion of America as a haven for women is proven 

wrong. She comes to realise that like Africa, there is also the existence of 

sexual assault in the western world. Her husband sees her as a sexual tool. 

To Michino, the woman is created to satisfy the man’s sexual urge. He does 

not only sexually ridicule his wife, Anya, he also does it by giving his friends 

access to her privacy. In other words, he gives his friends the space to molest 

her sexually in turns while he watches. He finds joy in seeing his wife being 

raped by other men. Michino’s action is fully replete in Africa and in other 

parts of the world. 

The articles 2, 3 and 5 which have been explored in this study, focus 

on eliminating discrimination against women. The protocol in its entirety 

seeks to eradicate harmful practices against women by informing and 

constituting binding rules on nations for women’s protection. Through this 

analysis, the study has shown how the film, Ije: The Journey promotes the 

idea of eliminating discrimination and injustices against women particularly 

against rape, violence against women and sexual assault. Perhaps further 

questions worth exploring are: what are the implications of engaging arts on 

human rights issues in Africa? Also, in what ways can other actors like artists 

and directors better engage legal instruments to educate and raise awareness 

around human rights? The director of the film under study did not refer to 

any legal instrument such as the women protocol, however, it might be more 

powerful if the intersections between the arts and law are explored to further 

strengthen activism and advocacy. At the end of the film, Chioma rescues 

her sister Anya. The latter is discharged and acquitted. The film may have 

not referred directly to the protocol, its analysis as represented in this study 

proves that it supports the elimination of women discrimination which is part 

of the global human rights issues. In recent times especially with the MeToo 

movement which has been alluded to earlier, the film points to the fact that 

there is more to be done and there is a need to engage legal instruments and 

conscientise the public on human rights especially in Africa through the arts. 
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Introduction 

In the artistic process of play construction, so many creative forces come to 

play. Conflict occupies the central position. Conflict helps to hold a play 

together so that it can have in-depth meaning. By extension, one of the means 

for creating conflict in a play is through the use of binary opposition which 

can be realised through the dialectics of synthesis and anti-thesis, objectivity 

and negation, communality and individuality, heroism and anti-heroism, 

amongst other artistic channels. The use of heroism and anti-heroism has not 

received much intertextual comparison of two different worlds in space and 

in time (i.e. the Western and African Worlds, and at two different timelines), 

especially from the perspectives of ideology, culture, dramaturgical style as 

well as attempt to document historical, philosophical and ardent sociological 

issues by Playwrights. Hence, this study examines the use of heroism and 

anti-heroism in Luigi Pirandello’s Six Characters in Search of an Author and 

Wole Soyinka’s Death and the King’s Horseman. 

It is worthy of note that, this study does not discountenance the 

supposed complexity of both playwrights as legislated by critics such as 

Brustein (1964), Chinweizu et al (1980), Lee (1993) and Oyegoke (2009). 

Certainly, one of the reasons that have accounted for the so-called difficulty 

or apparent phobia for the works of Wole Soyinka and Luigi Pirandello is, 

for example, the factor of ‘obscurity’ as some of these critics have argued. In 

a way that justifies obscurantism as a cardinal phalanx of postmodern 

literature, Oyegoke (2009) cited in Afolayan (2018, p. 149) explains that, 

“obscurity is scarcely a toxic aspect of literature and literary studies . . . the 

secondary order of discourse that is thrown up by the aesthetic exigencies of 

creativity”. 

Unequivocally, Soyinka, the man and Soyinka, the artist has been 

taxed with a lack of simplicity and has been described as a “eurocentrist, 

euromodernist, anti-African, cowboy sheriff, and obscurantist” (Chinweizu 

et al., 1980, pp. 196-211) in his writings. Nonetheless, these claims, as 

posited by Olaniyan (1995, p. 44), are due to what Soyinka identifies as, “an 

insidious colonialist discourse which hides its denial of the existence of an 

African world under the guise of sophistication”. Interestingly, Obafemi 

(1996, p. 118) observes that, “critics of Soyinka’s drama can be grouped into 
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three broad categories: the conventionalist, the materialist and the 

legislative”. Musa (2007, p. 75) further expatiates that Oyin Ogunba, Eldred 

Jones, Michael Etherton and some other scholars belong to the 

‘conventionalist group’, Femi Osofisan, Biodun Jeyifo, Andrew Gurr and 

many more belong to the ‘materialist school’, while Chinweizu, Jemie and 

Madubuike belong to the ‘legislative school’. Quite naturally, the same 

convoluted charges have also been laid against the widely celebrated Italian 

dramatist, Luigi Pirandello, who is tagged as an “extreme theatricalist”. This 

is buttressed by Lee (1993, p. 818), who surmises that, “His (Pirandello) 

relentless examination of the paradoxes of experience has given him a 

reputation for pessimism”. Brustein (1964, p. 282) is also of the view that 

although, “Pirandello is one of the most subjective dramatists in the modern 

literature, and certainly the most self-conscious . . . he (Pirandello) often 

complains about being misunderstood and unappreciated . . . since his 

philosophy is pessimistic in the extreme, and based on the conviction that the 

problems of life are insoluble”. 

The fact, nevertheless, is that both playwrights’ lack of simplicity as 

debated by some of the critics mentioned above, primarily derives from their 

quest to dramatise the unavoidable relationship between art and existence 

while also articulating their ideological and philosophical views. In so doing, 

heroism and anti-heroism has become a forte upon which their writings are 

premised.Two of such plays written by Luigi Pirandello and Wole Soyinka, 

in which heroism and anti-heroism have been substantially utilised remain 

Six Characters in Search of an Author (1922; which will simply be referred 

as Six Characters in this study) and Death and the King’s Horseman (1975), 

which serve as the play-texts upon which the sub-textual and intertextual 

radar of juxtaposition are examined. 

Theoretical Framework 

This study adopts the theory of Intertextuality as modified by Mevlüde 

Zengin (2016) as its theoretical framework. First coined by Julia Kristeva in 

1966, intertextuality is the shaping of a text’s meaning by another text. Since 

every artistic object is assembled from bits and pieces of already existent art 

(Obafemi, 2010, p. 123), this study’s adoption of the theory of intertextuality 

rests on the threshold that all literary texts are materials upon which readers 

and critics apply various literary canons. This study adopts the theory of 

intertextuality because the two playwrights in view, approve of “literary 

borrowings as long as they are thoroughly ingested, assimilated and given a 

new lease of life in original imaginative works” (Adekoya, 2006, p. 3). 

 Borrowing from the Swiss Linguist, Ferdinand de Saussure’s (1974) 

argument on the concept of language as system of signs, to Roland Barthes’ 

(1968) contribution to intertextuality that the author should be “eliminated” 

in the explication of a literary text, and then to Mikhail Bakhtin (1981) who 

argued that an author’s existence should not interfere with the interpretation 
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of a text, the theory of intertextuality has been appraised by many post-

structuralist theorists such as Paul de Mann, Hills Miller and Jacques 

Derrida. 

According to Zengin (2016, p. 300), “intertextuality, in its broadest 

sense, is a poststructuralist, deconstructionist and postmodernist theory that 

changed the concept of text, recognising it as an intertext owing to the 

interrelations between texts and absorptions of other texts”. Zengin’s 

submission confirms that one cannot discuss intertextuality without 

mentioning its reciprocal relationship with the poetics of deconstruction, 

which is buttressed by Raji (1999, p. 223) that, “a central principle of 

deconstruction is the concept of intertexuality which directly refers to the 

way in which different texts exist in interdependent relationships to one 

another”. The concept of deconstruction holds that literary text possesses a 

meaning that is constantly being re-assessed by literary criticism. The 

deconstructionist scholar, Jacques Derrida cited in Norris (1996, p.xii) 

elucidates that, “the structure preface-text becomes open at both ends. The 

text has no stable identity, stable origin . . . each act of reading “the text” is 

a preface to the next”. Validating the presence of intertextuality within the 

African literary world, Obafemi (2010, p. 124) observes that, “some African 

writers have relied on intertextual borrowing: including aesthetic recasts of 

historical events to produce memorable texts”. Reinforcing the strengths of 

this theory, a host of African dramatists such as Athol Fugard, Wole Soyinka, 

Tawfiq Al’hakim, Ola Rotimi, Ngugi wa Thiong’o, Femi Osofisan, Olu 

Obafemi, believe that, “the explication of African literature cannot be 

subjected solely to aesthetic appraisals” (Ngugi wa Thiong’o, 1993, p. 

74).The following therefore, are the advantages of the theory of 

intertextuality: 

(i) it does not restrict readers to the organic world of a play-text alone; 

(ii) it gives credence to external factors that shape the meaning of a play-

text; 

(iii) it places readers and writers in parallel interpretative positions that 

may contract or expand; 

(iv) it allows for borderless sub-textual and extra-textual deductions; and 

(v) it serves as a necessary background for textual discourses and counter-

discourses within the literary and performative space of postcolonial 

theatre; 

Despite the above-mentioned strengths of this theory, it should be 

noted that one of its major weaknesses is its dislodgement of the author’s 

context of “originality”. Therefore, relying on the intertextual mode, this 

study examines heroism and anti-heroism in Wole Soyinka’s Death and the 

king’s horseman and Luigi Pirandello’s Six Characters. This study pays 

close attention to how both playwrights’ dramaturgies have been shaped by 

this artistic modicum.  
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Literature Review 

The fact that the spiral paradox of heroism and anti-heroism is a crucial 

dramatic style cannot be overemphasised. Heroism, according to Franco et. 

al. (2011, p. 99), “represents the ideal of citizens transforming civic virtue 

into the highest form of civic action, accepting either physical peril or social 

injustice”. On the other hand, anti-heroism signifies a central character 

whose traits are traditionally regarded as unacceptable or antagonistic when 

compared to that of the hero. An anti-hero(ine), also referred to as the villain, 

antagonist, or a scoundrel, often switches position with the hero, in the 

process of which he/she becomes a character whose existence and essence 

turn out to be inconsequential to the world of the play. Interestingly, one 

major generic feature of most plays in which heroism and anti-heroism are 

dramatised is that they are tragedies, or that they have been built upon the 

tragic vision. This fact necessarily charts our discourse to the tragic arts. 

While this study does not disavow Aristotle’s thesis on tragedy (as 

documented in his Poetics) which has served as the basis for the wide 

expanse of the definitions of tragedy, Barranger’s (1995, p. 102) summation 

that, “tragic vision . . . conceives of people as both vulnerable and invincible, 

as capable of abject defeat and transcendent greatness” serves the brimstone 

of our notion of tragic heroism and anti-heroism for this study. Against 

Barranger’s synthetic and dialectical backdrop, it should be mentioned that 

heroism and anti-heroism are surrounded by three apparent paradoxes: 

The dueling impulse to elevate and negate heroic actors; the 

contrast between the public ascription of heroic status versus 

the interior decision to act heroically; and apparent similarities 

between altruism, bystander intervention and heroism that mask 

important differences between these phenomena (Franco et. al., 

2011, p. 99). 

Despite the ramifications stated above, most tragic heroes and anti-

heroes, in an exercise of free will, “pitch themselves against forces 

represented by other characters, by their own inner drives, or by their 

physical environment . . . The trials of the hero (and anti-hero) give meaning 

to the pain and paradox of our humanity” (Barranger, 1995, p. 102).Within 

the dramatic spheres of Western and African writings therefore, plays such 

as Sophocles’ Oedipus Rex (429 BC), Aristophanes’ Lysistrata (411 BC.), 

Luigi Pirandello’s Six Characters in Search of an Author (1922), Athol 

Fugard’s Sizwe Bansi is Dead (1972), Ebrahim Hussein’s Kinjeketile (1969), 

Ngugi wa Thiong’o and Githae Mugo’s The Trials of Dedan Kimathi (1976), 

Ola Rotimi’s Kurunmi (1971) and Ovonramwen N’ogbaisi (1983), Wole 

Soyinka’s The Strong Breed (1963) and Death and the King’s Horseman 

(1975), and a host of other plays, display the struggles and travails of heroic 

and anti-heroic characters within the textual and sub-textual boundaries of 

the plays’ socio-historical, socio-cultural and socio-political realities. Heroic 
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and anti-heroic characters therefore, often characterise tragic dramas, and are 

most times symbolic or representational. While the anti-hero seemingly 

measures up to the hero’s stallion gaze but falters beyond repairs within the 

acceptable norms of a play’s organic and inorganic world, “the important 

thing is that the audience should not be indifferent to the protagonist” 

(Yerima, 2003, p. 38).The emphasis remains that, the dispersed 

complications of heroism and anti-heroism have received the pristine 

rhapsody of necessity in the dramaturgy of most playwrights. 

With contextual precision, Ògún is unarguably the errant hero and 

anti-hero in Soyinka’s artistic vision and dramaturgy. In his book titled, The 

Writing of Wole Soyinka, Jones (1983, p. 3) recounts that, “Soyinka has his 

roots in Yorùbá culture, as even a cursory reading of his works soon shows.”. 

Soyinka’s belief in the hero-god, Ògún, which he describes as the “protector 

of orphans", “roof over the homeless”, “terrible guardian of the sacred oath”, 

and “the creative urge and instinct, the essence of creativity”, “terrible 

guardian of the sacred oath” (Soyinka, 1976, p.141), finds expression in most 

of his plays and has significantly defined his dramaturgy. This paradox has 

been mentioned by Peters (1975) cited in Musa (2007, p. 73), when he says 

that, “the importance of Ògún in his (Soyinka’s) thinking shows the tragic 

vein which runs throughout his works”. Musa however, disagrees with Peters 

because, “Soyinka has proved beyond reasonable doubt that he is not a 

scholar alone but also a satirist and a revolutionary of the left” (Musa, 2009, 

p. 73). Indeed, Soyinka’s dramatisation of heroism and anti-heroism is not 

disconnected from his belief in Ògún’s dialectical frame. Little wonder, 

Adekoya (2006, p. 2) affirms that: 

 Derived from the Ògún myth of creation which is also of 

destruction, the principle of paradox forms the bedrock of 

Soyinka’s poetics. It is the secret behind the strength and 

vitality of all his writing. His profound understanding of the 

paradoxical creativeness-destructiveness principle 

emboldens him to place all cultures on the same levels. 

Soyinka in his locus classicus titled, Myth, Literature and the African 

World (1976) argues that, “Ògún, for his part, is best understood in Hellenic 

values as a totality of the Dionysian, Apollonian and Promethean virtues . . . 

Ògún stands for a transcendental, humane but rigidly restorative justice” 

(Soyinka, 1976, p. 141). Ògún’s influence on Soyinka is further theorised in 

his Fourth Stage which, Olaniyan (1995, p. 46) argues is, “Soyinka’s 

elaboration of a theory of tragic art rooted in an African sensibility, perhaps 

his finest musing on the philosophy of culture and inarguably his central 

document in the task of racial and cultural retrieval”. It must also be 

mentioned that, one of Soyinka’s major influences is his fraternity with 

Yorùbá travelling theatre troupes’ practitioners which has made his plays to 

make extensive use of the setting in which this theatre movement grew 
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(Gibbs, 1986, pp. 23-24). Ready (1988, p. 712) in his article titled, “Through 

the Intricacies of The Fourth Stage to an Apprehension of Death and the 

King’s Horseman” explains that: 

Soyinka wishes to ensure that a play such as Death and the 

King’s Horseman affirms the ritual origins of tragedy. In his 

essay “The Fourth Stage”, on the tragic element in Yorùbá 

art, he seeks to demonstrate that in a tragic situation both the 

challenging figure the tragic hero-and the challenged order-

nature, society-are equally to be respected and that each must 

play its role if man is to experience life as it should be 

experienced: integrally and wholly. 

Ògún’s heroic act thrives within his own dialectical poise of 

individual will and communal essence, and this perhaps, makes Soyinka to 

conclude that Yorùbá traditional drama is the “anguish of this severance, the 

fragmentation of essence from self” (Soyinka, 1976, p. 145). Using his 

famous quip on Negritude, Soyinka, as reckoned by Jeyifo (2004, p. 2.), 

likens a true hero to a tiger who must “not go about proclaiming its tigritude 

but merely lives and acts it”. For the most part, Soyinka’s creative universe 

is therefore, “multiverse, one of linkages, a concatenation of rings, each 

unique and all interdependent. One motivates and nourishes another and is 

in turn enriched” (Adekoya, 2006, p. 10). The nodal point that Soyinka 

elaborates is the rehabilitation of a ruptured continuum of self-apprehension. 

Conclusively, whether the deeds of the heroes oranti-heroes were 

worthwhile, Soyinka, through some of his plays has often shown that, “the 

hero’s life is his people’s life” (Iji, 1991, p. 95). 

Pirandello is not left out of this dialectical medley. As observed by 

Lee (1993, p. 818), “Pirandello was not a popular writer in Italy, and much 

of his dramatic work were first performed abroad. But he did win the Nobel 

Prize for literature in 1934, an indication that his brand of modernism was 

indeed influential”. Pirandello’s mimesis of heroism and anti-heroism is 

surrounded by philosophical ideas such as the conflict between instinct and 

reason, the elastic gulf between reality and unreality, and the contrasting 

parallelism between art and life. In Pirandello’s theatre, the artist is placed at 

an indicting position. Expanding upon this, Brustein (1964, p. 303) believes 

that: 

the agony of the artist in Pirandello’s drama is that, for all his 

ingenuity, he cannot really create life – to make an artistic 

form is to deaden and kill . . . when Pirandello’s messianism 

is the ascendant, however, he argues the opposite point – that 

the artist’s work is superior to God’s, because art, unlike man, 

is immortal. 
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The paradoxes that permeate Pirandello’s theatre cannot be 

disconnected from his unbelief of absolute reality. Certainly, his conception 

of heroism and anti-heroism can be applied to his decision to draw dispersion 

by juxtaposing the feelings generated by comedy and tragedy, as contained 

in his 1920 lecture titled, “On humour” in which he expressed in humorous 

terms his deep pessimism and pity for the confusion and suffering of the 

human condition. In light of this, Pirandello believes that: 

Comedy and its opposite lie in the same disposition of feeling, 

and they are inside the process which results from it. In its 

abnormality, this disposition is bitterly comical, the condition 

of a man who is always out of time, of a man who is at the 

same time violin and bass; of a man for whom no thought can 

come to mind unless suddenly another one, its opposite and 

contrary intervenes (Duckore, 1974, p. 747). 

Pirandello also indicts God for creating sentient beings and denying 

them a purpose in his image. In the final paragraph of his preface in Six 

Characters, he writes that: 

Though the audience eventually understands that one does not 

create life by artifice and that the drama of the six characters 

cannot be presented without an author to give them value with 

his spirit, the Manager remains vulgarly anxious to know how 

the thing turned out, and the ‘ending’ is remembered by the 

son in its sequence of actual moments, but without any sense 

and therefore not needing a human voice for its expression 

(Six Characters, p. iv). 

Crucial is the fact that Pirandello is also able to use all forms and 

indeed, every aspect of theatre to dramatise the unstable reality of life. 

Pirandello cited in Brustein (1964, pp. 302-303) explains his philosophy to 

art as: 

Art is superior to life, because it has purpose, meaning and 

organisation – the illusion is deeper than reality. But art is 

inferior to life because it can never capture transitory, 

formless quality of existence . . . all that lives, by the fact of 

living, has a form and by the same token must die–except the 

work of art which lives forever in so far as it is form. 

Contextually, Pirandello builds his drama on the conflict between life 

(which is always in transition) and form (which fixes it and which is 

immutable). These two culminate into “the inherent tragic conflict” between 

the hero and the anti-hero in Pirandello’s theatre. Moreso, Pirandello’s 

dramaturgical anthem is echoed by Lee (1993, p. 819) that, “what we think 

of as reality is totally subjective, something that each of us maintains 

independently of other people and that none of us can communicate”. 
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Pirandello argues that human life would be formless and meaningless unless 

the individual can play a part he invents for himself and interpret the actions 

of others as supporting parts in the same play. In Olaniyan’s (1995, p. 48) 

words, Pirandello “casts an unhidden disdain” at the notion of absolute 

reality and questioned all thought of norms by bringing the very idea of 

reality under philosophical scrutiny. His philosophy revolves around the fact 

that specific actions are not right or wrong in themselves, but only in the way 

that humans regard them, and that an individual does not have one definite 

personality but many, depending on how that person appears to the people 

with whom he or she comes in contact. 

 The emphasis remains that the contradictions between the hero and 

the anti-hero multiply within the theatro-philosophical gulf of the 

Pirandellian paradoxes, and the conflict instigated by this philosophical 

leaning remains a recurring pattern in his theatre. Without doubt, the hero 

and anti-hero, although are irretrievably at odds, represent life and form in 

his theatre. It is this ‘reconciliation’ that explains Pirandello’s “attraction to 

the theatre, because of all the literary forms, only theatrical art combines the 

spontaneous and accidental with the ordered and predetermined” (Brustein, 

1964, p. 304). Consequently this study examines the comely dais of heroism 

and anti-heroism in what are by far the most popular plays of both Luigi 

Pirandello and Wole Soyinka. 

Synopsis of Wole Soyinka’s Death and the King’s Horseman 

The action of the play, according to Wole Soyinka in the preface to the play-

text is based on a real event that took place in Oyo, ancient Yorùbá city of 

Nigeria in the 1940s. The king has just died a month ago and is to be buried 

as tradition demands. According to the local law, his dog, his favourite horse 

and his horseman must accompany to the afterlife. Elesin is ready but just 

before his departure, the District Officer Pilkings learns about the prepared 

ritual suicide and orders Elesin’s arrest. Meanwhile, Olunde, Elesin’s son, 

who had previously left for England to study medicine returns home to bury 

his father. As Olunde prepares to leave, Pilkings and an enchained Elesin 

arrive on the scene, leading to a confrontation between father and son.  

Elesin is imprisoned in a cell, watched by Pilkings, police officers, 

and his young wife, with whom he has recently shared connubial rites. 

Iyaloja, the matriarch of village women, visits him at the prison and scolds 

Elesin for failing to uphold his honour and fulfilling his duty. She announces 

the impending arrival of a “burden” brought on by Pilkings, which proves to 

be the corpse of Olunde, who has committed the ritual suicide in his father’s 

place. When Pilkings uncovers the body, Elesin hangs himself in his cell. 

Synopsis of Luigi Pirandello’s Six Characters in Search of an Author 

The play begins with an acting company preparing to rehearse a play written 

by Pirandello himself, titled The Rules of the Game. As the rehearsal is about 

to begin, the play is unexpectedly interrupted by the arrival of six strange 
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people who claim to be unfinished characters. The characters who appear are 

in a sense, types: a father, a mother, a stepdaughter, a son, two silent figures 

– the boy and the child, and finally, a milliner, Madame Pace. While he is 

not an author, the Director agrees to stage their story despite the disbelief 

amongst the jeering actors. After the Father and Stepdaughter act half of the 

scene, the Director stops them so that the Actors may act out what the 

‘characters’ have just done. The Father begins an argument with the Director 

over the realism of the Actors compared to the Characters themselves. The 

line between reality and acting is blurred as the scene closes with the Director 

pleased with the first act. The final act of the play begins in the garden.  

There is much argument amongst the family members as The Father 

sent for The Mother, The Stepdaughter, The Child, The Boy, and The Son to 

come back and stay with him. The Son reveals that he hates the family for 

sending him away and does not consider The Stepdaughter or the others a 

part of his family. The play climaxes with The Little Girl drowning in a 

fountain, The Boy committing suicide with a revolver and the Stepdaughter 

running out of the theatre with The Son, The Mother, and The Father left on 

stage. The play ends with The Director’s confusion over whether everything 

is real or not. 

A Comparative Study of Heroism and Anti-heroism in Luigi 

Pirandello’s Six Characters in Search of an Author and Wole Soyinka’s 

Death and the King’s Horseman 

The play, Death and the King’s Horseman has sprouted a number of debates 

by critics such as Ogunba (1975), Gibbs (1986), Maduakor (1991) and Jeyifo 

(2004), especially with reference to the metaphysics of sacrifice and the 

dispersion between who is the actual hero of the play. It is then natural to 

begin our discourse from this metaphysical inquiry and to assume the 

position that Elesin’s anti-heroic fate is not merely caused by the Yorùbá 

society itself and the colonial inference but also by himself. To begin from 

this point is therefore, to be armed with the key to unraveling this oeuvre. A 

part of Elesin’s anti-heroic fate stems from the double background-the nation 

and the colonial government. Since Elesin’s family inherits the status as the 

King’s horseman, he must perform the ordained duty which is to accompany 

the King to the world beyond so that he earns the honour, something that is 

of great eminence in the community.  

In the play, Soyinka suggests the importance of the collective social 

and psychic aspirations of Oyo community. Elesin is supposed to play the 

role of a ritual scapegoat who accedes to the world of the dead on behalf of 

the living and the unborn. His death is supposed to be a reflection of the 

communal will to ensure renewed harmony between the constitutive worlds 

of traditional Yorùbá cosmic order and the continuity of Oyo socio-spiritual 

harmony. The distinction of Elesin’s lineage is buttressed by a woman who 
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says, “It is not he who calls himself Elesin Oba, it is his blood that says it. 

As it called out to his father before him and will to his son after him” (p. 35). 

Our inferences of Elesin’s anti-heroic lot draw credo from the 

beginning of the play, stemming from the playwright’sdescription of Elesin’s 

gargantuan will that, “. . . He is a man of enormous vitality, speaks, dances 

and sings with that infectious enjoyment of life which accompanies all his 

actions” (p. 9). In fact, our first contact with Elesin betrays his consumerist 

nature which is seen in his choice of the market as his last resort before 

entering the transitional realm. It is noteworthy that, the market does not only 

perform socio-economic functionswithin the gulf of the Yorùbá belief 

system. The market is the cryptic space of existence that serves as the “home 

of witches”, the “dome” of luck and doom, the meeting point of the “mothers 

of the land” and so on. 

Even though Elesin muses himself with the metaphor of the “Not-I-

Bird” with the market women in order to re-assure and regain his already 

questioned stallion gaze, his statements from the beginning of the play reveal 

that he is aware of the imminence of the ‘obstruction’ in his path. In his 

definition and cosmic appraisal of honour, Elesin banters with the women: 

Elesin: Life has an end. A life that will outlive fame and friendship begs 

another name. What an elder takes his tongue to his plate, 

licks it clean of every crumb? He will encounter silence when 

he calls on children to fulfill the smallest errand! Life is 

honour. It ends when honour ends (p. 15). 

Women: Ah Elesin Oba, we knew you for a man of honour (p. 20). 

 From the foregoing, Elesin’s anti-heroic outcome, as observed by 

Ready (1988, p. 719) is mere “self-destruction”, the result of an “ego- 

inflation”. While Elesin’s drives and motives have been examined, our radar 

of analysis shifts to Olunde, his eldest son, who turns out to be the 

unprecedented hero of the play. Again, the playwright’s description of 

Olunde, but now through Western characters, Pilkings and his wife, Jane, is 

worthy of scrutiny: 

Jane: Oh now I remember. He was that very sensitive young man.  

Pilkings: . . . A most intelligent boy, really bright (p. 28). 

 Despite Olunde’s Western orientation, he refuses to be nicked by 

integrationism. After seeing it all in the white man’s land, he rather questions 

Jane that, “you forget that I have now spent four years among your people. I 

discovered that you have no respect for what you do not understand” (p. 50). 

Olunde’s communal orientation even while studying abroad does not change, 

but becomes reinforced, which is seen in his explanation of the notion of self-

sacrifice to Jane: 

Olunde: . . . I find it rather inspiring. It is an affirmative commentary on life. 

Jane: What is? 

Olunde: That captain’s self-sacrifice. 
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Jane: Nonsense. Life should never be thrown deliberately away (p. 51). 

Olunde is presented by Soyinka, as a young man who understands the 

implication of the king’s death as well as the demands of communal life. 

Having expressed great confidence in his father’s will power, Olunde’s 

display of heroism is expressed in his wounded but affirmative pride when 

he sees that his father, Elesin, for whose burial he has returned home, is still 

alive. This makes him deny his father’s existence, concluding that, “I have 

no father, eater of left-overs” (pp. 60-61). Elesin has been thought of as the 

hero of the play, but a chord of ambiguation is struck, and the play’s 

intermission begins. Soyinka uses as the point of intermission in the play. 

Elesin’s dilemma calls for another who is worthier to take his place. He says 

to Pilkings, “Did you not see when the world reversed itself and the father 

fell before his son, asking for forgiveness?” (p. 63). It is this reversal that 

creates the spleen between Elesin, who becomes the anti-hero and Olunde, 

who becomes the hero. 

Soyinka, in his use of heroism and anti-heroism, charts different 

courses for both the hero and anti-hero in the gulf of existence. Elesin 

watches his initial world of heroism as it collapses at the feet of his own son 

which makes him to commit suicide. This reversal is further eulogised by 

Iyaloja who says to Elesin, “. . . But first tell me, you who were once Elesin 

Oba, tell me, you who know so well the cycle of the plantain: is it the parent 

shoot which withers to give sap to the younger or, does your wisdom see it 

running the other way?” (pp. 69-70). Conclusively, Olunde’s understanding 

of communal psyche, his non-conformity to the western culture, his decision 

to suspend his own will, and eventual resort to sacrifice himself in the stead 

of his father marks him out as the hero of the play. Only Olunde sufficiently 

understands the course of the Yorùbá world. 

Here, Soyinka’s analysis of heroism and anti-heroism is similar to 

that found in Luigi Pirandello’s Six Characters in Search of an Author which 

begins with the metaphor of the author-function which often characterises 

Pirandello’s plays. In the play, the figure of Pirandello appears as the 

deconstructionist/playwright who uses theatrical techniques to probe into the 

audience’s psyche. The author is not only that which the characters search 

for in Six Characters, but as Pirandello laments in his preface to the play, the 

spectator as well. Though absent, the presence of the author permeates the 

stage. He assumes a promethean form and becomes a mask that is worn by 

the characters. He also becomes one whose voice is articulated by the 

thoughts, actions and inactions of the characters. Noteworthily, Pirandello’s 

voice is affirmative in the character of the Father, who appears as the author’s 

double, and who advocates for utmost truth and “absolute” heroism in the 

play. With this in mind, heroism and anti-heroism in Six Characters 

functions in two ways: on the level of the ‘characters’ versus the ‘actors’ and 
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throughout the “death harvest” of the Girl and the Boy.  As Priandello 

himself points out: 

In any production of this play it is imperative that the Director 

should use every means possible to avoid any confusion 

between the SIX CHARACTERS and the ACTORS. The 

placing of the two groups, as they will be indicated in the 

stage-directions once the CHARACTERS are on the stage, 

will no doubt help . . . The CHARACTERS should not, in fact, 

appear as phantasms, but as created realities, unchangeable 

creations of the imagination and, therefore, more realand 

more consistent than the ever-changing naturalness of the 

ACTORS (p. 680). 

The excerpt above intensifies our examination of the ‘characters’ 

(who are regarded by the actors as ‘escaped lunatics’) as the heroes, while 

the ‘actors’ portend to be the anti-heroes of the play. The characters’ 

argument of their authenticity and heroism is seen in Father’s words that, 

“On the contrary, we are bringing you a terrible and grievous drama” (p. 

681). Our second analysis is reinforced by the argument between the 

Director, who represents the camp of anti-heroes in the play, and the Father, 

who represents that of the heroes: 

Director: . . . Oh yes? Do you think ours is a profession of lunatics, do you? 

Father: Yes, making what isn’t true seems true . . . for fun. 

Director: I should like you to know, my dear sir, that the actor’s profession 

is a most noble one .  . . we have given life, here on these very boards, to 

immortal works! (p. 681). 

Pirandello’s juxtaposition of heroism and anti-heroism is also drawn 

on the assumption that reality/truth is nothing like unreality/mimesis. It is 

therefore, not surprising to garner that, Pirandello uses his characters to 

comment on his philosophy and artistic vision, as established in our review 

of literature. Pirandello’s philosophic writing and obscurantist charges are 

well-knit in his portrayal of heroism and anti-heroism, and this cannot be 

divorced from the context of his use of forms and theatrical paradoxes. This 

is seen in the words of the Director who largely represents him: 

Director: And if you can understand his plays . . . you’re a better man than 

I am! He deliberately  goes out of his way to annoy people, so that by the 

time the play’s through everybody’s  fed up  . . . actors, critics, audience, 

everybody!(p. 680).  

Pirandello’s emphasis on forms is seen throughout the play, and this 

example is seen in the Father’s tenacious position on the reality of the 

Characters; a reality that, as the stage direction indicates, is inhabited in their 

forms and expressions. While the Character’s reality, according to the 

playwright is authentic, the Actors’ reality is not. This is because man is 

subject to time, but a character’s reality remains fixed for eternity. In other 
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words, time enables an opposition between reality and illusion for man, and 

this belief is the hallmark of Pirandello’s philosophy. This reiterates the fact 

that, characters are caught in what is best defined as the fixed world or eternal 

moment of being judged by a singular instance of being ‘caught in the act’. 

According to the Father, the fixed world of the characters, “. . . doesn’t 

change . . . It can never be in any way different from what it is . . . because it 

is already fixed . . . For ever! For ever it is this reality . . . This immutable 

reality” (p. 701). 

 The acceptance of the characters as heroes is not without support 

from the playwright’s description with, “The playing of this scene by the 

ACTORS will appear from the very first words as something completely 

different from what was played before, without its having, even in the 

slightest degree, the air of a parody” (p. 696). The characters also detest the 

use of the term “illusion”, and the goal of the Director to create a perfect 

illusion of reality in the theatre. They argue that no other reality exists outside 

of the world of illusion which the Director seeks to create. The Father 

laments thus, “A character, sir, may always ask a man who he is. Because a 

character has a life which is truly his, marked with his special characteristics 

. . . And as a result he is always somebody! What a man . . . man in general . 

. . can quite well be nobody” (p. 700). 

At the final moment when all actions of the characters are expected 

to wrap up in a climax, everything turns out to be an unimaginable tragedy 

seen in the deaths of the Boy and the Girl: 

Other Actors: Make-believe? Pretence? Reality! Reality! . . . No! Make-

believe! It’s all  pretence! (The stage and the auditorium are suddenly 

flooded with very bright light. The  DIRECTOR breathes again as if freed 

from a tremendous burden . . . a green flood light  . . . projects the 

silhouettes of the CHARACTERS [minus the BOY and the GIRL], clear-

 cut and huge, on to the backcloth. The DIRECTOR is terrified and 

leaps off the stage (pp. 704-705). 

As they squabbled about whether the entire action of the characters 

including the deaths is real, the confusion of the Director and other actors 

draws the curtain of our analysis. The heroes, represented by the character of 

the Boy and the Girl are archetypes of sacrifices that must occur in order for 

the story of the characters to be complete, while the confused, easily affected, 

mutable actors are the anti-heroes. Conclusively, Pirandello uses this play to 

demonstrate the frustration between the characters (heroes) and the actors 

(anti-heroes) has at its core an irreconcilable conflict between time and 

timelessness or life and form. 

Although Soyinka and Pirandello lived and wrote in significantly 

different times, their dramatisations of heroism and anti-heroism share some 

similarities (and of course, some variance). First amongst the similarities 

both playwrights infuse is the death motif or tragic situation in their 
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dramatisations of heroism and anti-heroism. This clearly delineates their 

dramatisation of existence, human essence as well as individual and 

communal ethos. Like Olunde in Death and the king’s horseman, the Boy 

and the Girl in Pirandello’s Six Characters symbolically represent tragic 

heroes whose deaths are necessary in order to explain the characters’ 

existence. Pirandello uses the two symbolic characters to comment on the 

impossibility of actors in totally achieving certain feats in character 

portrayal. Subsequently, this limitation bolsters Pirandello’s dramaturgy, 

which is based on the hallmark that human life would be formless and 

meaningless unless the individual plays his meaningful part, supported by 

others’ actions and representation. 

One major difference in both playwrights’ fusion of death motif in 

their plays however lies in the raison d'être or dramatic purpose for which 

the idiom has been used. Soyinka’s use of the death motif is not disconnected 

from his quest to dramatise his notion of existence throughout the dialectical 

interplay of communal will and self-sacrifice. In fact, Soyinka ‘purges’ the 

emotions of readers by pitching the fate of father (Elesin–the anti-hero) and 

son (Olunde–the hero) against each other. It is this ‘cathartic rebirth’ that 

informs Soyinka’s use of the death motif. Because he conceives himself as a 

“philosophical writer” that feels “a more profound spiritual need” to admit 

that “figures, affairs, landscapes have been soaked in a particular sense of 

life” (Brustein, 1964, p. 283), Pirandello, on the other hand, uses the 

metaphor as a representation of what should be widely regarded as total truth. 

Indeed, Pirandello uses the death motif to paddle the theatricalist and 

absurdist vision in his extremist theatre. 

Another similarity between both playwrights’ use of heroism and 

anti-heroism is their adoption of mission and intermission technique. This 

technique (which was a product of the Aristotleian categorisation) is 

characteristic of most plays that are written in Acts. The mission and 

intermission technique is used by playwrights to achieve several dramatic 

purposes, some of which include: 

(i) to allow relevant dramatic actions and points to sink into the mind of 

readers or the audience; 

(ii) to deliberately disconnect or isolate certain parts of the play from other 

parts; 

(iii) to permit flexibility or rigidity within the organic world of the play; 

(iv) to encourage the infusion of improvisation (when the play is being 

staged); and 

(v) to indicate the transitional moments of climax, peripeteia (reversal of 

actions), anagnorisis (recognition) and resolution. 

Interestingly, both plays examined in this study have been written in 

Acts, although Soyinka’s Death and the King’s Horseman has five Acts, 
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while Pirandello’s Six Characters has three Acts. Both playwrights converge 

in their use of the mission and intermission because, instead of using the 

technique to create a breakage in dramatic communication, they both use the 

idiom to aid the development of the plot up to the climax and eventual 

resolution of the entire conflict of both plays, leaving the audience to think 

out the various philosophical exigencies at character, dialogic and other 

symbol simulating levels. For example, the audience ponders whether 

Olunde’s sacrificial death or Elesin’s death will be acceptable in the 

perpetration of cosmic continuity in Wole Soyinka’s Death and the King’s 

Horseman, while not only the audience, but other characters in Pirandello’s 

Six Characters find it difficult to accept the death of the Boy and the Girl as 

real. 

There is, however, a major point of divergence between Soyinka’s 

and Pirandello’s use of the mission and intermission technique. Unlike Wole 

Soyinka, Luigi Pirandello makes the mission and intermission technique to 

be obvious, deliberately infusing it towards the end of each Act of Six 

Characters.  This is seen in the Director’s instruction that this is also seen in 

the Director’s instruction that everyone should go on momentary “breaks” in 

the play. A typical example is seen towards the end of the first Act of the 

play when, “The PRODUCER and the SIX CHARACTERS cross the stage 

and disappear . . . And talking among themselves in this way, the ACTORS 

leave the stage. Some go out through the door back, some go in the direction 

of the dressing-rooms” (p. 690). Soyinka also uses the mission and 

intermission technique, which is seen at the moment when Olunde 

shockingly sees that his father is still alive, “He (OLUNDE) walks slowly 

down the way his father had run. Light fades out on ELESIN, sobbing into 

the ground (p. 61). 

At a resolute, yet necessary juncture, both Soyinka and Pirandello use 

the technique of philosophical ending in their deployment of heroism and 

anti-heroism. This is evident in the way that the conflicts of both plays are 

resolved, which is resplendent with unclear and miasmatic endings. In 

contrast, the philosophical ending in Soyinka’s play is quite simplified, but 

Luigi Pirandello’s extreme theatricalism leaves us with the conundrum of 

knowing what the actual resolution of the entire play is. However, both plays 

pay obeisance to the Marxist camp in which characters are pitched against 

each other in the guise of historical and dialectical materialism, and the 

aesthetics of open-ended deliberations in which the audience is expected to 

date and provide answers present a woven noose at the end of the play.  

Although the two plays draw close parallels in ideo-artistic reflection 

of heroism and anti-heroism, both playwrights do this differently. 

Pirandello’s obsession with absurdism and deconstruction is not just limited 

to the form or structure of his plays, but also to the organic content and 

dramatic purpose of his plays. Soyinka, on the other hand, pays obeisance to 
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the Classical school, which is seen throughout Death and the King’s 

Horseman. While Soyinka seeks to document a historical event and, by 

extension, uses this to examine cultural and ideological issues raised in his 

discussion of heroism and anti-heroism, Pirandello uses the deconstructionist 

fauna (his characters and their situation) to reflect his ideology and to 

comment on the status and life of the theatre in the 1920s. Pirandello also 

instigates a series of speculations concerning the relationships of an audience 

seeing an actor on stage, of the characters which the actors portray, and the 

authors who create the characters.  

 Within these playwrights’ silos, their unapologetic disposition 

towards the use of language cannot be overlooked. Generally, lectalism 

simply refers to the use of language in context. In this study, however, we 

use the term to refer to the playwrights’ overall dialogic presentations of the 

heroes and anti-heroes in the plays examined. Generally, Soyinka’s use of 

lectalism is very metaphoric, deeply cultural, tersely didactic, and widely 

functional. The banter of words between Olunde (the hero) and his father, 

Elesin (the anti-hero), places the duo in a dialogic contest in which the former 

triumphs. It is imperative to note that Elesin deeply understands the core and 

beauty of Yorùbá language, but Olunde’s heroism makes the playwright-

through the politics of subversion award him definitive, essential, and 

affirmative language that is more functional within the silos of 

sociolinguistic variations. In other words, Soyinka uses words to show the 

depth of Olunde’s understanding of his functional role as the hero. 

Pirandello, on the other hand, elevates the language of the characters (heroes) 

with rich, deeply poetic, biting, grossly philosophical, and comico-satiric 

language to the amusement of the actors (anti-heroes) who operate on a lower 

linguistic pedestal. 

Nonetheless, the following metaphors are shared by both playwrights 

in their uses of heroism and anti-heroism: 

(i) the death motif or tragic situation; 

(ii) the creative interlude of mission and intermission technique; 

(iii) the Marxist parody of philosophical/open ending; 

(iv) the poetics of ideo-artistic reflection; and  

(v) the sociolinguistic metaphor of lectalism. 

It must be emphasised however that their uses of these dramatic 

metaphors vary at certain notable points and consequently define each 

playwrights’ ideological leanings. Other findings in the study reveals that, 

amongst other functions, heroism and anti-heroism remains a veritable dual-

metaphor for generating conflict, reinforcing the message(s) of a play and 

delineating the dramaturgy of playwrights. At a related but larger global 

level, the deployment of heroism and anti-heroism affirms the paradox of 

existence as well as the playwright’s ideological views. Soyinka’s 
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metaphysics of sacrifice and his poetics of ‘iconoclasm’ which involves 

satirising the society without it knowing, and Pirandello’s treatment of 

‘transcendental aesthetics’ (derived from Immanuel Kant’s metaphysics of 

‘transcendentalism’ as contained in his 1790 book titled, The Critique of 

Judgement, which examines the aesthetic distinction between aposteriori 

(experiential) and apriori (rational) forms of knowledge, are generically 

dramatised in their distillations of heroism and anti-heroism. 

Furthermore, within the backdrop of deconstructionism and 

theatricalism, Pirandello’s treatment of heroism and anti-heroism (represented by 

the characters and the actors in his play) comments on the gulf that lie between art 

and reality and uses the relationship that exists between the audience, the actors, 

and the characters to indict the author. With this, Pirandello indicts the function 

of the author by identifying the relationship that exists amongst the audience, 

actors and characters. These three pedestals can be likened to Soyinka’s 

apotheosis of the worlds of the living, dead and the unborn. Conversely, 

Soyinka uses Olunde’s heroism to sound the gong of metaphysics by placing 

him as the sacrificial lamb that must be slaughtered if sanity, order, and peace 

must be maintained in the Yorùbá communal world. His iconoclastic position 

is seen in his play’s textual, sub-textual and extra-textual deductions. 

Because Marxist aesthetics call upon the notion of collective 

heroism, this study reveals that there remains a close relationship between 

the playwright and the hero. Playwrights often approve of heroic characters’ 

actions and speak through them while deliberately alienating the anti-hero as 

a necessary foible (in dramatic action) whose strength must falter to make 

extraordinary the weakness and helplessness of the hero. As seen in these 

two plays, this bias, which Green (1986) describes as “the politics of 

subversion” (p. 241), is reflected using the language, motives, and inactions 

of both symbolic characters. In Soyinka’s play, Elesin’s actions are 

repudiated and eventually become unacceptable, while Olunde’s existence 

and ritual death is celebrated. Similarly, Pirandello celebrates the victory of 

the immutable world of the characters over the mutability of the actors, but 

in the process, emphasises the superiority of the actors’ world. 

It is also observed in this study that unlike Soyinka, Pirandello uses 

the dialectical cycle of heroism and anti-heroism in his Six Characters to 

interpret the multifaceted perspectives, which the play presents, as a means 

of self-criticism of actors (or theatre artists). The play also tries to point out 

the inauthenticity of the yardsticks that have often been used to measure 

character portrayal, and it is in this process that the actor is treated as a 

necessary anti-hero in opposition to the generic nature of the heroic 

characters in Pirandello’s insoluble and highly experimental theatre. 
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Conclusion 

This study examines how heroism and anti-heroism are used 

differently within Luigi Pirandello’s and Wole Soyinka’s writings. Despite 

their differences, Priandello’s and Soyinka’s use of heroism and anti-heroism 

are the basis of their artistic enterprises. The metaphysics of self-sacrifice 

and the need to give dramatic colour to the African, and specifically Yorùbá 

conception of tragedy find expression in the dialectics between the hero and 

the anti-hero in Soyinka’s theatre. For Pirandello, the questions of 

philosophical identity, themes, forms, and the audience, which the authors 

seek to address, are among the salient issues that are reflected in his 

dramaturgy.Indisputably, Wole Soyinka’s Death and the King’s Horseman 

captures the multiple dimensions of his legislation of African poetics through 

the creative style of heroism and anti-heroism. Pirandello adopts the dual 

metaphor to put the theatre and its processes on stage, as seen in Six 

Characters. His play is indeed an allegorical summation of the theatre, 

because it offers multiple frames of self-reference as well as the staging of a 

play-within-a-play, which is a convention that is borrowed from the 

Elizabethan dramaturgical conventions. The study concludes that both 

playwrights’ unapologetic complexities in their distillations of heroism and 

anti-heroism in their plays cannot be over emphasised. 
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A Study of Language and the Dynamics of 

Merger in Genevieve Nnaji’s Lionheart 

(2018) 

Sue Matheson Ph.D 

Dubbed the Julia Roberts of Africa by Oprah, Genevieve Nnaji is one of the 

biggest stars in Nollywood, the world's second-largest film producer after 

India's Bollywood. Nnaji is a Nigerian actor, producer, and director. At the 

age of 8, she appeared as a child actress in the television soap opera Ripples. 

In 1998, at the age of 19, she made her first film debut in Most Wanted and 

went on to star in Sharon Stone (2002), the film which introduced Nollywood 

to the world. A household name in 2005, she won the Africa Movie Academy 

Award for the Best Actress in a Leading Role. In 2011, the Nigerian 

government made her a member of the Order of the Federal Republic for her 

contribution to Nollywood. One of Africa's most successful actresses, Nnaji 

is also part of the growing group of New Nollywood’s female filmmakers 

who are changing female representation and African story telling via their 

cinematography, writing, and direction. As Oke (2020) points out, Nnaji is 

“an unmarried, reportedly a single-mother, and a conventionally attractive 

39-year-old African woman who identifies as a feminist,” who has used “her 

platform to speak about issues impacting Nigerian women and African 

women at large: it is Nnaji’s ability to appear to [be] Nigerian trophy wife 

fantasies while inserting controversial questions about culture, gender and 

society that makes[s] her the perfect vessel to transform Nigerian cinema” 

(n.p.). 

As a director, Nnaji has proven herself to be a trailblazer, discarding 

Nollywood’s long-suffering and oppressed female tropes (like the “human 

sacrifice” and “the gold-digger”) to showcase an African woman with agency 

being groomed to take charge of a company in a sexist society in Nollywood. 

Her directorial debut, Lionheart (2018) is “a window into the experiences of 

professional Nigerian women…and portrays Africa as a modern, 

metropolitan space” (Anza, 2019, n.p.). Intelligent and well-educated, 

Adaeze Obiagu (Genevieve Nnaji) is the logistics director of her family’s 

transportation business. After her father, Chief Ernest Obiagu (Pete Edochie) 

suffers a nonfatal heart attack, he passes over her to appoint Godswill (Nkem 

Owoh), his brother, the acting head of the company. Racing against the clock 

to settle the company’s debts, Adaeze learns the value of partnering with her 

eccentric uncle as they save Lionheart from Igwe Pascal (Kanayo O. 

Kanayo), an unscrupulous businessman. Fulfilling her obligations to her 

father and her family, she encounters sexism and sexual harassment, 

experiencing many of the complexities of Nigerian women’s lives while 
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vacillating between Igbo and English in ways that Oke (2019) notes, are 

subtle and nuanced and “authentic to South Eastern Nigeria” (n.p.). As Nnaji 

herself has noted, “Lionheart is the beginning of a journey to explore and 

express my creative interpretation of story-telling, particularly African 

stories. Africa is a possessor of the most compelling stories as yet untold, 

and we are determined to tell our stories, our way, through our voices, to the 

world” (Oke, 2019, n.p.). 

Across the Atlantic, Lionheart has also broken new ground. Acquired 

by Netflix on 7 September 2018, Nnaji’s is the first original Nollywood film 

bought by the American movie streaming platform.According to Nnaji, 

Lionheart appealed to Netflix because “it provided an environment where I 

could showcase the things that made me proud of our culture, our talent and 

our values. We focused on quality this time” (Aim Higher Africa, 2019, n.p.). 

After premiering at the 2019 Toronto International Film Festival in Toronto, 

Ontario, Canada, Lionheart was released on the 21st of December 2018 in 

Nigeria. The film was then shown worldwide on the 4th of January 2019 by 

Netflix. Shortly after, it was selected as the Nigerian entry for the Best 

International Feature Film at the 92nd Academy Awards, being the first film 

that Nigeria had submitted a film for the Best International Feature Film 

Oscar. However, on 4 November 2019, the Academy disqualified the film, 

because most of the film's dialogue is in English.  

Generally, Lionheart has been received as a dramatic comedy. Cagle 

(2019) of The Daily Dot, for example, finds Lionheart “a lighthearted, feel-

good movie about both family values and feminism that’s an enjoyable 

watch for the whole family” (n.p). Generally, however, critical attention has 

been focused on Nnaji making her mark by directing, producing, co-writing, 

and starring in Nollywood’s male-dominated industry. 

Womentainment’sAdelgaard (2019) recommends that people watch it “for 

the fierce woman who stars and directs” (n.p.).MPM’s Monastier (2019) 

rates Lionheart “a captivating and humorous movie that not only reveals the 

talent of Genevieve as a first-time director,” adding that the film “sharply 

portraits a fast-changing society” (n.p.). 

Abele (2019) of the Los Angeles Times begins his review of 

Lionheart noting that “Nollywood star Genevieve Nnaji—a hypnotising 

movie presence both regal and warm—has long been one of the most beloved 

actresses in Africa” is now “branching out as a creative force behind the 

camera” (n.p.). He then deems Lionheart“a sleepy charmer…built more 

around the abiding sweetness of its message of hope-filled struggle and hard-

won enlightenment than the rudiments of a business farce” (2019, n.p.). Ben 

Kenigsberg of The New York Times reckons Nnaji’s “directorial debut…only 

partly a movie about how a woman takes charge of a company in a sexist 

society” (2019, n.p.). According to Kenigsberg (2019), Lionheart is an 

example of “globally minded filmmaking that is also comfortingly familiar” 

https://en.wikipedia.org/wiki/Netflix
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offering “sidelong observations about the importance of preserving a family 

legacy; the need for comity among Nigeria’s classes and ethnic groups; and 

the wisdom of older generations, even when change is necessary” (n.p.). 

As Gwaambuka (2020) points out in Why Nollywood Will Never Be 

Hollywood, most Nollywood films, suffer from “ridiculously inconsistent 

and far from perfect sound engineering coupled with half-baked storylines” 

(n.p.). Lionheart does not. Itssophisticatedproduction values mark it a high-

quality film with broad cross-cultural appeal.  Kenigsberg (2019) remarks 

that “Lionheart’s transatlantic elements are comfortingly familiar to 

American audiences” (n.p.). Adelgaard (2019) concurs, noting that “the 

film, briskly edited by George Cragg to a running time of 95 minutes, “feels 

like a movie along the lines of 1990s US comedy” (n.p.) because of its 

quick pacing.  She finds the story’s subject transatlantic, recognisable 

because it is “timeless and universal…You do your best to prove your 

worth, but still feel like you’re not good enough” (n.p.). In some ways, 

Lionheart is a transatlantic story of the-little-engine-that-could as 

Adelgaard suggests, but inside its Hollywood packaging, Lionheart’s soul 

is 100% Nigerian—sophisticated, complex, and syncretic.  

Lionheart’s ability to speak to African lives and give relevant life 

lessons to its audiences rests in its subtle, nuanced, and authentic presentation 

of the Nigerian experience. Here it should be noted that the film’s use of 

English, which disqualified Lionheart being an Oscar nominee for the 

Academy’s Best Foreign Language Film, illustrates the complexity of 

Nigerian culture. Nnaji herself comments on the importance of English in 

Lionheart, tweeting, “This movie represents the way we speak as Nigerians. 

This includes English which acts as a bridge between the more than 500 

languages spoken in our country; thereby making us #OneNigeria” (n.p.). In 

Lionheart, Igbo, Hausa, and English act as cultural and linguistic 

counterweights, underpinning the intergeneration dynamics at work in the 

film narrative while transmitting and regulating the norms and forms of their 

subcultures. Throughout, these languages are compelling signifiers of 

cultural checks and balances—agents by which cultural biases and complex 

relationships between the past/present, self/ Other, man/woman, and 

local/global are negotiated.  

Asadu (2018) points out in Foreign Languages and the Problem of 

African Identity: The Nigerian Situationthat “language, used to expressed 

role relationship between people,  is the means by which one transcends 

ethnic and cultural barriers:an  Igbo  man  from  the  South  East  or  a  Hausa  

from  the North who is fluent in the Yoruba language can automatically also 

build  the  same  relationship  with  the  Yoruba  man” (p. 168). Fluent in 

Igbo and English, Adaeze Obiagu, Lionheart’s protagonist, therefore seems 

at first to be transatlantic and traditional. When a bus pulling into Enugu is 

attacked, and Adaeze is called to stop the fighting, she first speaks English. 
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Challenged by a combatant in Igbo to “act like a Nigerian,” she retorts in the 

same language, “Who does this benefit? Look at all the faces.” She tells him 

to “act like a Nigerian and come back and we’ll talk like civilised human 

beings.”  He and his colleagues put down their weapons (and their victims) 

and go home.  Adaeze proves herself equally effective as a leader when using 

the language of the boardroom. The English in her video promoting 

Lionheart Transportation as the company to launch the country’s Bus Rapid 

Transit system is flawless.  Even her father comments, “That was beautiful.” 

Adaeze’s sophisticated and frequent use of English, to transact business at 

the office and elsewhere, marks her well-educated, high-powered, and on her 

way to the top of the company for which she works.  

Adaeze’s command of English language and boardroom politics are 

not enough to bring her success. Compartmentalised, her personal and 

professional lives are not mutually beneficial. Inside her office and the 

boardroom, Adaeze speaks only English. At home, she also speaks Igbo. 

After his heart attack, Obiagu informs the members of Lionheart’s board that 

until he gets back on his feet and returns to work, the company needs “needs 

someone with the right kind of vision and drive.” “Family is the ideal on 

which I started this company,” he says, “I now rename my replacement-Chief 

Godswill Obiagu my younger brother, the MD of our Owerri headquarters… 

Adaeze will remain as the Director of Logistics and Operations.” Feeling that 

she has proven that she should be the Acting MD because she has worked 

“really, really hard,” Adaeze complains that she has been passed over for 

promotion and that this would not have happened if her brother Obiora had 

been in her shoes. Notably, it is her mother who points out that her father’s 

reasons for giving his brother his position “have nothing with [her] being a 

woman.” Obiagu himself later observes that appointing Godswill to 

supervise the company is another step in Adaeze’s professional education—

that he has been grooming his daughter to be his successor.  Obiagu retires 

only when he believes that Adaeze has become a well-rounded individual 

who “has all the virtues required” to manage Lionheart. 

Throughout Lionheart, personal and corporate growth are closely 

linked. Adaeze’s habitual use of English (generally acknowledged to be the 

language of business) is clearly evident when she and her uncle confronts her 

father with their knowledge of Lionheart’s abysmal finances. Obiagu first 

explains his decision to plunge the company into debt to them in Igbo: “a 

man’s response to an urgent matter determines his character.” He asks his 

daughter, “Do you understand what I mean?” and then clarifies the matter 

for her in English, saying “we needed buses to improve our fleet. That meant 

money.  I had no choice but to go to the bank and collect some money.” He 

then reminds her in English, “I got into this business principally to take 

people to various destinations in comfort in style. It has become a legacy 

with our company.  If we lose that legacy, we have lost everything.” Adaeze 
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responds to her father’s explanation in English, “You have put us in a 

vulnerable position and time is not on our side.” Abandoning Igbo, he replies 

to her in English, “Because of that I have decided to invite your Uncle 

Godswill to be a part of this establishment, because I believe that two heads 

are better than one”.  

Adaeze however, values her personal goals. An ambitious and well-

educated woman, she is a modern individual oriented towards the self. An 

independent thinker, she sees herself only loosely linked with her colleagues. 

Although Godswill reminds her that he has been chosen to support her and 

that two heads are better than one, she rejects his idea of merging with 

Maikano Motors in the northern part of Nigeria in favor of her own three-

point agenda to rescue Lionheart from bankruptcy.  “Trust me,” she tells him 

in English, “This is a plan that has been tried and tested. It works…the first 

thing we need to do, is get an extension on the 30-day loan. And I’ve asked 

the accountant to set up meetings with all the banks that we owe. And I have 

one for today which is now so I have to go.”  As their conversation continues 

in English, Godswill corrects her, saying “We have to go” (italics mine), but 

she corrects him, replying, “No, no, uncle.  It’s ok. I’ve got this.” Godswill, 

however, insists. “If we have to fight this war, Ada-nna, we have to fight it 

together, unless we want to lose. So, I’m at your service, nationwide. Let’s 

go.”   

Ada who unhappily agrees to be a team player then learns that two 

heads are better than one. Although her arguments, all presented in English, 

are rational and based upon her company’s merits and sterling reputation, 

banker after banker refuses (in English) to grant Lionheart extensions on the 

30-day loan. On Day 29, she is told by a woman banker, “I’m afraid I can’t 

give you an extension.’  On Day 28, the male banker is more interested in 

her cleavage than the figures in her hand.  When she returns wearing a 

neckline that that ends at her collarbones on Day 19, he tells her, “I am so 

sorry, it was not approved.”  The male bankers’ behavior becomes even more 

unethical on Day 14, when Adaeze’s request for a loan is turned down by a 

male banker who is in league with Lionheart’s competitor, Igwe Pascal of IG 

Motors. When he tells Godswill that he will consider a loan to Lionheart 

because “your niece here is not looking bad at all…I mean, she’s good 

(pointing to Adaeze). My price,” the older man is so angered by the insult to 

his family that he reverts to swearing in Igbo as he cuffs the younger man 

across the mouth, and he and his niece are thrown in jail.  

While her three-point agenda fails, Adaeze continues to use English 

to solve Lionheart’s woes. She does manage to convince a friend, Arinze 

(Peter Okoye) to loan her money to save Lionheart, however, he proves 

himself also to be disrespectful and tries to seduce her. Encountering one 

glass ceiling after another, Adaeze finds herself at her wits’ end. She 

confesses to her mother, “I can’t get an extension on the loans. The BRT 
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contract is not forthcoming. And if this Igwe Pascal man gets ahold of our 

company, everyone will lose their jobs.  And they are depending on me and 

I feel like I’m failing…I’m running out of ideas. I don’t know what to do.” 

Her mother wisely reminds her daughter that she has her father’s “business 

brains” and to “do away with the sentiments and the emotions and get the job 

done,” before reinforcing the importance of community.  She then convinces 

Adaeze to come home for “a nice meal” because her Aunt Chioma has been 

asking for her.  

At the dinner table, English is abandoned as the Obiagu family 

discusses the changes in Nigeria’s social and cultural norms. As only Igbo is 

spoken, it becomes evident that Lionheart’s is a traditional society in 

transition. The Obiagus’ generational clashes are grounded in divergences of 

traditional African and transatlantic points of view. Notably, their differences 

in opinion concern gender roles and expectations. On the one hand, 

traditional standards of community, family, and the home are upheld by the 

family’s older men and women, while, on the other hand, the younger 

generation supports modern, transatlantic values. While eating, Abigail 

Obiagu laments the poor quality of the young Igbo men looking to marry, 

pointing out that “[w]hen a young man wants to marry he’ll first ask around 

if the parents are wealthy. If both parents are not wealthy, he disappears.”  

Chioma continues, including her niece in the conversation, 

remarking, “My dear, if such a man comes for you… run! Make sure your 

feet hit your ears as you run.”  Godswill, however, advises Adaeze, “It is not 

that you see a man and start running…because you might be in this sort of 

race and run past your future husband….then we won’t get to drink on your 

wedding day. How it is done is that first you study the man if he is a 

reasonable person you accept him, but if it’s any of those men that sag their 

trousers to their knees…Run! Because these children feel like they are of 

marriageable age.” He ends by offering the adage, “If a child tries to tie a 

wrapper before maturity, when the wind comes.” which Abigail finishes, 

saying, “It will blow him away, along with the wrapper. The elders’ laughter 

at the thought of adolescent Nigerians sporting transatlantic baggy hip hop 

crotch drop pants and thinking they are men enables Obiagu to ask his son, 

“What do you want to do with your life?” Remarkably, Obiora, who has been 

producing Hip Hop with his band, replies, “I’m a musician. You’ve always 

known this is what I do,” before pointing out that Osadebe was an Igbo man 

whose music Obiagu always plays in his house. 

Here it is important to note that Obiagu uses Igbo when talking to his 

son who refuses to live like a traditional Igbo man.  Aptly, after dinner, he 

turns to English to validate his daughter’s decision to live as a modern 

woman. Notably, however, he also uses English, which the film narrative has 

identified as being the language of business, to merge the personal and the 

professional. “There comes a time in the life of a man when he decides to 
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take stock,” he says, “I’ve come to realise that most men invest all their time 

in matters of transient value at the expense of what they should cherish, what 

they should value, like love, life, family.  I waited eight years for you to be 

born. Those were years of trepidation.  And you came and you became a 

source of pride and joy to me. I have watched you grow. And I’m so 

confident in your ability. The biggest legacy I would leave for posterity…is 

you, my daughter”. 

Finally validated, Adaeze begins to understand that her work is not 

only a matter for the boardroom: the customers whom Lionheart serves are 

also part and parcel of the company’s family. Only five days before 

Lionheart’s loans must be paid, she stops her jogging to listen to her 

customers talking in Igbo. On the street, she learns that they think Lionheart’s 

rates are too expensive.  Then seeking out the bus drivers who also use Igbo, 

she also discovers that the competitive small bus companies are also killing 

Lionheart’s business.  When Godswill enters the boardroom, he finds Adaeze 

sitting alone, deep in thought, considering how people, not numbers, affect 

business. She tells him, “I now understand what you’ve been talking about 

all this while.”  Her uncle, who has reinstated morning prayers in Igbo at the 

office to rebuild the company’s communal identity, admonish his employees, 

and increase productivity, reassures her that “[t]he major thing is to 

understand at your own time.” He also reminds her that a merger with 

Maikano Motors is still possible. “This is the one thing that they have been 

looking for, for a very long time, to enter the East. Preferably with a reputable 

and big transport company, which we are,” he says in English, “So they find 

what they’re looking for, and they have the small buses we are looking for”. 

Remarkably, Godswill brings Igbo into the board room, syncretising 

both languages while discussing the merger: “since the food is delicious, the 

soup looks good,” he says, “What stops the visitor from eating?’” Notably, 

Adaeze replies in English, “Okay, I think it’s worth a try,” and she attempts 

to continue to separate the personal from the professional. Godswill stops her 

from acting inappropriately. “No, no, no, no, don’t be so fast Ada-nna,” he 

cautions and then reminds her in Igbo that “[y]ou need to take out the log of 

wood from the top before the one below,” before adding in English, “If you 

understand my gist?” Again blending complete thoughts in English and Igbo, 

Godswill persuades his brother to trust that he and Adaeze will persuade 

Maikano Motors to accept their terms.  “Leave that to us,” he says in English 

and then remarks to Obiagu in Igbo, “Throw the bone to us dogs and leave 

the fight to us and the spirits.” Returning to English, he convinces Obiagu 

reminding him that “[w]e can do it. You have said it yourself.” 

In Lionheart, every language is equally important cultural capital. 

The ability to merge and syncretise languages enable individuals to transcend 

social and political biases. Two heads, and indeed two languages, are better 

than one at the Akanau airport when Godswill and Adaeze wait to board a 
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plane to Kano. Several days before, Godswill interrupted a business deal 

taking place between two Igbo salesmen and a young Hausa man who was 

interested in buying a fleet of vehicles. Godswill recognised how 

disadvantaged the young man was being unable to understand what the 

salesmen had been saying to one another in Igbo and stepped in to help.  “I 

don’t know you but if you like your life, you leave now,” Godswill, who 

understood all of the salesmen’s conversation, advised the young man, 

“These people are not what you think they are… What do you call shit in 

your place?  These are two pieces of kasha. Very bad ones. They are 

swindlers.” Understanding immediately, the young man immediately took 

Godswill’s advice. And, as karma would have it, he reappears in the airport’s 

waiting room.  Recognising Godswill, he thanks his benefactor and 

introduces himself, saying, “My name is Hamza Maikano.” Learning 

Godswill and his niece’s business intentions, he immediately repays his debt. 

“The man over there is my father. Alhaji Danladi Maikano [the owner of 

Maikano Motors]” he says, “We are actually on our way to Kano. So you can 

come with us. I will make an introduction. And I can help you with your 

bags.”  

The merging of professional and personal values is also an element 

of the cultural fluency/fluidity in Lionheart that allows individuals to 

transcend social and political barriers. Speaking in English, Adaeze is unable 

to convince Hamza’s father of the benefits of his company merging with 

Lionheart.  Maikano dismisses her professional gambit, “we have a fleet of 

200 buses and cater to over 50,000 people weekly. Not to mention 30 years 

of experience that we have under our belt….I think the sky would be the 

limit,” as “a well-rehearsed pitch, my dear.” She is able to intrigue him by 

pointing out that Lionheart and Maikano Motors are a good match, because 

they are family businesses with the same core principles.  “[O]ur growth is 

based on how we treat others. The same way you have sir, your grandfather 

built Maikano Motors 65 years ago. Then he passed it on to your father and 

now, you wear the crown. You do understand the importance of succession 

and longevity,” she says, “Sir, Maikano Motors is one of the leading 

transport companies. I mean with emphasis to the North. But Lionheart 

Transportation is the heart and the soul of the Southeast. My belief is that 

with your capital and our technical know-how if we come together as one we 

would be a force to be reckoned within the transportation business. And not 

to mention, most importantly we share the same values.” 

Because Maikano and Obiagu share the same values, their languages, 

cultures, and their companies syncretise when the two men meet. First, a 

close up of Obiagu’s face isolates him from Maikano, then by a close up of 

Maikano’s face sets him apart from Obiagu before the two begin to interact 

in a sequence of two shots.  Obiagu offers Maikano kola nuts which he 

accepts, but neither man speaks at length or about the business at hand.  After 
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exchanging pleasantries about Obiagu’s health, Maikano remarks in Hausa, 

“The way things are turning out, I’ll have to sleep over in this town.”  It is 

Obiagu who transcends the cultural barrier that lies between them. “If you 

need a place to stay,” he says, “I also have a guest house.” Maikano is 

delighted by Obiagu’s unexpected hospitality and astonished by his host’s 

cultural fluency. He exclaims, “You understand Hausa?” Obiagu confides 

his cultural fluidity. “I was born in Zaria,” he says, “I studied there.  We 

roamed the city.” He smiles and continues to reveal his knowledge of Hausa 

traditions: “To be honest, I enjoyed the yoghurt and the millet cakes.”  As 

the two shake hands laughing, the merger of Lionheart and Maikano Motors 

and two families, Igbo and Hausa, takes place.  The strength of their merger 

is revealed later that day, in English, in Lionheart’s boardroom. Igwe Pascal, 

whom Obiagu deems, in Igbo, “an animal” is removed first from Obiagu’s 

chair and then from the board room itself.  His despicable minion, Samuel 

Akah, is also fired. Hamza and his father take their places.  After announcing 

his retirement, Obiagu and the company’s trustees grant Adaeze success and 

equality in the boardroom.  

As Obiagu points out, at base, Lionheart is about how one’s response 

to change results in growth on many levels. “Mutually beneficial,” 

Lionheart’s corporate merger with Maikano Motors allows it “to explore and 

expand beyond the shores without having to buy small buses” while his 

family and the board retain control of their corporate destiny. In many ways, 

Lionheart’s merger with Maikano Motors reflects the healthy merger of the 

cultures, indigenous and transatlantic, found in Nigeria today. Lionheart and 

Maikano’s amalgamation at the film’s end is more than a syncretic corporate 

model.  At the film’s conclusion, the needs of the individual merge with those 

of the family and the community, ethnicities are reconciled, differences 

between genders and generations are solved, and the traditional and the 

transatlantic are united. Nigeria’s diversity is also finally truly embodied in 

Obiagu’s daughter. Having acquired what her father considers “all the virtues 

required” to run Lionheart, Adaeze realises the agency that she has always 

desired and discovers that her life has changed for the better. 

Not only Igbo, English, and Hausa merge at the film’s end—at 

Obiagu’s retirement party, music, the language of the soul, syncretises the 

past/present, self/Other, man/woman, and local/global. Performances by 

traditional Igbo drummers and Hip Hop musicians are fused in Obiora’s Hip 

Hop island style that merges traditional drumming and rap cadences.  As 

Heinrich Heine would agree, in Lionheart, when words leave off, music 

begins. Obiagu only understands his son when Obiora congratulates him on 

his retirement with a special song that he has written. As the music begins, 

the hip hop island style and traditional drumming supports Obiora’s lyrics 

presented in Igbo. Reacting to the rhythm, Obiagu stands and spontaneously 

joins his guests who are rejoicing with the music. As Obiora’s song 
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continues, Obiagu uses his fan to high five his son with his fan while dancing.  

In its final moments, Lionheart’s message is clear—to thrive as times 

change, the old and the young must celebrate each other’s differences and 

champion each other’s agency. Only in this way can their relationship be 

complementary and therefore mutually beneficial. 

As Godswill (2019) points out, when it comes to family, we are all 

on the same journey. Responding enthusiastically, Tess Cagle remarks that 

it is Lionheart’s lasting message about agency-having women makes the 

film stand out. “It isn’t just great to watch a film with a female lead pursue 

a CEO role—it’s inspiring to watch a film where the men in her life applaud 

and support her lifestyle” (n.p.). Like Obiagu, Lionheart insists that change 

remains Nigeria’s greatest challenge today and proposes that Nigerians’ 

greatest strength lies in their cohesive, globally-minded multiculturalism. In 

short, merger remains the foundation of the Nigerian experience today. With 

this in mind, it is not surprising that Lionheart’s multi-lingual zeitgeist 

expresses Nigeria’s African identity while accommodating its postcolonial 

past, present, and future.  This film’spackaging points to its overseas 

influences, but its soul is 100% Nigerian—sophisticated, culturally 

complex, and syncretic. In final analysis Lionheart’s progressive synergy 

addresses and corrects what has been a biased and reactionary 

representation of African women and men in cinema. Oke (2019) observes 

that Lionheart is an important step forward, for it “demonstrates how to make 

a film about Africa, centered on African women, without utilising the tropes 

of genocide, child soldiers or colonisation” (n.p.). She asks, will Hollywood 

and Nollywood grow from Nnaji’s example? Clearly, filmmakers in 

Hollywood and Nollywood cannot fail to do so. As Adaeze realises in 

Lionheart, “growth is based on how we treat others.” The challenge to 

change that Lionheart offers African and American filmmakers not only 

supports the agency and authenticity of New Nollywood’s female directors, 

it also benefits film audiences and the film industries on both sides of the 

Atlantic. 
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Introduction 
The ideology underlining the documentary film as an art form hinges on its 

aspiration to be a medium of truth. This is what makes the French filmmakers 

refer to it as Cinema Verite (Ekpenyong, 2008, p. 8). John Grierson is 

credited with the famous description of the documentary as the creative 

treatment of actuality. Actuality may be explained by relating it to evidence 

and witness which in other words means using the film medium to interprete 

the economic and socio-political conflicts of the people creatively as they 

exist in reality. Rajala (2017) describes the documentary film as “a motion 

picture that shapes and interpretes exact material for purposes of education 

or entertainment” (p. 10). In the same vein, Umobuarie (2008) posits that 

“the documentary is the film genre that deals with historical, social, scientific 

or economic matters photographed or captured as they occur in real time” (p. 

2). Lacruz (2012) also submits that “a documentary is a non-fictitious 

representation of reality. It uses present and actual materials like recordings, 

statistics or interviews to treat social issues with certain interest for the 

public” (p.4). Daramola (2001) further makes us understand that “the 

documentary film relates to real experiences and real people in practical 

settings.The director applies creativity and cinematic techniques such as 

editing in presenting actualities” (p. 18). 

The above portends that the documentary film appears to be that 

cinema genre that focuses on real-life events, persons, situations, 

circumstances and phenomena, intending to make them more prominent, 

better understood and appreciated by the audience. It differs from the fictive 

film, which primarily thrives on the creative imagination of the filmmaker. 

A filmmaker in a fictive film aims at communicating to an audience, conflicts 

in a world imagined and created by him and delivered through shots, 

dialogue, sound, aesthetics and other cinematic effects and additions. 

Critics and scholars have also argued that there is a thin line between 

documentary film and journalism. They posit that a documentary film is a 

form of storytelling using the camera and other accompanying cinematic 

tools and technology. To this end, it is a form of journalism since it deals 

with the real issues of life and equally focuses on the truth to change the 

society. Just as a journalist is expected to report what has occurred on the 

beat accurately, the proponents of the documentary and journalism argument 
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insist that the documentary filmmaker does almost what a journalist does. 

“The filmmaker only uses the cinematic medium while the journalist may 

use the print or some other medium” (Phillips, 2018, p. 1). Rajala (2017) 

expands the argument further that: 

Since the documentary film “shapes and interprets factual 

materials” with the intent to educate and provide 

entertainment that the fictive film also does same because the 

filmmaker draws inspiration and the material from his 

immediate environment to make a film. To this extent, he 

posits that there is not much of a difference between the 

documentary filmmaker and a journalist (p. 10). 

Terry (2019) differentiates a documentary film from journalism by 

looking at the objectivity a reporter is expected to apply in a news report in 

contrast to the creative treatment a producer or director puts to play in a 

documentary film. He holds that, while the reporter is a “neutral or all-

knowing” person in the news reporting process, the documentary filmmaker 

is “a participant-witness and an active fabricator of meaning” in the film 

production chain (p.10). This position is corroborated by Terry (2019) that 

“the documentary film is the “artful reshaping of the historical world” (p. 9). 

In this case, the documentary medium struggles to find a place between trust 

and beauty because of the use of such art forms like acting, re-creations, 

animation and re-enactments which can be “artful” yet upholding truth. If a 

filmmaker has the liberty to apply creativity in the treatment of real-life 

conflicts in the documentary film, the question to answer therefore is, to what 

extent does the creativity of the director and other influences allow the truth 

to remain untouched in the documentary film? This study therefore adds to 

the debate on the issue of fact in documentary films as an art form. It attempts 

an assessment of some positions for and against the place of truth in the 

documentary film. 

A Conceptual Survey of the Documentary 

The term documentary as it applies to cinema and television first crept into 

the arts and communication space some time in 1926 in the review of Robert 

Flaherty’s ethnographic film Moana by John Grierson in the New York Sum 

of February 8, 1926. In that historical review, Grierson used that word 

"documentary", and that grew to define the genre of film that is known today 

as documentary film. In describing Grierson's concept of the documentary 

film, the idea of documentary film is founded on: 

1. The creative treatment of actuality. 

2. Documentaries emphasise social realities instead of aesthetics. 

3. Commentary authoritatively unifies other components of the film by 

the use of the voice-of-God style of commentary where the narrator 

is omniscient and always off the screen and 
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4. That images are subordinated or subservient to the verbal argument 

presented by the narrator or storyteller, which in itself had been 

scripted in advance. Further to this, two scholars, Renov and 

Aaltonen as cited in Rajala, have ascribed the following functions to 

the documentary film: 

1) To capture, revel and preserve [reality] 

2) To promote and persuade [which is more or less propaganda] 

3) To research and analyse and 

4) To express [in order to do so, an interpretation must precede this] (p. 

17). 

Before John Grierson’s appropriation of the term documentary, the 

Lumiere brothers had exhibited the first documentary film in history in 

France on December 28, 1895.  Scholars in film studies posit that the 

documentary film as it is known today evolved from the normal filmmaking 

process. Filmmakers probably did not set out to create a new film genre, but 

the evolution was propelled by materialist tendencies such as amateur 

attempts at filmmaking, propagandist interests and experimentations in 

aestheticism. “Another influential factor that birthed the documentary style 

is the narrative film tradition” (Ekpenyong, 2009, p. 28). In tracing further 

the evolution of the documentary film, Ekpenyong (2009) highlights the 

various styles of documentary films as: 

a. The Naturalist or Romantic Tradition. This tradition focused on 

the natural characteristics of the surroundings. Filmmakers were, 

therefore, inspired by the "poetry of natural things which is inborn in 

the artist".  

b. The Realist or Continental Tradition. As Ekpenyong posits, this 

documentary tradition focused on the presentation of “familiar things 

in familiar surroundings” with an exciting approach to reality. 

c. News-Reel Tradition. It is merely a descriptive presentation of the 

day's events within a given time devoid of bias. This style has no 

viewpoint in its performance.    

d. Propaganda Tradition. Following the persuasive capacity of the 

film medium, this tradition of the documentary film evolved and has 

remained a strong tradition in the hands of propagandists. This 

development in itself provides the bases for the argument that 

documentaries are not the actual presentation of truth (p. 32). 

In more than one century of the documentary film, the evolution has 

created new vistas. From the 1960s till date, the documentary film has 

assumed new roles which are not too different from the original quest of 

presenting the truth and changing the society, but stronger and far-reaching 

ways of doing the same. The emergence of the Cinema Verite movement in 



 

83 
 

France and the institutionalisation of the Social Impact Documentary (Impact 

Production) film practice, Audience Engagement/Participatory mode in 

North America, Europe and parts of Asia, signalled the arrival of a new 

frontier of expression for the documentary film genre. This mode of 

documentary film production appears to have captured the interest of 

international policy negotiators, media conglomerates, corporate bodies, 

non-governmental organisations and pressure groups that rely on the 

documentary film to aggressively present social issues based on a 

preconceived point of view (POV). 

The United Nations, for instance, has used documentaries on social 

issues to drive critical global problems like climate change. Similarly, 

scientific bodies like the world's Polar Science Community and another 

International community of polar scientists known as ArcticNet supported 

the production of two documentary films, The Antarctica Challenge: A 

Global Warning (2009) and The Polar Explorer (2010). According to Terry 

(2019), both films drew attention to the need for urgent and constructive 

efforts at addressing global warming while presenting detailed scientific data 

on the rapidly melting ice of the North Pole and their attendant consequences 

on climate change (p.4). Over time, the concept of the documentary film has 

evolved into what it is known as today. However, it is clear that the 

evolutionary trend has introduced several dimensions to the meaning, 

functions, uses and capabilities of the documentary film genre. Whether it 

was intended from the beginning that the documentary film should focus on 

truth-telling and exposition of reality alone has become a subject of intense 

scholarly discourse in the face of noticeable changes that technology, artistic 

treatment and preconceived point of view imposes on the documentary film 

today. 

The Issue of Truth: An Overview 

The concept of truth has been a subject of extensive scholarly attention over 

the years. Philosophers, Psychologists, Linguists, Artists and Theologians 

have attempted to provide various perspectives/insights into the issues of 

truth. As individuals have different views about the world around them 

because of their diverse “background beliefs”, different life experiences, 

personalities and dispositions as well as genetics, they are bound to have 

different views about the world as shaped by the factors earlier mentioned. 

Therefore, an attempt to establish the meaning of truth and its place in the 

documentary film is necessary to enhance an understanding of the subject 

matter of this study. 

The truth may be understood along the lines of personal and 

collective belief systems. Philosophers have attempted to use several theories 

in explaining the concept of truth. Equally, scholars have argued that theories 

are not good enough in advancing the understanding and application of the 

truth outside the domain of reality or everyday living/experience. 
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Philosophers have attempted to explain the concept of truth by applying four 

theories, “namely:  1) Coherence theory. 2) Constructivist theory. 3) 

Consensus theory and 4) Pragmatic theory. In other words, theories are most 

likely to hold a fixed, localised or subjective perspective of truth as against 

the broader views available from everyday life experiences” (Padi, 2015, p. 

5). 

Rajala, (2017) states that “truth could be examined within the 

framework of fidelity, constancy, sincerity and facts” (p.12). She notes that 

truth could also be defined as the real state of things and further submits that 

in another perspective it could mean judgment, a proposition, and an 

idea/statement that has been accepted especially in science and other fields 

of study. Rajala (2017) proceeds to state that truth means something that is 

consistent with facts and reality. The use of the words, "real" and "reality" 

throw up new problems that require explanations in the quest for the truth. 

Reality is described as the “quality or state of being real or someone or 

something being real or actual” (p. 13). 

Due to diversity in collective and individual beliefs systems, socio-

political, economic and genetic/health factors, it may remain difficult to 

arrive at a completely acceptable definition of truth. However, it does appear 

that moral, social, political, economic and even emotional factor plays a role 

in defining what truth means to individuals and groups. However, on a global 

scale, especially in this information age, truth is also being redefined. The 

digital age has bombarded the world with so much information that there is 

"information overload". This situation points to the circumstance whereby 

people have access to more information than they need or can process at any 

given point in time. “The Oxford dictionary in 2016 had as its word of the 

year the adjective, post-truth which denotes circumstances where "objective 

facts" are less efficacious in determining people's views/opinion as against 

appeals to emotions and personal or group beliefs” (Rajala, 2017, p. 40). 

Truth as it applies to the documentary, is intended to deal with issues 

that are real, factual, and not fake or false but exist within a particular society. 

The original concept of truth in the documentary film is designed to expose 

(educate), explain, entertain and/or persuade the community towards a 

particular course of action. Many argue that the documentary film represents 

the best medium of presenting/reflecting the real world. The ultimate goal in 

this attempt is the “telling and preservation of truth”. However, in the 

production process of the documentary film, the concept of truth may 

experience some forms of transformation either deliberately or in error. This 

condition may arise since the director has the right to treat the actualities 

captured within the society creatively. 

As societies advance and continue to deal with emerging norms and 

practices in various fields of life, the dynamics of a changing world also 

impact the concept of truth. We live in the information age and the era of 
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“post-truth, alternative facts, fake news” and many other factors that question 

our existing concept of truth or even seek a re-definition of truth, the 

documentary film is caught in the web of maintaining its original leaning 

towards truth or adjusting to the dynamics of a fast-changing world. The 

changes range from the norms and values of society to the dictates of 

technological possibilities, especially as they impact on the art and practice 

of filmmaking and mass communication generally.  

The Influence of Art 

Every cut is a lie. Those two shots were never 

next to each other in time that way. But you're 

telling a lie in order, to tell the truth. 

(Biesterfeld. 2019, p. 56). 

Art is as old as man. It is indeed a channel through which man gives 

expression to his perception of his world. Art exists in various forms such as 

drawing, painting, music, drama, among others.  Every type of art is driven 

by the imagination, creativity and inspiration of the artist. The industrial 

revolution of the 18th century provided the art world new and far-reaching 

platforms for the advancement of its various forms. The emergence of 

cinema technology provided a new platform for the music and drama art 

forms to flourish and attain a global reach and long-lasting preservation. As 

we have mentioned earlier, the documentary film is a variant of the feature 

cinema. In other words, the fusion of an already existing art form and an 

emerging technology created spaces for the phrase, feature cinema, from 

where the documentary genre evolved. 

The documentary film has evolved from feature film, which focuses 

on the creative imaginations of the director and the crew. This points to the 

fact that the narrative of a feature film is based entirely on the imaginations 

and creativity of those behind it. The director can bring to life characters, 

locations and situations that never existed. However, in the case of a 

documentary, the director and his crew are telling a story based on real 

personalities, places, time and actual conflicts. It appears that the work of the 

director in a documentary film may be easy and well cut out for him. 

However, Ekwuazi (1996), in his description of the documentary, stated that 

“it is a creative treatment of reality with several distinct components such as 

subject matter, concept, purpose and theme among others” (p. 16). 

The documentary film requires a significant dose of creativity from 

the director and crew for it to come out well. To that extent, since creativity 

is necessary in the handling and presentation of reality in documentary film, 

art and reality could be said to have fused to give the world the documentary 

film. This trend of argument is further supported by Sterritt (2004) as he 

notes that “even Grierson who introduced the term realised documentaries 

always blend the actual with the "creative" which is inevitably open to 

interpretation and dispute” (p. 1).  The influence of art on the documentary 
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film could be encapsulated in the thought that art imposed theatrical and 

literary structure on the documentary film through scripting, staging, acting 

and re-enactment. It is safe also to deduce that art brought its influence on 

the documentary, which will not leave reality precisely the way the artist 

(director) met it.  Another way of presenting this argument is that very little 

truth may remain after actuality has been creatively (theatrically and 

literarily) treated by the director and the rest of the crew in a documentary 

film. 

The Role of Technology in the Advancement of the Documentary Film 

Genre 
Photography is Truth. The Cinema is Truth 

twenty-four times per second (Godard, 2019, 

p. 3). 

The invention of photography revolutionised the way man recorded and 

stored images. Photographs seemed to have provided man with the power to 

capture life in a moment and retain it just like it happened at that specific 

moment. However, the invention of the motion picture camera handed 

humanity the tool to enjoy moving images and the ability to synchronise 

them with sound at the speed of 24 frames per second. The development 

remains the magic of cinema and subsequently television. According to 

Manvell, Stephenson, Murphy, Andrew &Sklar, in their contribution to the 

250th-anniversary edition of Encyclopaedia Britannica, motion in the motion 

picture is illusory as the pictures are still photographs that are projected at 

the rate of 24 images per second. At this speed, an illusion of movement is 

created, and synchronisation with sound is achievable.  Motion picture 

emerged towards the end of the 19th century and has turned out to be the most 

popular media of the 20th century and beyond. 

The cinema as a medium enabled the convergence of several art 

forms like acting, directing, scriptwriting and others that are technology-

based like photography, lighting, cinematography and sound recording. 

Leading the chart of the filmmaking process is the director. Technology has 

provided a platform for various art forms to blossom. It has also determined 

how the content of the cinema is presented. If the moving images seen in 

films are scientifically manipulated to provide an illusory effect of 

movement, but still possess the power to evoke strong emotions and elicit 

actions (positive and negative), then the personnel (film crew) has the 

capacity to tweak the truth being presented in a documentary. No wonder 

Biesterfeld (2019) insists that: “Every cut is a lie” (p. 3). 

The Interface of the Documentary and Propaganda 

“If you repeat a lie enough times, people will believe it to be true” 

  - Joseph Goebbels. (Clark, 2019, p. 56). 

All forms of art (cinema inclusive) are deemed to be potential tools of 

propaganda. Cinema “is considered among scholars as probably the most 
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effective for purposes of propaganda due to its unique potency” (Jason, 2003, 

p. 203). Scholars rely strongly on the use of the film medium as a tool for 

propaganda by Nazi Germany in World War II as a basis for their argument. 

Ngoa, in his description of propaganda, while referring to Lasswell’s broad 

definition of the same term, states that propaganda is the technique of 

influencing human action through the manipulation of representations. The 

representations might occur in spoken, written, pictorial or musical forms. 

In his evaluation of the Nazi film industry, Jason (2013) notes that 

“Joseph Goebbels, Hitler's propagandist systematically converted the film 

industry in Germany into a piece of capable propaganda machinery that 

worked to the best interest of the Nazis” (p. 402). Goebbels did not only turn 

the film industry into a tool for the furtherance of Nazi goals but he also 

conscripted journalists into a single Nazi cause. Beyond the Nazi use of the 

film medium as a propaganda tool, documentaries have also provided 

modern society with a robust platform for pushing social change. Impact 

Producers use documentaries to mobilise, engage and drive citizens, 

organisations and governments to adopt and implement changes. 

Audience engagement has also become a critical part of the 

documentary tradition in recent times, thereby involving the audience in the 

production and distribution process of the documentary film. The audience 

becomes an active participant in the change process of society instead of a 

passive observer and consumer of cinema. In his examination of the 

similarity between propaganda and the documentary, Sterritt (2004) observes 

that: “They're documentaries as long as they display real people, places, and 

events. They're propaganda as long as they are motivated by an ideology or 

agenda” (p. 1). The bottom line here is that reality and the desire to pursue 

an agenda fuse in a documentary because a director plays his part in treating 

actuality creatively. To that extent, a thin line seems to exist between 

documentary film and propaganda. 

Ethics  

Every profession or human endeavour operates within specific ethical 

parameters to avoid contravening the law and social norms. The notion that 

the documentary film is the “truth-telling” genre of cinema may present the 

most significant impetus for the demand of the maintenance of the norms 

which the founding fathers and practitioners over the years have come to 

associate with the genre. In comparing journalism with documentary, Rajala 

(2017) observed that “journalists are guided by regulatory laws and code of 

ethics while the documentary film seems not to have such rules and code of 

ethics regulating it” (p. 23). Since documentary filmmaking is regarded as 

an art, she further queries why art should be controlled. She submits that the 

best way to apply ethical standards in documentary film is for the filmmaker 

to adopt the “self-regulation” mode. 
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The filmmaker’s Burden 

Documentary filmmakers have a 

responsibility to be truthful to their 

vision of the world without 

intentionally misrepresenting a topic. 

(Jack, 2019, p. 3). 

The documentary filmmaker bears the burden of telling the truthwith his 

film. The challenge of lieing in order, to tell the truth arises from the fact that 

technology and art may require the filmmaker to manipulate part of reality 

to reach the audience effectively. In Robert Flaherty’s historic documentary, 

Nanook of the North (1922), he creates an artificial igloo since the lighting 

conditions in a natural one was deplorable. That decision was informed by 

the desire to present a convincing story to the audience. Flaherty was 

criticised for “tampering with reality” and in defending himself, the now 

famous quote of sometimes you have to lie in order, to tell the truth was born. 

In recent times, producers are known to employ animations, recreated 

scenes with actors and a wide range of improvisations to convey their 

messages to the audience for enhanced understanding in documentaries. 

Impact producers have used this mode of documentary filmmaking to good 

effect especially in educational documentaries where scientific data can be 

captured naturally, but animation and other manipulations or even audience 

participation are employed for a deeper understanding of the message.  In the 

process of the creative treatment of actuality in a documentary film, the 

director injects his "Point of View" (POV) on the subject of the film. Since 

the documentary is regarded as an art, the filmmaker imposes his vision and 

his interpretation of the reality he has recorded. 

Documentary filmmakers argue that there is nothing wrong with 

having a POV. They insist that having a point of view is appropriate as long 

as it’s not pretending to be anything more than that. POV is the filmmaker’s 

bias which he has a responsibility to present in the film. However, he submits 

that the challenge rests on how a filmmaker can ethically present a POV 

against the backdrop of the fact that POV is informed by the filmmaker’s 

conception of reality. The ability of a filmmaker to handle the issue of his 

bias in a documentary without being offensive and distorting reality poses a 

challenge which may appear almost insurmountable. The bottom line 

remains that ethical conduct and transparency in documentary film 

production is essential for the attainment of the goals of “truth-telling” for 

which the documentary film is known for. 

From the onset, the pioneers of the documentary film seemed to have 

envisaged a film type that would focus on the realities of everyday lives as 

opposed to the creative imagination characterised of the feature film. 

However, the convergence of the art and the cinema technology positioned 

the documentary film to provide several opportunities to which its potentials 
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could be utilised. Filmmakers, governments and other stakeholders have 

always deployed the documentary film for purposes that advance their 

agenda. The use to which the Nazis put the feature and documentary film to 

further their war efforts is legendary. 

The dividing line in the argument in the study can be found in the 

assertion that for the truth to remain in the documentary film, the filmmaker 

must exhibit a high sense of responsibility to himself and the society. Since 

art and technology will simplify, re-arrange and reduce reality, the filmmaker 

must not allow this to completely distort the truth thereby turning the 

documentary genre into a complete tool of propaganda either for 

government, corporate bodies, individuals or groups. Ethical and responsible 

documentary film practice then becomes imperative for all players in the 

profession. 

 

Conclusion 

The documentary film is strongly associated with the presentation of reality. 

Truth as a concept in the context of the documentary film appears 

challenging to define due to various factors. The influence of art and 

technology within the cinema space has transformed the documentary film 

into a powerful medium of communication with limitless opportunities. The 

potentials of the documentary film genre had impacted education, public 

communication, government and group propaganda as well as community 

aspirations towards social change. Art cannot be easily regulated when it is 

expected to conform to standard of reality. This study concludes that truth is 

the cornerstone of the documentary film. However, the ability of the 

filmmaker to manipulate factors relating to the film creates the impression 

that truth is a victim. Nevertheless, if reality is to be presented using the 

cinema as a medium, simplification, reduction and re-arrangement will 

apply. The only way for the documentary to remain true to its original 

mandate is to ensure the highest level of compliance with ethical practices, 

and responsibility to the society. 
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Official Apathy and Individual Suffering: 

Sharon Pollock’s One Tiger to a Hill 

Papiya Lahiri Ph.D 

 

Introduction 

This chapter highlights the sustained preoccupation of the Canadian 

playwright, Sharon Pollock, with the political and social injustices which 

have a serious impact on the lives of the individual protagonists in her plays. 

Pollock in her plays unravels the politics of history that covers and often 

distorts the truth of events from reaching the masses. They deal with varied 

relationships, between the powerful and the marginalised, between the 

established and the striving, between those who are in control and those who 

struggle against it. Her protagonists engage in searching possible answers for 

a time-tested problem. They are more concerned with ‘why’ and ‘how’ the 

incident took place rather than focusing on ‘what’ happened. The multi-level 

impersonations that are reminiscent of Jean Genet’s and Harold Pinter’s 

dramatic works raise qualms about the quintessential nature of human 

character, actions and identity. The analysis also focuses on how Pollock 

exposes the truth behind the actions of the penitentiary authorities who are 

in turn governed by higher State officials through the structure, point of view, 

episodes and the way of telling. In One Tiger to a Hill we find Everett 

Chalmers losing his faith in the System he serves when he finds himself 

acting as a mediator between the hostage-takers and the prison authorities. 

The personal gets sacrificed for the vested interests of the political system. 

The viewpoint is that of a moral inquiry which includes both the characters 

performing on the stage and the audience watching the play. 

 

Official Apathy and Individual Suffering in Sharon Pollock’s One Tiger 

to a Hill 

One of the most accomplished Canadian playwrights and dramaturge Sharon 

Pollock nee Mary Sharon Chalmers’ plays cover several aspects of social, 

political, psychological, and cultural realities. Pollock’sOne Tiger to a Hill 

is based on an actual infamous hostage-taking incident in the high security 

New Westminster prison in 1975, in British Columbia, Canada. Pollock was 

inspired by this incident in which a young female officer who was a hostage 

was killed by a guard’s bullet. Pollock structures One Tiger to a Hill also as 

a memory play in which the narrator at the outset, just as in Walsh, speaks 

directly to the audience. 

Just like Major Walsh inWalsh, the protagonist in One Tiger to a Hill 

named Everett Chalmers (Pollock gave the narrator-participant her father’s 
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name) gets caught between the demands made by the institution he serves 

and his painful realisation of those demands being false and unjustified. 

Another common connection with Walsh is the similar predicament of the 

protagonist, who suffers with the same sense of bewilderment and betrayal 

by the institution.  

Inspired by the real incident, One Tiger to a Hill attacks Canadian 

institutional complacency and public apathy about prison reforms. Two 

prisoners, Tommy Paul and Gillie Macdermott, take two rehabilitation 

officers and a school teacher hostage. Their demands are for an inquiry into 

the death of a prisoner named Desjardins in solitary confinement and for the 

prison to implement the reforms which are already long overdue, and for a 

flight out for the two of them. The prison officials—Richard Wallace (the 

warden of the prison) and George McGowen (head of security) bring a 

mediator named Everett Chalmers to negotiate the terms and conditions for 

the release of the hostages. He does his best to convince the prisoners to 

release the hostages until he himself gets disillusioned by the murky politics 

of the authorities; who he feels are using him as a pawn for serving their 

vested interests. These prisoners have been subjected to extreme torture and 

mental harassment. Paul was confined in a solitary cell, commonly called the 

‘hole’ every prisoner dreads, which he describes to Chalmers thus: 

Paul: ...in the last four years I spent over eight hundred days in the hole, 

solitary, top tier concrete vault where they bury you. Eleven by six foot 

coffin. Four solid walls. Six inch window in a steel door. Light in the ceilin’ 

they never turn off. I shower—wearing steel shackles and cuffs. If I’m lucky 

I shave twice a week in cold water. My toilet bowl is my sink. That’s right I 

gotta wash in the crapper. I gotta sleep with my head a foot from the crapper. 

They send me back to the hole, I’m dead. . . . I’m crazy . . .  or dead.  

Walker: Do you know why they kill themselves in the hole? To prove 

they’re alive. To prove they got freedom of choice. (p.125). 

This is the wretched state of the prisoners kept in the solitary 

confinement. The penitentiary document has the account of a person killing 

himself in the most painful manner as pointed out by Chalmers to McGowen 

that “I read in there of an inmate who strangled himself with a sheet. He had 

nothing to hang himself from, so he put it round his neck, and just pulled it 

as tight as he could. He died of slow strangulation. They say it took 20 

minutes. The guards dragged him down the tier corridor by the sheet” 

(p.123). 

 It is called top tier security prison but in reality they are “torture cells” 

as stated by a judge in a report pointed out by Chalmers. Hanzuk also declares 

that surprising things happen in the ‘top tier’, “I seen em just keep runnin’ 

their heads into the wall till they fracture their skulls—you want to kill 

yourself bad enough you’ll find a way” (pp.129-130). “Paul and Gillie are 
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rather led to taking hostages as the authorities have done nothing despite 

orders from the court to improve the condition of the prison.” (Bessai, 1977, 

p.23) Chalmers argues with Mcgowen, “. . . the recommendations in here 

seem to be what Paul’s asking for in the way of recreation job training... this 

government paper backs his demands” (pp. 104-105). There was no 

“alternative left with the prisoners other than risking the lives of their 

hostages” (Nothof, 2000, p. 42) to get something done. It shows their utter 

frustration and unwillingness to accept the wrong. Paul and Gillie tell 

Chalmers: 

Paul: Don’t your fuckin’ courts mean anything! We got a rulin’ last year 

cruel and unusual punishment and nothin’s changed except the fuckin’ paint 

on the fuckin’ walls! 

Gillie: You gotta do what you say you’re gonna do else no one believes you! 

(p. 109). 

We find a strong difference of opinion between the two rehabilitation 

officers, Dede Walker (Tommy’s counsellor) and Frank Scholuk. Walker 

expects a positive outcome to follow after the citizen’s committee meeting in 

which Lena Benz, a social activist is also a member whereas Scholuk believes 

that the institution is just putting up a pretence under these reports and has no 

intentions to do anything concrete—neither about the death of Desjardins nor 

about bringing about the over-due changes in the pen for the prisoners (pp. 

83-84). 

Even after Paul and Gillie take both Scholuk and Walker hostages, 

Walker expects changes would be made by the institution under coercion and 

that one needs to keep struggling to make positive things happen. Scholuk 

again tries hard to convince her that the authorities would do nothing and 

things would remain the same: 

Walker: We can get changes made. He’s {Paul] drawin’ attention to things, 

and when this hits the press 

Scholuk: Nobody gives a shit! Who do you think cares about them?And 

we’ll make the headlines at noon and at night they’ll use us for garbage! This 

won’t change a thing. He can’t change a thing. And you know that you bitch. 

In your gut, you know it. 

Walker: Sometimes it’s the struggle that counts, to struggle to keep on 

struggling. 

Scholuk: For what? 

Walker: A just cause! You can’t believe there’s people willing to fight for 

things they’re not gonna win! . . . you can’t believe there’s people willing to 

die for things they believe in them! (p.118). 
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In the words of Heidi Holder, “the main character of the play, Everett 

Chalmers, is an ordinary man, but he has a strong sense of social 

responsibility that is untested till the time he stands witness to the flaws of 

the system.” (p. 45) Just like Walsh, he is someone who cannot passively 

stand by when injustice is being done. He has to get involved even at the cost 

of risking his own life. Chalmers is a constitutional lawyer who is asked by 

the prison officials to act as a mediator between the prisoners and the 

institution. He is also the narrator of the play. At the beginning of the play 

Chalmers stands inside the terrible and multi-levelled “medieval fortress” of 

a prison as described by him and directly addresses the audience. He tells us 

that for the past nine years he had been interested but always unwilling to 

think too hard about “what it was like being inside, locked up” (p.76). He 

compares his mixed feelings with those Germans who during World War II 

deliberately turned their backs on all kinds of atrocities: “Would I be any 

different in essence from all those good Germans who passed Dachau and 

Buchenwald, and never asked questions?” (p.76). As soon as Chalmers gets 

an opportunity to mediate between the prison officials and the prisoners, he 

grabs it, as compensation for his guilt he had been suffering from a long time. 

However, he naively believes that one man can after all, really change the 

system. Denis Salter aptly says that “As our guide to the inside, Chalmers is 

meant as a kind of surrogate for the audience” (p.3). Chalmers tells the 

audience “I got involved, and two people died to confirm a resolve, a resolve 

that was slowly, reluctantly, growing in me—a resolve to find out what 

happens to them—and to us—when we condemn men to that wastebasket we 

call the pen” (p. 77). 

The growth of Chalmer’s awareness of the institution being a 

“wastebasket” and his involvement with it constitutes the major body of the 

play. He tells us that twice a day he drove by the pen (penitentiary). He read 

of the riots that occurred, the various charges and the counter-charges, but 

“did nothing” (p. 76). When he acts as a go-between, he is made aware of the 

“intense ideological conflict between members of the staff and the liberal 

social workers, more inclined to use therapy.” (Page, 2000, p. 34) When 

Chalmers was negotiating with the prisoners, he was on the side of the prison 

warden, who had hired him but gradually he comes to realise that they were 

speaking lies in order to get their plan of shooting the prisoners executed and 

he was acting as a pawn to help them in achieving that. 

Chalmers also comes to suspect the intentions of the warden and the 

head of security who ask him to get the prisoners out in the open. He is alert 

to the possibility of a trap set up for the hostage-takers when they were 

allowed to escape and hence tells them “I’ll walk with you out to the yard” 

(p. 132) and thereby risks his own life. Though Wallace and McGowen, tell 

him to convey to the hostage-takers that a helicopter has been arranged for 
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them for a flight out, he is not told under any condition the destination of their 

journey. 

Lena Benz, the social activist who was brought on the demand of the 

prisoners since she was the most honest and key figure in the citizen’s 

committee is also used as a pawn by the security chief and the warden. Lena 

wanted to know as to who are taking them out and the authorities divulge 

nothing more except that they were carrying out a “procedure”. When Lena 

presses them further they simply throw her out by force, now expecting 

Chalmers to do the work without asking questions. Chalmers sees guards with 

loaded weapons appointed at the entry, named as ‘a reaction squad’ (p. 122) 

under the leadership of Hanzuk. When Chalmers gives an account to the 

inmates of what was happening outside, Walker warns him that Hanzuk is the 

same guard who was on duty the night Desjardins died and so she wants him 

to be removed. Chalmers finally goes to have the last word with the 

authorities before getting the inmates out: 

Chalmers: . . . I’ve been talking to Walker. You haven’t been honest with 

me and I want to know. Why Hanzuk! 

McGowen: I don’t answer to you or Walker! 

Chalmers: Hanzuk hates Tommy Paul. There’s a chance he’s responsible for 

Desjardin’s death! A decision’s been made and I want to know who made it! 

Wallace: Desjardins killed himself. 

Chalmers: Why did you lie to me? Tell me it was internal, then it turns out 

Paul has a point about Desjardins, he has a point about solitary. They’re 

torture cells, for Christ’s sake described as such by a judge! 

Wallace: . . . . Administration is me, I walk a tightrope balancing security 

re-hab and inmates. It’s a tricky act. 

Chalmers: Is that what I tell them? Hanzuk’s on the squad because Mr. 

Wallace can’t figure how to stop juggling three balls without dropping one? 

Wallace: Tell them he’s off, if you have to. They won’t see him. The less 

tension the better. 

Chalmers: Lie. 

Wallace: if it makes the move smoother. (pp. 127-128). 

 The dishonesty and callousness of jail authorities comes out clearly 

in this brief exchange. Once all the inmates are out, Hanzuk does shoot both 

Paul and Walker and as their dead bodies lie on the floor beside Chalmers, he 

stands staring at them and speaks directly to the audience again, the 

enactment of the memory now completed. A visibly distressed Chalmers 
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understands that everything has changed now and he could do nothing to stop 

it. He tries to account hesitantly what went wrong and what he will do next. 

“What were the lies? . . . Is everything lies? . . . tomorrow . . . I said . . . I will 

have breakfast . . . drop . . . the kids off at school . . . on Friday . . . I’ll go to 

the Y . . . he weeps” (p. 137). 

Through the growing awareness of Chalmers about the apathy and 

treachery of the prison authorities, Pollock hopes to touch a cord in the 

audience. He says that “my hope is that the next time the audience reads about 

a hostage-taking event, I’ll have given them a touch of Chalmers . . .  so that 

. . . they don’t say, oh those fucking psychopaths . . . . Someone once told me 

I was preaching to the converted. Well, it’s the converted who makes 

changes. (Zimmerman, 2005, p. 122). 

As is typical of a Sharon Pollock play, both sides of the arguments 

are provided. When Chalmers and Lena Benz confront Wallace and 

McGowen with questions on the penal structure of the administration, the 

condition of the prisoners and the recommendations printed in the document 

on penal reform, both the warden and the head try to highlight their 

difficulties in managing a high security prison, things which are never 

printed in government documents. 

Benz: ... a private copy of the paper on penal reform, hot from the office of 

the Solicitor General. Hasn’t been released yet—will probably be buried.... 

Says things like—autocratic administrative structure—well established 

resistance to significant change—bureaucratic norms that promote men with 

no professional qualifications in penology 

Wallace: What does it say about operating in a 19th century fortress with no 

financial support for progressive programming—with forty percent more 

inmates than we’re equipped to handle, and all of them clamouring for 

“privileges”—what does it say about trying to recruit and maintain staff in a 

hostile environment with low pay and no status! 

McGowen: . . . . What’s real is no money. What’s real is nobody wants those 

bastards, not Cuba, not Russia, not us. What’s real is your parliamentary 

paper is just that nothin’ but paper! Bleedin’ hearts and M.P.s don’t run a 

maximum security pen, we do, and we’re servin’ time the guards the 

prisoners everyone! (pp. 104-105). 

Pollock clearly shows that these are the same authorities who 

continuously operate with double standards and as far as possible want to get 

the matter closed and the story buried. At the beginning of the play when 

Wallace declares the death of the inmate, Desjardin and wants to know their 

next course of action, McGowen shamelessly tells him, “Bury him andforget 

him”(p. 77). Again when Wallace points out that it couldn’t be done so easily 

since a “citizen’s committee” (p. 78) which includes Lena Benz, is expected 
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to study the matter, McGowen suggests to keep Benz out of the matter by 

bringing about a false charge on her like, “provoking inciting, defacing 

government property. Hell, run your finger down a list you’ll come up with 

something” (p. 78). 

Pollock’s historical plays all involve a struggle with the authority. The 

protagonist is on the authority’s side at the beginning until he discovers that 

the authorized view is corrupt and full of deceptions. “One Tiger to a Hill 

revisits the past from a contemporary angle with present day sensibilities.” 

(Zimmerman, 2005, p. 14) It shows how history never ends but with every 

invention adds a new layer to its surface. This is what Pollock does with her 

play emphasising not necessarily ‘what happened rather what might have 

happened’. 

One Tiger to a Hill speaks of the cruelty and the injustice of the penal 

institutions. The political and social anger are strong in these plays with the 

helplessness of the protagonist mounting as all his efforts of negotiation with 

the prisoners and assurance of their safety go in vain. Lena Benz, the social 

activist of about sixty, provides the critique of the State in categorical terms 

since she has been working for social cause throughout her life and putting 

up with a stiff resistance from the government. Benz scathingly declares, “... 

hell prime ministers politicians and presidents kill more men than the inmates 

of this place ever did” (p. 107). She blatantly exposes the hypocrisy of the 

public too over their concern for the ill-treatment meted out to the animals 

but none for the humans who are treated inhumanely in government’s 

institutions. Benz tells Chalmers: 

Benz. . . here’s a story. A true story. In Ohio a bunch of guards rounded up 

these pet cats the prisoners befriended, including six four-day-old kittens. 

And in front of the prison population, they dashed their brains out against a 

wall. The incident was leaked, and letters poured in by hundreds—all from 

Irate Cat Lovers. Not one expressed concern for the poor buggers locked up 

in an institution where those guards weild power without restraint and 

virtually no review. (p. 107). 

This is the terrible and painful ordeal of Chalmers and of the prisoners 

pitied against the politics of the penitentiary authorities. Pollock once again 

etches history anew showing things are determined not by individual choices 

rather by the larger perfidious designs of the state politics and the people who 

will do anything to retain their power. 
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Communication of HIV/AIDS via African 

Theatre Entertainment Education: The 

South Africa Experiments 
 

Nwagbo Obi Pat 

 

Introduction 

This study examines how entertainment education is used as an aspect of 

theatre to communicate critical ill health like tuberculosis, vesico vaginal 

fistula (VVF), poliomyelites, infections, diarrhea, measles, malaria and 

especially HIV/AIDS in Africa. The fear HIV/AIDS abounds,hence, 

people’s erratic behaviour towards people living with AIDS (PLWAs) is not 

a rarity. HIV/AIDS patients are stigmatised. The theatre has the capacity to 

communicate through entertainment education that PLWAs should not be 

stigmatised. We shall focus on how Lynn Dalrymple'sDramAidE deploys 

drama to communicate HIV and AIDS in South Africa.  

Entertainment with the theatre has a long history. The clout of 

entertainment and education to communicate clearer, lies in the use of what 

appeals to the senses of the audience. The place of theatre in entertainment 

to its audience is obvious. The impact of songs, dances, and actions in a 

theatre production influences the reasoning and the knowledge of the 

members of audience in addition to creating certain awareness in them. These 

affect their attitudes towards a certain issue. Hence theatre is a viable 

intervention instrument in communicating HIV/AIDS with the view to 

altering unwholesome perceptions of the people and the government towards 

people living with HIV/AIDS. The discriminatory attitude of people towards 

PLWAs is unfortunate. To this end, this research argues that the medium of 

theatre with its entertainment functionality, has the capacity to change this 

perception. Health experts have noted that about 90 percent of diseases in 

Africa including HIV/AIDS could be prevented if effective communication 

aiming at empowerment of the local people with preventative facts is done. 

Therefore due to its ability to attract, entertain and hold the members of the 

audience as they receive messages, entertainment education strategy could 

be effective in the African context. HIV/AIDS communication is part and 

parcel of Health Communication as it gives attention to HIV/AIDS and the 

issues the pandemic is rooted in. 

The Artist in Development Communication 

Several scholars identify “entertainment-education strategy as one that 

employs education and entertainment as approach to create social change in 

the targeted audience” (Mugira, 2007, p. 19). There are many critical health 

problems that are detrimental to man. While the dreaded Acquired Immune 

Deficiency Syndrome (AIDS) is real, people in most rural communities seem 
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unaware of its devastating nature. “Themes on these health issues are replete 

in drama and music” (Ayakoroma, 2003, p. 19). 

Oga (2003) avers that “themes surrounding health illnesses have been 

among themes reflected in the theatre for centuries because the theatre has 

been recognised as functional not only for its entertainment value but also as 

a means of education and as a means of disseminating information” (p. 80). 

In Africa, entertainment education strategy has long been used in different 

campaigns to address several problems in communities. Some of these 

include making people aware of the dangers of HIV/AIDS. Some of the 

successful campaigns include the prevention of soil erosion campaign that 

was ran by the then Kenya’s President, Daniel Arap Moi in the 1990s which 

saw almost a complete eradication of soil erosion and improved farming 

practices. The other is the “success story of HIV/AIDS combating campaigns 

in Uganda that gave it an international recognition” (Mugira, 2007, p. 21). 

Davis (2012) also makes us understand that:  

 

The truth is that HIV/AIDS has escalated into a global 

health pandemic. Africa has emerged as the most 

severely affected continent with more than half of the 

world’s HIV infected population residing in Sub-

Saharan Africa. Consequently various awareness 

campaigns have been launched in attempts to stifle 

the rapid spread of the pandemic.  Much emphasis has 

been placed on communication as effective strategy 

specifically when it has a participatory and 

community-based approach which offers education 

through alternative ways of responding to HIV/AIDS 

in order to reach and involve the individual target 

audience. The value of entertainment as an effective 

intervention tool through which to inform and educate 

is of major importance. Theatre is widely 

implemented as a tool when attempting problem 

solving and group and/or individual behaviour-

change (p. 1). 

This implementation of theatre which influences change in the 

behaviour of people is achieved through entertainment provided by the artist. 

Communication is one of the major functions of the theatre artist. He aims at 

passing messages across to the audience. “To communicate effectively 

therefore, the artist makes use of various artistic techniques of effective 

communication” (Akinsipe, 2006, pp. 133-134). 

This medium was used to address the problems of female 

circumcision, promiscuity and child spacing in Awka, Anambra State, early 

marriage and V.V.F. in Dutse, Zamfara State, safe motherhood and STIs at 
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Dutse and HIV/AIDS, STIs and multiple sexual relationships among 

transport workers in Uyo, Akwa Ibom State. Oga (2003) emphasises the 

growing interest in the role of the artist indevelopment communication, in 

which communication researchers and practitioners have realised as well as 

adopted the use of the performance arts for interpersonal communication to 

ensure that its programmes in Nigeria are properly packaged and, 

consequently, effectively received by the target rural communities (p. 84). 

Health issues are paramount in the use of theatre by UNICEF, because it can 

be traced back to 1992 when Mr. Alfonso Grumucio, a former Chief 

Information and Communication Officer, UNICEF, Nigeria and a film 

director set up the L.G.A Popular Theatre. 

Double Barrel Theatre Organisation (DBTO) was identified in Zone 

A to facilitate the projects. These are Abakaliki, Ikwo and Ishielu in present 

Ebonyi State; Kwande and Ukum in Benue State. These Theatre Troupes 

were made up of essentially Local Government Council Staff with flair for 

drama. The arrangement was such that “UNICEF enabled the troupes to 

receive training, access the communities with the drama forms of Child 

Survival, Development, Protection and Participation with messages on 

guinea worm eradication, diarrhea control and some other child rights issues” 

(Oga, 2003, p. 84). These L.G.A drama groups took their plays to 

communities with the hope that the CSD information in the plays would be 

accepted by the target groups and that it would result in a more positive 

behaviour (Oga, 2003, p. 85). In Iseyin, Oyo State, Nigeria, the issues which 

the animateurs (as theatre-for-development practitioners are also called) 

investigated included female genital mutilation (FGM),child labour, teenage 

sexuality, crisis of “family and leadership values, immunisation, breast 

feeding, male circumcision, teenage abortion, family planning, maternal 

mortality and morbidity, and the intrusion in the rural community of a deadly 

and incurable disease, HIV/AIDS” (Oga, 2003, p. 86). 

Mugira (2007), using DramAidE’s (Drama for AIDS Education) live 

drama as a case study, determined whether live drama is a better 

communication tool to reach the audience of young people than other 

channels in raising their awareness about HIV/AIDS. The study suggested 

that HIV/AIDS awareness initiatives through live drama play an integral part 

in the campaign against stigmatisation of people living with HIV/AIDS. It 

was discovered that live drama, once utilised well is a better communicative 

tool than radio, television and print in disseminating crucial informations 

targeted towards changing young people’s attitude to appreciate the dangers 

of the HIV/AIDS pandemic so as to guard themselves against it. The reason 

behind this is that, as the study discovered, with live drama, many 

interviewees asserted that its components such as plays, songs and dances 

were fun, enjoyable, good, exiting, interesting, creative and participatory, 

educational and informative. With such characteristics, certainly, live drama 



 

102 
 

magnetises the audience and as the audience listens, interacts with the 

communicators and as all these go on, the message is absorbed. It is also 

important to note that with most of these components of live drama, such 

mass participation is minimal in the print media, radio and television (pp. 59-

60). 

Communication of Hiv/Aids as Critical Ill Health in South Africa 

In South Africa Lynn Dalrymple has made efforts through the use of 

DramAidE (Drama in AIDS Education) projects to campaign for change of 

attitude in stigmatising against People Living with HIV/AIDS. DramAidE 

was initiated in 1992 at the University of Zululand (UZ), as a project within 

the Department of Drama. Professor Lynn Dalrymple, is committed to 

preparing young people to cope during an age where culture, ideas and the 

fabric of society is shifting as a result of the HIV/AIDS pandemic (Mugira, 

2007, p. 3). In a review of three central texts written by Lynn Dalrymple, 

there is the investigation of how these texts have marked a turning point in 

the way public health communication is envisioned and implemented in 

South Africa. Dalrymple's focus on communication about HIV and AIDS 

through entertainment education for behaviourial change has influenced 

practitioners, researchers, thinkers in South Africa and other African 

countries and even beyond Africa. 

As a pioneer in the field of communication about HIV and AIDS in 

South Africa, she is the founder of the non-governmental organisation 

DramAidE, which uses drama to explore HIV and AIDS issues and to bring 

about social change. Dalrymple uses participatory theatre for this. In addition 

to these, Dalrymple is a teacher in the rural area of Zululand in South Africa, 

who applies theatre theory to one of the most pressing problems faced in the 

area-that of HIV and AIDS. Chinyowaa (2009) avers that, “in her writings 

on the work of DramAidE, Dalrymple grapples with the problem of how to 

explore and change people's beliefs and attitudes through the experience of 

ritual performance and drama” 

(http://www.informaworld.com/smpp/content). The place and concern of 

Dalrymple’s DramAidE towards health through the use of theatre as 

Entertainment Education is simply put thus: 

Dalrymple created a dynamic dialogue-driven 

approach to using drama, particularly to explore HIV 

and AIDS. This approach has been adopted by a 

number of organisations and received accolades 

around the world. Because of her reputation for 

pioneering new uses for theatre, Dalrymple was 

approached in 1992 by a local doctor, the late Allan 

Jaffe, who was confronted with a new and potentially 

deadly virus, HIV. The Department of Health was in 

need of educational programmes to inform young 

http://www.informaworld.com/smpp/content
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people about preventing sexually transmitted 

infection. To address this need, Dalrymple initiated the 

DramAidE (Drama in AIDS Education) project, using 

innovative methodologies to communicate about HIV 

and AIDS. Seven years after its inception, DramAidE 

had become a national project and a member of a 

consortium that later won the Department of Health's 

tender for a national Beyond Awareness Campaign, as 

well as numerous other contracts and funding grants 

from both local and international donors. DramAidE is 

now affiliated with the Centre for Communication, 

Media and Society (CCMS) at the University of 

KwaZulu-Natal in Durban, while it is managed from 

the rurally based University of Zululand, 200 

kilometres north. In CCMS Dalrymple established a 

graduate module in Entertainment-Education for 

Public Health Promotion (Durden  and Tomaseli, 2012 

p. 1). 

Dalrymple’s background that paid off for the development of Centre 

for Communication, Media and Society (CCMS), is her attention to 

entertainment education through DramAidE project which started her career 

as a teacher of English and Drama in the late 1960s as she was appointed 

lecturer in the Department of English at the University of Zululand 

(UNIZUL). Dalrymple later established the Department of Drama, where she 

was Professor and Head between 1988 and 1996. During this time she 

pioneered the use of drama in education and drama for development, 

ensuring that a generation of students were exposed to a way of thinking that 

linked academia to the surrounding community through meaningful 

interventions. 

In addition to her academic work, Dalrymple chaired the HIV and 

AIDS Committee of Council and Senate for the University of Zululand. She 

was responsible for the development and implementation of university policy 

and programmes on HIV and AIDS. She was also a member of numerous 

government task teams, including the Department of Education's National 

Arts and Culture Curriculum Committee, the Department of Health's 

National Life Skills Committee and National Communication Forum, as well 

as the task team leader of the Peer Education Committee for the South 

African Universities Vice Chancellor's Association. She was also a key 

leader on the Beyond Awareness Campaign spearheaded by the South 

African government.  

Emma Durden and Keyan Tomaselli who have had the opportunity 

to work with Dalrymple on a number of other campaigns and projects over 

the past 20 years did not hesitate to aver that their experiences working with 
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her have allowed them to develop a deep understanding of—as well as an 

appreciation for—her contribution to the field of communication for 

development, hence the significant academic and practical contributions they 

have used DramAidE  to make in South Africa in the area of HIV and AIDS 

education, especially via entertainment. DramAidE projects have been 

conducted in a number of provinces within South Africa, working in 

secondary schools and with all of South Africa's universities. DramAidE is 

now one of the most studied projects in this field in southern Africa. It has 

set a standard of excellence with regards to personal, participatory HIV and 

AIDS communication. Dalrymple made this possible through her 

commitment to praxis and to the links between practice and research 

necessary to ensure the cultural appropriateness of DramAidE 

methodologies. 

Dalrymple's work has significantly influenced a number of other 

scholars and practitioners, both in South Africa and internationally. In 2000, 

as Director of DramAidE, Dalrymple was appointed Adjunct Professor in 

CCMS, a position she retained until her retirement from both DramAidE and 

CCMS at the end of the decade. The initial DramAidE project was 

implemented in 800 secondary schools, and facilitated by university 

graduates. Many of these facilitators had studied under Dalrymple, and were 

now employed as actor/teachers, using performance and facilitation skills for 

the purpose of educating youngsters about HIV and AIDS, with the primary 

goal of preventing the disease. This opportunity allowed the organisation to 

undertake operational research and to explore the uses of drama and theatre 

in the South African context, particularly in the context of rural, undeveloped 

areas. Mugira (2007) captures the rationale of DramAidE thus: 

To use participatory drama and other interactive 

educational methodologies to control the spread of 

the HIV/AIDS epidemic”, is the mission which 

DramAidE stands for. DramAidE, is a unique 

project based in South Africa’s KwaZulu-Natal 

(KZN) province, which has the highest HIV 

prevalence rate in the country. 

DramAidEfacilitates critical awareness and 

provides information on health issues. It does this 

through a range of cultural activities such as 

performance of songs, dance, poetry, and plays, 

theatre in education, forum theatre, and arts 

workshops. Such activities engage young people 

and their involvement in the programme, allow 

them to personalise the risk of Aids in their 

communities and to develop the skills to be able to 

cope with the epidemic. DramAidE creates a 
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network of peer educators organised in clubs and 

the clubs are meant to provide avenues for peer 

educators to undertake health promoting 

communication campaigns through action media 

that involves plays, posters, songs and dances that 

have been created by young people through a 

participatory process (pp. 3-4). 

The review further shows that Dalrymple affirms this by encouraging 

the use of theatre, where DramAidE plays a catalytic role, as DramAidE's 

primary aim is to activate processes through which the young people learn to 

learn, and act, in order to make other actions possible.  It comments on the 

capacity for DramAidE to allow a “staged authenticity,” where young people 

enjoy a certain amount of poetic licence that allows them to comment on 

sensitive issues, such as gender, sexuality and HIV/AIDS, hence a response 

to the DramAidE methodology. An exploratory evaluation found the 

following positive response to the programme's use of live drama: 

enjoyable,good, exciting, interesting, creative and interactive. Further 

programme evaluations have suggested that these messages have been 

retained by both the participants from the schools and their audiences, and 

that DramAidE has had a lasting impact on improving the social and physical 

conditions within the schools and the broader community. These evaluations 

provide evidence that Dalrymple's approach has made a difference through 

the work of DramAidE, and that this work has the potential to bring about 

social and behavioural change. 

Also, with her approach, Dalrymple challenged the accepted practice 

of using only Western texts and teaching methods at the university, and 

fought for the inclusion of more relevant texts. This argument for contextual 

relevance was to become a central theme in much of her later work. 

Dalrymple's contribution cuts across boundaries, and she has had an impact 

in the fields of both HIV and AIDS education as well as drama pedagogy, 

initiating a new interest in communication for public health and 

entertainment-education in South Africa. A key aspect of Dalrymple's work 

is the understanding that people do not change their behaviour in a vacuum. 

A range of social and cultural factors feed the AIDS epidemic and gives rise 

to behaviours and practices that place people at risk of HIV infection. 

Therefore, any intervention needs to take these factors into account in a 

culturally appropriate way. Dalrymple's background in drama and theatre 

studies provided the impetus for an innovative and appropriate response to 

the complex problem of HIV and AIDS in South African. Dalrymple was 

influenced by community-based theatre scholars  like Augusto Boal in 

Brazil, NgugiwaThiong'o in Kenya, Ngugiwa Mirii in Zimbabwe, and David 

Kerr in Malawi and Botswana. Dalrymple, learning from these practitioners 

http://onlinelibrary.wiley.com/doi/10.1111/j.1467-873X.2011.00575.x/full#b17
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-873X.2011.00575.x/full#b6
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-873X.2011.00575.x/full#b65
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-873X.2011.00575.x/full#b64
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-873X.2011.00575.x/full#b41
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-873X.2011.00575.x/full#b41
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was strongly influenced by the liberatory pedagogy of the Brazilian 

educator,Paulo Friere. 

Furthermore in the review of the three texts, Durden and Tomaseli 

aver that Dalrymple explores issues of HIV/AIDS seriously. In Battling The 

Odds: Dalrymple and DRAMaIDe, Dalrymple asserts that behavioural change 

interventions offer the best chance of preventing the further spread of HIV 

and AIDS in developing countries. The primary focus of this behaviourial 

change should be to ensure that the audience for any public health 

communication has the necessary information, motivation, and access to 

resources to change their sexual practices and reduce the likelihood of HIV 

transmission. Her worry was that although HIV was recognised relatively 

late in South Africa in comparison to Western countries, the epidemic took 

hold comparatively quickly, and Zululand became a global epicentren of sort 

and the continuously high prevalence figures suggest that the awareness 

being created has not always translated into individual behaviour change and 

the adoption of safer sex practices. 

To tackle it, Dalrymple deployed the usage of cultural practices as 

vehicles for communicating about the epidemic. To achieve this, DramAidE 

used storytelling, drama and theatre to engage young people to communicate 

effectively about issues relating to sex, sexuality and HIV and AIDS. The 

DramAidE Act-Alive programme in schools is perhaps its most well-known 

projects and it is a two-step process. The first step involves DramAidE staff 

facilitating participatory workshops on HIV and AIDS issues and training 

young people in action media. The second step involves young people in the 

creation of their own plays, posters, poems, songs and dances which they 

present to their peers and more broadly in their communities. As such, 

DramAidE links with the international practice of entertainment-education. 

Dalrymple's practical work in DramAidE includes two primary activities: a 

drama workshop and educational theatre. The aim of drama and theatre 

workshops is to pose problems creatively. Workshops provide safe 

environments for sharing information, simulating HIV/AIDS risk situations 

and finding practical ways to cope with or these issues. 

Dalrymple has also facilitated the publication of students' work, 

either solely or in co-authorship, thus encouraging them to engage with 

academia globally and giving them the confidence to do so. These strategies 

have built research capacity between successive students and encouraged 

them to retain their research interests and collaborations after they have 

graduated. This has helped to build a critical mass of graduate students and 

post-doctoral researchers, as well as strategic research partners, 

strengthening the capacity in the field of communication for public health in 

South Africa. Dalrymple was the first in South Africa to take drama out of 

the theatre as a form of Eurocentric high culture, and into the daily texture of 

African communities as an applied problem-solving arts practice 

http://onlinelibrary.wiley.com/doi/10.1111/j.1467-873X.2011.00575.x/full#ss3
http://onlinelibrary.wiley.com/doi/10.1111/j.1467-873X.2011.00575.x/full#ss3
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(Dalrymple, 1987, p. 1989). Dalrymple redefined the discipline and practice 

of performance studies, and applied these to health, development and life 

skills education at both secondary schools and university campuses. 

South Africa is aware of HIV and AIDS, but they need to be moved 

beyond this awareness to the point in which they would be compelled to 

make decisions and change their behaviors to prevent the infection and 

transmission of the disease. The manual explores this through providing a 

theoretical discussion on communicating about behaviour change around 

HIV and AIDS, and then examining this theory in practice in mass media, 

small media and participatory interventions. The manual provides examples 

through citing case studies of best practices and suggesting strategies for 

implementing HIV and AIDS awareness campaigns at the local level. It goes 

on to explore how these various media can feed into the notion of social 

change. Dalrymple's contributions to the manual also explore both the direct 

educational and therapeutic benefits of participating in these media activities 

for individuals, and how this could benefit society more broadly. She 

explains that the artistic end results of such projects provide a way for 

ordinary people to talk about HIV and AIDS and to break down some of the 

stigma around the disease in an era characterised by discrimination and fear. 

The practical strategies that Dalrymple provides in the manual are part of a 

broader effort to encourage ordinary people's deeper involvement in action 

around HIV and AIDS and to explore effective solutions to the epidemic. 

Conclusion 

We have attempted to argue that entertainment via the medium of theatre can 

affect positively, the wellbeing of people living with HIV/AIDS. Using the 

DalrympleDramAidE projects, the study strongly believes that 

communication via the theatre can change the discriminatory habit of the 

populace towards PLWAs. To this end, the research recommends that the 

theatre business should be taken seriously by the government and the 

populace with a view to achieving its multiple functionalities. 
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Introduction 

The quest for cultural renaissance, the search for national identity, and the 

struggle against racial segregation and colonial dominance in colonial and 

postcolonial societies is the thrust of third world cinema. Among cineates 

whose films reflect this struggle, are Gillo Pontecorvo, Argentines Solanas, 

Raul Ruiz, and the pope of African cinema, Sembene Ousmane. Sembene’s 

films such as Borrom Sarret, Xala, Mandabi,Ceddo, Black Girl and Emitai 

are critical explorations of economic, cultural and socio-political condition 

of colonial and postcolonial third world nations. His depiction of the 

postcolonial condition fully captures his commitment to societal 

reconstruction. This chapter examines selected films of Sembene as socio-

cultural, economic and political constructs. It also investigates the 

commitment of Sembene to cultural revival, socio-political reconstructions 

and explores dialectical materialism in his cinema. The study engages in a 

historical survey of third world cinema and critically interrogates selected 

films of Sembene Ousmane which include Xala, Borrom Sarret, Moolade 

among others. 

Theoretical Framework 
This study is foregrounded on Sembene Ousmane’s art theory of Functional 

Aesthetics. “As a proponent of functional aesthetics, Sembene embraced his 

vocation as a writer with a social and political agenda” (Tekpetey, 2010, p. 

1). Functional Aesthetics posits that every work of art has a role to play in 

societal development. Therefore, cultural studies ought to examine all works 

of art to understand various cultures. “No work of art can turn its back on the 

society” (Vasquez, 1974, p. 113). Good art constructs, deconstructs and 

reconstructs the society. Any art that falls short of the above functions, is not 

worthy of existence. Good art is that art that appeal to emotional response of 

mass audience. It is one that has a wide appeal. Consequently, our analysis 

is rooted on Sembene’s ‘Functional Aesthetics’ vis-à-vis his commitment to 

cultural revival. 

Third World Cinema and the Poetics of Liberation 

Wherever there is a filmmaker prepared to stand 

up against commercialism, exploitation, 

pornography and the tyranny of technique, there 

is to be found the living spirit of New Cinema. 

10 
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Wherever there is a filmmaker, of any age or 

background, ready to place his cinema and his 

profession at the service of the great causes of his 

time, there will be the living spirit of New 

Cinema. This is the correct definition which sets 

New Cinema apart from the commercial industry 

because the commitment of industrial cinema is 

to untruth and exploitation (Teshome, 2016, p. 

1). 

The above statement is an excerpt from Glauber Rocha’s book, titled The 

Aesthetics of Hunger. It is a reflection of the African cinema otherwise 

known as the cinema of the third world. Teshome refers to third world 

cinema, as New Cinema. To fully understand third world cinema, it is 

imperative to locate it within the larger framework of the concept of third 

world. 

The term third world countries is a construct of Western imperialism 

and colonialism. Shobat and Stam (1994, p. 25) submits that “third world 

comes logically out of the discussion of colonialism. The term also refers to 

the neocolonised, or decolonised nations and minorities whose structural 

disadvantages have been shaped by colonial process and by the unequal 

division of international labour”. Suffice to state that the existence of the 

term third world, stems from the binary (or binaries) of first and second 

world countries. First world countries include the imperialist and colonial 

masters such as Britain, France, Germany among others, whose colonial 

action and processes, energised their development from their looting of their 

colonies, or what Wa Thiong’o (1981, p.11) calls “the devastation of a 

continent and the brutal exploitation of millions, with great consequences on 

the economic, political cultural and literary spheres” One colonial heritage 

of note in postcolonial countries, is capitalism which has culminated into an 

imbalance in the socio-political system in third world countries. Capitalist 

processes which is alien to the third world, has further graduated into a class 

divide-which Karl Marx calls the Bourgeoisie and Proletariat. 

As an economic tradition imported into the third world (especially 

into Africa) by colonialism, there were been numerous calls by literary artists 

and critics from the geographical orbit of the colonised, amongst Ngugi wa 

Thiong’o, Leopold Sedar Senghor, Sembene Ousmane, Ayi Kwei Armah, 

Aminata Sow Fall, Obi Wali, Athol Fugard, and much later, Femi Osofisan 

and Festus Iyayi to facilitate a return to the indigenous economic process of 

the third world. Thus, various literary and critical outputs of the 

aforementioned literatis, deconstruct western capitalism and political 

cultures and reconstruct or advocate a more friendly socio-political system 

that would elevate the status of the common man and also expunge 

economic, sociopolitical, racial oppression and marginalisation of all kinds 
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from postcolonial societies. The literatures of the above artists are also 

committed to cultural revivalism. 

 Third world cinema is also committed to socio-political 

reconstruction, against racial construction and for cultural revivalism. In 

their manifesto which was preceded by the screening of the film La hora de 

los hornos-Hour of the Furnaces, Fernado Solanas and Octavio 

Getinoarticulate that third cinema is a cinema of liberation in the third world. 

The term third world on the other hand, means “the underdeveloped countries 

of Asia, Africa and Latin America” (Chanan, 1997, p. 6). The term has its 

origin in the Bandung conference of 1955, “the founding conference of the 

Non-Aligned Movement, when China promulgated the theory of the three 

worlds. The first world consisted in the advanced capitalist countries of the 

West, including North America and Australasia, the second world comprised 

of the Soviet Union and the socialist countries of Eastern Europe, the 

countries of the remaining continents were thus the third countries to which 

China declared its allegiance” (Chanan, 1997, p. 8). 

 Wa Thiong’o (1981, p. 102) in Writers in Politics, avers that the story 

of the third world, is the “African story, the Asian story and any cursory 

glance at the history of China, Indo-China, India, the West Indies and Afro-

Americans”. Ngugi’s position on the third world intersects with Shobat and 

Stam’s position. The poorest countries are found in the African continent, in 

Asia and the West indies. Wa Thiong’o (1981, p.104) notes that third world 

literatures are “literatures of struggle: the struggle of ordinary people, who 

against great odds have nevertheless changed and are continuing to change 

oppressive social systems and hence the power map of the twentieth 

century”. 

 Most of the literary outputs in third world nations were aimed at 

rewriting and deconstructing the racial constructions of the colonial masters 

about their colonies. Critical texts such as Edward Said’s Orientalism, Bill 

Ashcroft et al’s The Empire Writes Back and Franz Fanon’s The Wretched of 

the Earth, serve as evidence on the fight against colonial and neocolonial 

oppression and the search for identity. From the foregoing, it is explicit that 

the term third world cinema emerged from the appropriation of the term third 

world. They are body of films made by African, Latin American and Asian 

filmmakers who sought to fight against Western imperialism, noecolonialism 

and also to rewrite the misrepresented Africa, Latin American and Asian text. 

Third world films capture the travails of imperial hegemony and cultural 

subjugation in third world countries. This film culture has “the variable of 

decolonisation as a factor. As Adesanya (1997, p. 13) contends that “cinema 

is the most dangerous form of colonialism and the only way to stop it is to 

encourage indigenous African filmmakers. We must put into images the 

African against underdevelopment created by colonialism”. Herein lies the 

core of third world cinema. Many third world countries, namely, India, 



 

112 
 

China, Brazil and Senegal, has been able to achieve this goal of 

decolonisation” (Shehu, 1992, p. 20).  

 Third world cinema, predominantly in Africa, Asia, and Latin 

America are committed to a particular political, socio-economic and or 

cultural cause. Solana and Getino (1976, p.44) notes that “it is that cinema 

that recognises the anti-imperialist struggle in the third world and its 

equivalent within the imperialist countries. It is a guerilla cinema”. Third 

cinema therefore, is politically motivated as it is part of the larger body of 

postcolonial discourse. Thus, this cinema aims to rewrite, reconstruct, 

reconfigure and redefine the place of the colonised and underdeveloped 

nations in the face of colonial and neocolonial processes. But to what extent 

should the third world film valourise the culture of the oppressed? Teshome 

Gabriel in Towards a Critical Theory of Third World Films criticises 

exaltation of all traditional African values in third world cinema. He states 

that only indigenous African traditions that elevates and contributes to the 

condition of man should be valourised, and cultures that constitute 

underdevelopment and are detrimental to people of the third world should be 

abhorred and expunged. For instance, it would be unfair to reinstate the 

Abobaku tradition (a practice in which a man willingly kills himself to escort 

the late king to the land of the dead) of the Yoruba people of Western Nigeria, 

or to advocate for the killing of twins in some Nigerian cultures, and even to 

campaign for the Osu caste system (a group of people who are considered 

outcasts, and do not mingle with other people in the society. Those 

considered Osu, do not enjoy fundamental right as other citizens. In fact, they 

are totally segregated.) of the Igbo people in Eastern Nigeria. Teshome 

(2016, p.4) states further that: 

It needs to be stressed that there is a danger of falling 

into the trap of exalting traditional virtues and 

racialising culture without at the same time 

condemning faults. To accept totally the values of 

Third World traditional cultures without 

simultaneously stamping out the regressive elements 

can only lead to 'a blind alley,' as Fanon puts it, and 

falsification of the true nature of culture as an act or 

agent of liberation. 

Beyond the unique and dynamic nature of every culture, there is no 

culture without faults and limitations. Third world cinema must thus, also 

depict the limitations, the weaknesses and demerits of indigenous traditions. 

“A living culture must necessarily welcome accretions from other cultures” 

(Osuntokun, 2011, p.12). African cinema, which is part of the larger body of 

third world cinema, must therefore be careful and meticulous in its treatment 

of culture. Oyebade and Owoola (2016, p.177) submit that third world 

cinema “include the major film industries in India, China, Egypt, Mexico as 
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well as post revolution or post-independence film industries in Senegal, 

Cuba, Indonesia and many more. It also includes now, the Ghana and Nigeria 

video film industries that have no contribution to third cinema for more than 

fifty years”. However, Oyebade and Owoola must note that the first Nigerian 

feature film, Ossie Davies’s Kongi’s Harvest (1970), has the attributes of 

third world cinema. “In the souvenir programme of Oladele’s Kongi’s 

Harvest is the declaration: Africa is no longer simply a location for big Game 

and adventure films but a film producing and originating continent” 

(Adesanya, 1997, pp.13-14). 

As an art that evolved from third world countries, the political 

impetus in films made in Francophone third world countries in Africa such 

as Senegal, predates films in countries such as Nigeria and Ghana. For  

instance, Sembene Ousmane, a renowned Senegalese novelist, socio-

political activist and filmmaker, with his films, proved that “third world 

cinema will remain useful for a politically inflected cultural practice if they 

are not taken as essential preconstituted entities but rather as collective 

projects to be forged” (Shobat and Stam, 1994, p.28). The commitment of 

Sembene to the political landscape of Senegal, is reflected in his films. His 

approach and import in filmmaking with the incorporation of indigenous 

cultural and nationalist ideologies such as Negritude and Ujaama, are geared 

towards a Socialist Africa and Cultural revivalism. 

Sembene Ousmane and the Cinema of Commitment 

A study of Sembene Ousmane, the renowned socio-political activist, novelist 

and filmmaker, is a study of a committed artist. His films reflect cultural 

revivalism and socio-political activism. The commitment of his films to 

societal reconstruction led his being popularly known as the pope of African 

cinema. Sembene also doubles as one of the most renowned novelists of 

African descent, especially of the revolutionary tradition. Literary scholars 

and critics such as Udenta O. Udenta attest to the above statement in his 

seminal study on Sembene. Udenta (1993, p.17) submits that “Sembene’s 

works are not only committed to the emancipation of the underpriviledged, 

his ideological stand on revolution as a medium for positive change, is also 

explicit” He is not only the first African filmmaker (feature filmmaker in 

particular), Sembene also doubles as a disciple of Karl Marx who placed his 

film art in the service of liberation from the shackles of colonialism, 

neocolonialism and corruption of political leaders in Africa. 

The sociological import of his films correlates with that of Segei 

Eisenstein, the Russian filmmaker. His dedication of film to the service of 

liberation, cultural resuscitation and the close affinity of his art to 

Eisenstein’s cinema, perhaps, was because of his (Sembene) educational 

training in Moscow, Russia, where propaganda filmmaking held sway in the 

middle of the twentieth century. However, while Sergei Eisenstein fought 

against class disparity (the Bourgeoisie and Proletariat), Sembene goes 
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further to kick against Western imperialism and colonialism and revive the 

cultural aesthetics of the third world. 

As “a proponent of functional aesthetics, Sembene Ousmane 

embraced his vocation as a writer with a social and political agenda 

(Tekpetey, 2010, p.1). He believes that an artist must be committed to a 

particular cause. An artist (a poet, a novelist, a dramatist, a filmmaker, a 

sculptor, a musician among others) is an ideologue who uses the medium of 

art to preach his beliefs and make humanity critically conscious of the need 

to adopt his ideology, with a view to making the world a better place to live 

in. To Sembene, every work of art must be functional. All art is ideological. 

Any attempt to separate art from ideology will serve nobody. Even 

Absurdism, one of the most militant and banal of all philosophical and 

humanistic movements, has its root in a particular ideologic. The ideo-

aesthetic function of art cannot be overemphasised. Sembene’s militant 

approach to filmmaking stems from the culture of racial segregation in 

colonial Senegal, and corruption of the emergent political class in the third 

world in the wake of independence. 

Sembene also captures the challenges posed by capitalism. An 

economic process imported into the third world by colonialism. His first 

short film, Borom Sarret, presents a character who labours all day without 

anything tangible to show for it. Borom Sarret, the eponymous character, 

leaves his wife to earn money from his trade of conveying people with his 

cart from one place to another, but he returns home poorer than he was. Set 

in the Muslim country of Senegal, Borrom Sarret is seen in the first sequence 

of the film, praying, before leaving home to seek for daily bread. In fact, the 

film begins with the voice of a clergy, being heard, praying in a mosque, with 

emphasis on the word, Allah. Despite his prayer to Allah, the Muslim 

terminology for God, before going in search of daily bread, he still returns 

home, even poorer. The filmmaker seems to posit that societies are not 

determined by religion. Rather, societies are products of economic structure. 

The problems of colonised nations must be tackled realistically. This is 

because, in most societies today, most people believe that only prayers to 

God would solve the socio-economic and political problems. Clergymen 

initiate unending prayers sessions on national growth and development in 

government houses, without cautioning politicians against their 

appropriation of public funds. In fact, the goal of some of these clergies is to 

take their share of the national cake from government by means of cash 

rewards or contracts. Despite the fact that Borrom Sarret prays before going 

to seek daily bread, he still finds nothing to give his wife to prepare food for 

the family at the end of the day. 

Borom Sarret is a marxist film narrative, which mirrors the travails 

of the proletariat in a bourgeoisie dominated society. The film portrays the 

suffering and travail of the common man. The bourgeoisie does depend on 
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the man power of the proletariat to survive. The rich build hospitals in which 

they charge the poor exorbitant medical bills. Borom Sarret conveys a rich 

man and his pregnant wife in his cart. Immediately the couple mount the cart, 

the pregnant wife rests her head and heavy figure on Borom Sarret. A close 

up shot of the camera depicts that he does not complain, rather, his 

expression shows that it is a usual occurrence as he continues to drive the 

cart. This is a metaphor that the exploitation of the poor by the rich reoccurs 

in third world countries. 

With this film, Sembene advocates for a change in the socio-

economic systems prevalent in third world countries. “Sembene, a 

committed artist, concentrates on liberation from various forms of 

oppression as the dominant theme in his works” (Tekpetey, 2010, p.1). He 

addresses fellow exploited and oppressed, and make them critically 

conscious of all forms of exploitation, oppression and subjugation. He “is a 

speaker who reveals a situation to himself and to others with his very 

intention of changing it” (Tekpetey, 2010, p.1). Borom Sarret was 

Sembene’s first short film. “Only a period of four years intervened between 

his first short film, Borom Sarret and Mandabi which confirmed his talent 

and incontestable authority as a filmmaker, after the popular success, La Noir 

de (Black Girl), the first full length African film” (Samuel, 2012, p.3). 

Mandabi explores religious contestations while Black Girl examines the 

place of the black woman in the French society. The woman is placed at the 

margin and looked at in the lens of the (o)ther. The other in this context is 

the subjugated, the exploited and the maginalised. Black Girl is a discourse 

on feminist advocacy. 

Sembene’s humanistic ideas are sidelined in his later film, Xala. The 

film is an adaptation of his novel of the same title which sees the political 

leaders in Senegal, take the white portraits out of the government house, and 

dump them outside in all ferociousness. This scene is a metaphor for 

liberation from colonial dominance and Western imperialism. In this film, 

the belief in the transcendental holds sway as Haynes (2015, p.10) expatiates 

that in Xala, “a threat from a magical dimension is deployed to represent 

communal norms and to generate steady irony, deadpan humor, and the acute 

discomfort of the representative of a corrupt elite.” The corrupt bourgeoisie-

ruling class is revealed in Xala. In Xala, El Hadji Abou Kader Beye, a 

businessman marries a third wife, N’Gone. However, El Hadji has the Xala 

(impotence), hence, he is unable to consummate the marriage. His challenges 

are compounded with the failure of his business. His newly wedded and 

second wife, Oumi N’Doye leaves him. He discovers that the curse of 

impotence was placed on him by a beggar whom he humiliated. The beggar 

tells El Hadji that the only cure for his impotence is for him (El Hadji) to 

strip himself naked and be spat upon by a group of lame and blind beggars, 

lepers, legless cripples, men women and children. 



 

116 
 

 El Hadji is from the ruling class. In fact, he is not only a businessman, 

he is also in government. He lives a flambouyant live style, which is also 

characterised of the expensive wedding he throws for his third wife, N’Gone. 

El Hadji prides himself in getting whatever he wants. He does not only get a 

new beautiful wife, he also uses his elitist position to deals unjustly with a 

beggar who positions himself in El Hadji’s street. He uses the police to harass 

him. This is characterised of the ruling class, especially politicians in third 

world countries who are fond of oppressing the poor. After rigging 

themselves into political offices, they see themselves as tin gods. They 

appropriate and hijack monies meant for the development of the societies and 

the execution of projects.  

Xala is a metaphor that the wealth of the rich is made possible by the 

struggles of the poor. The elites must therefore acknowledge the capacity and 

importance of the common man. The attempt of a marabout to heal El Hadji 

is futile. A beggar who El Hadji despised in the past, and who place the curse 

of impotence on himsays thathe has the capability to cure him. This reveals 

the essence and importance of the common man in a bourgeoisie controlled 

society. Post-independence third world countries were characterised with 

corruption in the political system. The politicians make the masses vote them 

into various elective positions with empty promises on making the wants and 

challenge of the citizens their priority in office. However, when they get into 

such positions, they become tin gods. They turn their backs on the electorate. 

They cruise in exotic cars with heavy security operatives. The promises they 

make become a pipedream. At the end of this film, the poor has the last laugh 

and El Hadji, despite his affluence, wealth and influence, is at the mercy of 

the beggar. This film “serves as an effective means of awakening 

consciousness, and be used as a formidable weapon in the struggle against 

underdevelopment as well as postcolonial oppression and injustice (Samuel, 

2012, p.2). 

Moolaadeis a discourse on the ills and foibles of the ruling class. In 

this film, “Sembène highlights the hypocrisy of the local governing 

institutions” (Winston, 2014, p.70). Thefilmuses collective and mass action 

to solve the issue of Female Genital Mutilation, mostly supported by the 

governing institutions. Although this narrative is critical of Female Genital 

Mutilation which is perceived to be a product of chauvinism, “the artistic 

vision and aesthetics of Moolaadé echo Leopold Senghor’s Negritude” 

(Rogert Ebert in Winston, 2014, p.3). This implies that as an advocate of 

negritude, Sembene also advocates for traditionalism and a return to the 

African past. The ideologies of Leopold Senghor, Leon Damas and Aime 

Cesaire come to play in this film. As a supporter of Negritude, animist 

metaphysics, and traditionalism, Sembene’s creative and artistic ingenuity 

comes to play in almost all his films. Like Ngugi wa Thiong’o, a believer in 
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African cultural renaissance, Sembene’s cinema glorifies African traditional 

ideals. 

The commitment of Sembene’s cinema to the liberation of the 

common man from marginalisation by the upper class, led to censorship laws 

which stood hard on his films. Armes (1987, p.92) submits that “Sembene 

had a running battle with the censors in his native Senegal where Xala had 

to go through eleven different cuts before it was finally released, and Ceddo 

was banned for eight years before it was finally released”. In his film, Emitai, 

the colonised are in the net of the colonisers. The colonised are continually 

suppressed by the imperialists. In this film, “there are English subtitles for 

drum messages, and silence serves as an important element of the audio track 

of the film. It is 'a cinema of silence that speaks.” (Teshome, 2016, p.20). 

Sembene’s cinema is a paradigm of third world cinema which Haynes (2015) 

highlights as “the radical theories of Third Cinema are, third cinema shall be 

a militant cinema. It shall be first and foremost a cultural action with social 

and political value, or it will be nothing. It can also become an economic 

action that will only be a by-product” (p. 12). 

All the attributes of third world cinema are replete in Sembene’s 

films. Apart from being expressions of African cultures his films are also 

political constructs. Some of his films encountered the stridgent axe of the 

censor board. This did not deter his cinematic engagements. His philosophy 

is likened to that of the late Biafran soldier, Major Alale whose watchword 

was “revolutionaries must never despair” (Ademoyega, 1981, p.157). This 

spirit of revolution also manifest in his literary enterprise. God’s Bits of 

Wood, a novel Sembene published in 1960 “deals mainly with the resistance 

of the railway workers in Dakar-Bamako line, from October 1947 to March 

1948, against the exploitation of labour and oppressive conditions of service” 

(Udenta, 1993, p.16). Apart from preaching cultural revival and campaigning 

against capitalist culture imported by colonialism with the medium of film, 

Sembene also utilises the prose genre in preaching against class exploitation. 

Conclusion 

Third world cinema began in the spirit of the commitment for liberation from 

colonialism, neocolonialism and the corruption of political leaders in third 

world countries. The films in thie repertoire speak for the common man and 

they are narratives especially on class divide and the creation of space that 

would engineer positive change, mutual cooperation and development in 

third world countries. The cinema of Sembene Ousmane is a radical 

construction which conforms to the manifestoes of third world cinemas. 

Furthermore, he uses film as an ideological weapon.As a political and 

revolutionary filmmaker, the themes of the films of Sembene are relevant to 

the present economic and political situation in developing countries, and as 

such, have the capacity to reconstruct the social and political landscape of 

developing countries. 
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Introduction 

People make choices especially when they have better alternatives. 

Indigenous African societies from time immemorial, constructed the man as 

the head of the home. The definition of marriage was simple. With recent 

dynamics in feminist scholarship, there have been numerous definitions of 

the term. Amid this, women continue to opt for options that deconstruct 

existing traditions regarding marriage. Numerous questions abound in 

regards to the ideal marriage. How ideal is the purported ideal marriage? Are 

marital views or ideology same to both sexes? And does marriage define a 

woman’s fulfillment and achievement in life? Against this backdrop, this 

study engages in a content analysis of Zainabu Jallo’s Onions Make Us Cry 

within the context of gender construction and the role of women in Africa 

and Nigeria in particular. The study also examines psychological trauma and 

domestic violence in the play understudy. The research investigates the 

choices and issues of marriage. 

Gender Construction and the Role of Women in Contemporary 

Nigerian Society 

The issue of gender construction and the roles allotted to the different 

genders vary from one culture to the other.  This is the reason Evwieroma 

(2004) notes that “culture is generally gender insensitive and has never been 

gender sensitive…unless a deliberate process of social-cultural engineering 

is launched to influence cultural values, beliefs, attitudes and norms, the 

problems affecting women will remain” (p. 19). Gender itself is a 

prescriptive term used to refer to the expectations of the society on how a 

woman should look, act, dress, or even carry herself differently from a man. 

According to Evwierhoma (2013), gender has always been “separate from 

biological sex” (p. 17). To her,“daughters could become sons and 

consequently male” (p. 17). Gender is often used interchangeably with ones 

sex. The hormones, genitals and body parts define the sex of a person at birth. 

The two major sexes are the female sex with the female organs and 

the male sex. All these biological factors aid the societal construction of a 

gender. A child with the female sex at birth is called a girl and she grows up 

to be known as a woman when she reaches the stage of puberty. Motherhood 

also validates womanhood. On the other hand, the male is preferably called 
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a man from his point of birth through when he becomes a boy. In other words, 

gender construct is initiated from the point of conception. Gender construct 

for both the male and the female persons vary from society to society but 

nevertheless, in most cases, men are more advantaged. From the point of 

birth, the male child is said to be a bouncing baby boy. The construction of 

gender for both sexes is done by the society and this becomes a vital part of 

tradition. This tradition dictates that a woman should be well behaved, 

respectful, humble, and obedient to commands from the father. This set-up 

makes her devalue her gender sensibility and become a liability to herself 

and the society. 

Evwierhoma (2014) makes us understand that “in Nigeria, gender 

entails a lot. There are different approaches to it. In some spheres, gender 

bias is negligible, while in others, gender discrimination is high”(p. 16). 

From these views, one deduces that gender is what a society says it is since 

a particular definition of gender in one culture might contradict another 

culture’s view on it. In preliterate past, women were dominant just like men. 

By implication, we had active and passive women at the foreground and 

background of African cultures. According to De Beauvoir (2009), “women 

are taught in the process of being socialised to internalise the reigning 

patriarchal ideology and so are conditioned to delegate their own sex and to 

cooperate in their own subordination (p. 89). Although there are cultural 

differences in the construction of gender all over, women are subordinates in 

most cases. Idegu articulates that: 

Treating women as a minority group, we remember, 

is a carryover from primitive times. They were 

minorities because they were really minorities in 

those days. In primitive society a girl child was 

betrothed to a family for marriage to their growing 

son. At age eight, depending on the community, the 

girl moved in with her new family in other to grow up 

with her husband to be and to acquire the family 

traditions necessary to bond with the family. The girl 

was a child to the husband, who was usually older 

than her, sometimes more than ten or twenty years 

older. Age wise, therefore, women were minors. 

Being children, they depended, totally on their 

husbands intellectually, financially, emotionally, 

spiritually. It is only natural that such a woman should 

always seek the approval of her husband before 

embarking on any self-development ventures. But 

even in the primitive societies women gained some 

level of freedom with age (p. 15). 
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Emmanuel (2019), a social activist supports Idegu’s statement. To 

her, there was a bit of dignity accorded women in pre-colonial Nigeria. In 

her article titled Women, Socio-political Issues and the Nigerian Experience 

in Tess Onwueme’s Reign of Wazobia and Tell It to Women she states 

copiously that: 

Nigerians are confronted with several socio-political 

issues emanating from the spiral of cultural and 

religious roots, causing diverse crisis…despite the 

ongoing efforts by women and concerned 

individuals to salvage womanhood from the stigma 

of inferiority, little progress has been made to restore 

the dignity accorded women in pre-colonial Nigeria, 

before the period of British colonialism and Western 

imperative (p. 31). 

The elevation and oppression of the woman is a cultural construct. 

To have a clear understanding of the role of the woman in the society, let us 

delve into what is expected of both sexes in the African society. The man is 

given the role of the head in the family and as such sagged with full 

responsibilities of his home and family. To buttress this view, the Fulani 

ethnic group in Northern Nigeria goes as far as flogging a proposed husband 

to measure his capability in taking care of his bride. When he cries it shows 

he is not mature for marriage. This is why Evwierhoma (2014) states that: 

The male in Africa is expected to be an epitome of 

virility. This sexual potency in men is distinct from 

fertility in women. The intersection between virility 

and fertility is the resulting fruitfulness of 

procreation by the women. This vigour is expected 

to influence insemination and therefore procreation. 

However, where fruition is negated as made 

obvious in the inability of a wife to become 

pregnant and or have offspring, she bears a greater 

burden to prove her fertility. The alternatives that is 

available to a man or husband, on the one hand is to 

seek another mate and on the other hand, the woman 

or wife could get another man or husband after 

failed attempts at procreation. At times, it is the 

woman who acquires a different woman for her 

husband for him not to be childless. This is done to 

ensure her continued position as a wife or continued 

stay in the marriage (p. 116). 
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The wife is not left out of the African social expectations. Having 

changed her name or adopted her husband’s name or family’s name, she is 

also expected to assume her duties immediately as either a full housewife or 

working class, depending on the decisions of the husband. If she is a full time 

housewife, she is expected to do the house chores and especially, must be 

fertile. The husband might decide she also works but not too far from the 

house for easy access to assist the family. Nevertheless, the woman should 

keep in mind that whether she works or not or earns more money than the 

husband or not or even be in a better position than the husband, she is still a 

subject to the husband. A working class wife in the rural area will make it a 

duty to return from her place of work or stop her craft early enough to get 

water from the stream and prepare the meal promptly. Evwierhoma (2014) 

adds that “women in rural communities face a lot of cultural restrictions in 

terms of domesticity, labour, marriage, patriarchy, inheritance rights, 

widowhood practices, lack of control of resources and sexuality etc, our 

women often suffer lack of self-affirmation and resign themselves to a 

second place or inferior status” (p. 107). 

In essence, every typical African woman is expected to wake up very 

early and sleep very late. In Marriage and Morals, the philosopher Russell 

(1929) also describes the agony a woman goes through in marriage thus: 

“marriage is for woman the commonest mode of livelihood, and the total 

amount of undesired sex endured by women is probably greater in marriage 

than in prostitution”(p. 153). From Russel’s position, one could deduce that 

the role of the African woman in the marriage setup is to live for the man. 

All these are roles expected from a traditional African woman. But suffice to 

state that with evolvement of western civilisation and experiences, women 

are no longer relegated to the background. They are gradually breaking off 

from the shackles of patriarchy. Women now take decision on their own, 

elope with lovers and also strive to make it with or without a man, and 

determine their marital status.They have choices of what profession to 

engage in and how to live their lives without depending on a man. 

The Woman and the Choice of the Other Room 

People’s background conditions how they see women. For instance, the 

Nigerian President, Muhammadu Buhari of Fulani extract sees the woman as 

a mere entity for the other room. His perception about women is the reason 

for his initial declaration of the abolition of the office of the First Lady in 

December 2014 when he vied for the post of president. The idea of the other 

room is a term made by the Nigerian President, Muhammadu Buhari, to 

BBC’s interview about his wife. What is this other room that women belong 

to and what prompted it? The First Lady, Her Excellency Aisha Buhari in an 

interview, reported in the online newspaper, The Guardian, (2019) decided 

to exercise her freedom of expression as a wife by critiquing her husband’s 
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system of government and alerting the public of her decision not to support 

the husband if things continue the way they are. But to remind her of her 

place and her limitations in making decision, the President immediately 

countered her thus: “she belongs to my kitchen and my living room and the 

other room…so I claim superior knowledge over her and the rest…” (p. 23). 

This portends that the woman, despite her privileged position as the 

president’s wife, does not have the capacity to make a concrete decision in 

regards to governance. “Women are …assigned roles which are low in 

prestige and status in most societies. This has had a spill-over effect into 

politics, producing feelings of low efficacy amongst women, which impede 

active interest in an area normally portrayed as male-defined and clearly 

male occupied” (Ray, 2005, p. 128). 

A person gets what he or she chooses if he or she is in a position to 

request for it. Women now exercise their power of choices in redefining 

marriages because they have risen to a position of realising who they are, 

what they want and what suits them and above all, how to get what they want. 

Women love relationships with men and even marriages but they detest 

slavery in the marriage setting. Previously, women needed men to make 

provisions at home. Some parents even hastened and depended on the 

marriage of their daughters for financial benefit. Marrying off their daughters 

was likened to unlocking a source of income where the younger ones could 

be trained through school. However, the female person has become 

conscious of her potentials in the educational sector, political terrain and 

every other sphere once dominated by men only. 

Women now have an alternative to choose from a relationship, 

cohabitation, legal marriage and so on. In contemporary times, some women 

have been interested in cohabiting with the opposite sex. This becomes an 

escapist channel from being tied down by a covenant either by religion or 

constitution. According to UKEssays (2018): 

Cohabitation, sometimes called consensual union or de 

facto marriage, refers to unmarried heterosexual couples 

living together in an intimate relationship without 

actually having gone through a ceremony of marriage. 

The word cohabitation is very complex, but it is generally 

used to describe the relationship between unmarried 

couples who live together as husband and wife. (p. 1). 

Ray (2005) also notes how many married women cease to enjoy the 

benefits of marriage. Sometimes, it is the choice of both sexes to cohabit so 

as to cut off their relationship at any time they deem it fit since they are not 

bound by any law/traditions. The idea of women opting for cohabitation is 

to have the license to walk in, stay or walk out of any marriage when it seems 

not to work out for them. 
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Stiwanism and Women Choices 

Ellen Johnson Sirleaf, a woman activist and former president of Liberia 

regards empowerment as functional because it is the broadening of choices, 

the expansion of options and alternatives` available to women in determining 

the course of events, which will shape their own lives and determine their 

own destinies. Female scholars are liberating other women from traditional 

cells and mental imprisonment. The Women Liberation Movement (WLM), 

a non-governmental organisation established to tutor women on the need for 

education or skill acquisition, to also empower them to self-awareness about 

their creativeness is a paradigm.  The theme for the 2019 International 

Women Day also supports the ideology of the empowerment of women. The 

theme of the event was Think Equal, Build Smart, Innovate for Change in 

order to help identify innovative ways to advance gender equality and the 

empowerment of women. The fundamental assumption of feminism and 

feminist criticism according to Radcliffe-Brown (1950) is that “Western 

civilisation is perversely patriarchal. That is, it is male centered and 

controlled and conducted in such a way as to subordinate women to men in 

all cultural domain” (p. 89). The Secretary-General and Executive Director 

of the United Nations’ Women, Michelle Bachelet, during the international 

women’s day 2019 states that when women are empowered and can claim 

their rights and access to land, leadership, opportunities and choices, 

economies grow, food security is enhanced and prospects are improved for 

current and future generations. 

Scholars such as Ama Ata Aidoo, the Ghanian dramatist established 

the Mbaasem Foundation to promote and support the work of African 

women writers. Another feminist is Rainatou Sow the founder and Executive 

Director of Make Every Woman Count. This Guinean activist was named 

Inspirational Woman of 2012 by the United Kingdom based group, Women 

4 Africa. There is also Theo Sowa, the CEO of African Women’s 

Development Fund. She is an independent advisor whose work has covered 

advocacy, service delivery, evaluation, facilitation policy and organisational 

development with a range of international and intergovernmental 

organisations and grant-making foundations. In Nigeria, dramatists like 

Zainabu Jallo with Onions Make Us Cry express her view through characters 

who take radical actions to liberate themselves. Chimamanda Ngozi Adichie, 

a novelist also seeks for gender equality. She has given speeches on various 

current topics relating to women’s issues in Nigeria and across the globe. 

Omolara Ogundipe-Leslie is the proponent of the theory of 

Stiwanism. The author, Siga Fatima Jagne notes that Omolara Ogundipe-

Leslie got her background of Stiwanism and the urge to write for women 

since her college days as she attended an all-girls school at the Queens 

College in Ede, Osun State of Nigeria. One of Ogundipe’s publications in 

The Horn, a writing group, at the University of Ibadan prompted the author 
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Siga Fatima Jagne in Postcolonial African Writers: Bio-bibliographical 

Critical Sourcebook, (1998), to comment that “her student publications 

reveal her nuanced attitude to the events of that time and laid a solid 

foundation for her long struggle for women’s right and her commitment to 

the dual tasks of theoretical work and practical action in advocacy” (p. 321). 

She is interested in issues relating to gender injustice, women empowerment 

and social transformation within the African context. She wrote her essay 

Stiwanism and appropriated her theory in response to Africans who argue 

that feminism is not relevant to Africa, and Africans who argue that feminism 

is a foreign or western endeavor that should not involve Africans. To 

Ogunduipe-Leslie, “STIWA introduces the concept of partnership with the 

male… the African woman’s needs are rooted in her cultures” (p. 242). 

Ogundipe-Leslie (1994) in her text, Re-creating Ourselves: African Women 

and Critical Transformation, articulates that: 

Stiwa means Social Transformation including 

Women of Africa”. I wanted to stress the fact that 

what we want in Africa is not warring with the men, 

the reversal of role, or doing to the men whatever 

women think that men have been doing for centuries, 

but it is trying to build a harmonious society. The 

transformation of African society is the responsibility 

of both men and women and it is also in their interest 

(p. 242). 

This theory advocates for the integration of the woman into the 

different spheres of the society and also the coherence of both man and 

woman in the society. Stiwanism is concerned with seven principles which 

are: 

1. Resists western feminism, 

2. Gives specific attention to African women in this 

contemporary era, 

3. Brings to the forefront indigenous feminism that has also 

exited in Africa, 

4. Believes in both inclusion and participation in the socio-

political transformation of the African continent, 

5. Contends with a woman’s body, personhood, nationhood, and 

society and how it operates within socio-economic 

hierarchies, and 

6. Is intentionally specific to the individual and collective 

identity (that is, religion, class and marital status) (Ogundipe-

Leslie, 1994, p. 245). 
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There is a continuous struggle of the woman to evadethe shackles of 

otherism that binds her. This struggle is aimed at stating that women are not 

just objects for sex president Muhammadu Buhari contends in his interview. 

Women, Choices and Shackles of Marriage in Zainabu Jallo’s Onions 

Make Us Cry 
In the first line of Situation One in Onions Make Us Cry, Jandayi is seen 

putting a newspaper away. Newspaper here represents societal views which 

the woman is inquisitive to know. Peoples view about her is not a good one. 

Most human beings who are too concerned with what the society says about 

them end up getting depressed. The window and newspaper are symbolic. 

“She puts the newspaper away and she walks to the window, stares outside 

it for a while and looks back at the newspaper” (p. 1). This shows possible 

options that the woman alternates from. The newspaper, a symbol of societal 

view which only captures what the society says but the window reveals what 

she can view. She has several other options. One of the newspaper reads, 

MALINDA’S MADNESS, another reads, Malinda Jandayi diagnosed of 

psychotic symptoms and the third newspaper she takes reads, Malinda’s trial 

countdown. None of the headlines of these newspapers is structured in a way 

that will give an idea of Malinda as a woman who reacts against domestic 

violence from her husband. Malinda is rather treated as a psychotic patient. 

A psychotic patient is someone who has a distorted view of reality. Her view 

of reality becomes distorted when her expectations from her marriage are 

dashed, rather than fulfilled. Rather than capture the other part of the story, 

for instance, what pushes her to action, only the case of her mental disorder 

is captured. This is one of the reasons Chimamanda Adichie, in one of her 

ted talks, The Dangers of a Single Story, advices people to seek for the other 

part of a story in order not to mislead or misjudge an incidence or a person. 

In the Nigerian context, the brain is referred to as the number six. 

Malinda is in the first room of ward six which shows that there is something 

wrong with her brain which she needs to fix. In the first scene, she looks 

round the room, quite impressive. “The room reeks with doom and ghosts” 

(p. 2).  Ghost here, refers to several women that have lost their true self and 

place due to oppression, depression and insanity from the men they married. 

There are many women in the same shoes as Malinda who out of oppression 

takes actions that are contrary to the social norms. The society is the law 

court where her news is all over. The people around her are the partial judge 

who is only concerned about the effect of the woman’s action rather than the 

cause of her action and what triggered it. The headlines of the newspaper are 

society perspective of the story of Malinda. Hence, most women are 

psychologically kept in “ward six for a fix” (p. 1). This ward six is a place 

where most women remain till they are fit for trial and can be ridiculed for 
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their actions. Malinda is said to have lost her sense of manner and of decorum 

and then tagged with the behaviour she manifests (p. 1). 

Malinda emphasises the fact that her speaking up is a choice. In other 

words, several other women such as Lola Gambari could not speak up. 

Gambari says that “I choose to speak from my peak… of indignation...where 

is my ghost?” (p. 2). Most of the women in this text are mere ghosts. They 

have been stripped off from their originality and humanity. They have been 

stripped of their human identity. One of the ways the female character loses 

her true self and identity is through domestic violence. This makes the 

women to be affected psychologically and emotionally. Inability to fulfill 

societal expectations brings about loss of identity of many females. Malinda 

asks Lola “why did you kill yourself?” (p. 3). Not having a choice to make 

in a wrong relationship could be likened to killing oneself. Lola is a confused 

lady in a state of dilemma who finds it difficult to realise herself in her 

marriage. Notwithstanding, Lola’s act of choosing to speak is not without 

consequences. 

Malinda feels if she leaves her marriage, the society will see her as a 

bad woman who is unable to endure the rigours of marriage. For this, she 

endures the beating, hardship, and ridicule from her husband. She pretends 

that all is well with her and her marriage. Her choice of staying to please the 

society leads her into committing murder. The society views her as someone 

who is insane and who has lost her dignity as a woman, mother and human 

being. She will be executed for being a faithful wife. She uses her experience 

to help Lola in making her choice in marriage too. This choice includes to 

remain in her marriage and be killed. If she gets a second chance, she will 

not be influenced by what the society says about divorce. Lola is not pleased 

with her advice but after thinking twice, she opts out of the marriage and 

thanks Malinda for saving her while she faces her prosecution. 

The role of Lola in taking care of Malinda is basically 

psychotherapeutic. According to the American Psychological Association 

(2016), psychotherapy or talk therapy is a way to help people with a broad 

variety of mental illnesses and emotional difficulties. Psychotherapy 

according to the English Online Dictionary is the treatment of people 

diagnosed with mental and emotional disorders using dialogue and a variety 

of psychological techniques. Psychotherapy helps people with mental 

disorder to understand the behaviors, emotions, and ideas that contribute to 

their illness and learn how to modify them. Ironically, instead of serving as 

a relief to her patient by treating her and chatting with her to make sure her 

mind is relaxed, her anger is rather heightened as the patient has to remind 

her always: 

  



 

129 
 

Lola: Mrs. Jandayi 

Malinda: Malinda, Malinda please 

In this conversation, instead of Malinda’s name, Lola keeps calling 

her (Malinda) by her husband’s name. This in a way affects her psyche and 

entangles her to the man she had managed to get rid of. Once married, a 

woman’s name is lost in her husband’s. Perhaps this could be partially 

accepted if the husband is someone who willingly takes up the responsibility 

required of him. The psychiatrist, Lola prefers Mrs. Jandayi to her patient’s 

name, Malinda. All through the therapy process, Lola learns so much about 

women and their different marital experiences. With this, she is able to make 

a choice that saves her life irrespective of what the society’s view may be on 

divorce. 

Psychological Trauma versus Domestic Violence in Zainabu Jallo’s 

Onions Make Us Cry 

Psychological trauma is sometimes used interchangeably with mental 

disorder. In the play understudy, Malinda Jandayi is a woman whose speech 

is even more articulated than that of the psychiatrists treating her. Her 

homicide is judged only as an action borne from critical mental issue. Trees 

are uprooted faster if attempts are focused on their roots. The hospital’s 

attempt on treating Malinda is not directly focused on her predicament. 

Malinda is tested of schizophrenia, whereas she is suffering from domestic 

violence. This is typical of Africa where a woman suffers from abuse and 

violence from their spouse. Instead of proper investigation, blame is quickly 

attributed to the woman. “In several of these cultures, despite the change 

impacted on her by modernisation, the woman is still largely marginalised. 

Although her image may be salutary and dignified, roles ascribed to her 

centers around that of housekeeping and mothering. This has tended to give 

her male counterpart an advantage of leading in most social affairs, 

especially those that are public (Evwieroma, 2014, p. 16). 

Lola can be said to be in a position enough to earn her husband’s 

respect. She is a psychiatrist, yet marginalised by her husband who even 

makes her defy ethics by calling her during work hours. Malinda on the other 

hand is not given appropriate consideration for her role of housekeeping and 

mothering. Here, it can be passively said that to a large extent, a woman is at 

the mercy of the society, irrespective of her achievement and status in the 

society. A man is free to attend training for a month without his wife 

complaining. The reverse is the case for a woman who cannot go for a one 

week conference. Another expectation of the society from a woman 

immediately after tying the knot is childbearing. Most women prefer to stay 

without children for sometime in order to maintain the bond with their 

spouse. Children are often believed to strengthen the bond between couples. 
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Malinda: so what is wrong with me Miss Lola 

Gambari… 

Lola:  Mrs… Mrs. Lola Gambari… 

Malinda: I take that back. So Mrs Gambari,  

have you got any children? 

Lola:  No… Not yet. 

Malinda Not with that chopping board you’ve  

got there as a tummy… (p. 5). 

The above conversation points to the stigma accrued to sterility. In 

the African setting, infertility is treated with disdain. In fact, it is likened to 

a plague. Sometimes, some women are scared to go into marriage because 

they are not sure of their fertility status and do not want to be objects of 

ridicule when they are unable to conceive. 

Conclusion 

A person’s choice can either vindicate or victimise her. A woman, whether 

single or married, is a product of the choice she makes. To a large extent, she 

is a product of the choice her society pushes her to make. The society plays 

a major role in influencing the decision of women in the marriage setting. 

Malinda had always thought of her children. She does not want them to be 

affected with single parenting. This delays her decision in obtaining divorce. 

Also, Lola who is concerned with how the society would see her if she leaves 

her husband, was initially unwilling to divorce her husband despite four 

miscarriages from beating from her husband. As people strive to make their 

marriages a success, in a religious society like Nigeria, some women depend 

on the divine for marital solution. This most times has yielded fruitful results 

for those who sincerely engage in it. Another step some women take is to 

meet different marriage counselors who educate them on what marriage 

entails so as to know how to tackle issues of marital discord. 
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Introduction 

Edward Taylor’s definition of culture as a complex whole gives room to the 

argument that the term is omnibus and multifaceted. Scholars in cultural 

studies and the humanities have articulated numerous definitions. For 

instance, Saduri Bello makes us understand that it is “the totality of the way 

of life evolved by a people in their attempt to meet the challenge of living in 

their environment, which gives order and meaning to their social, political, 

economic, aesthetic and religious norms thus distinguishing them from their 

neighbours” (Bello, 1991, p. 189). Bello elucidates further that it is: 

the sum total of shared attitudinal inclinations and 

capabilities, art, beliefs, moral codes and practices 

that characterise a people. It can be conceived as a 

continuous, cumulative reservoir containing both 

material and non-material elements that are 

socially transmitted from one generation to 

another. African culture, therefore, refers to the 

whole lot of African heritage. We could see that 

African culture embraces the totality of the African 

way of life in all its forms and ramifications (p. 

189). 

This portends that culture is developed by a people, learnt and 

transferred by an older generation to a successive one. These include 

attitudes and traits peculiar to their everyday life. People who claim to share 

a single origin or descent, also share the same social norms, taboos, values, 

language, dressing, music, arts, religion dances, greeting habits, rites of 

passages from birth, through marriage to death, which they embrace and 

become a pattern of their existence. Idang (2009) expounds that 

culture“marks a people out distinctively from other human societies in the 

family of humanity” (p. 97).  These people are provided with images of their 

basic concerns, principles, ethics, and bodies of manners, rituals, ideologies, 

strategies, and tactics of self-survival including certain notions of good and 

bad deeds and various forms of folklore and legends. “The way we give logic 

to the world begins at birth with the gestures, words, tone of voice, noises, 

colours, smells, and body contact we experience. . . . Our culture is what is 

12 
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familiar, recognisable and habitual.  It is “what goes without saying” (Van 

and Laurent, 1993, p. 1). 

Globalisation, Western education and Capitalist interactions with 

traditional African cultures have had enormous effect on the perception of 

Africans by the outside world. This contact has subjected the cultural 

practices to serious modifications and also eroded some African cultural 

practices. Since the inception of the movie industry in Nigeria, hundreds and 

thousands of films that tell the story of the nation and its people are being 

produced annually. These stories range from religious through economic and 

social themes. Included are films that portray the traditions of Nigerian 

societies. Their realistic representations of philosophies characterised of 

these societies either compound the erosion of these cultures or refurbish 

them. This chapter therefore takes a look at how realistic African culture and 

philosophies are represented in Kenneth okonkwo’s home video film, 

Village Destroyer (2016). 

Cultural Realism, Childlessness and Communalism in Africa 

Film portrays people as natural as they are in real life. In the same vein, film 

realism is the creation and presentation of ideas, events, social conditions, as 

they really are. Films that misrepresent a peoples’ culture are non-realistic 

films. Conversely, a film that portrays the society truthfully is a realistic one. 

This realism deals neither with portraying specific actions not of idealism 

nor of nominalism, but truthfully. Cultural realism in film therefore is 

“realism which aims at interpreting the actualities of any aspect of a people’s 

life, free from subjective prejudice, idealism, or romantic colour. In cultural 

representation, movie producers either represent the culture realistically or 

not. Whatever the case may be, home video lovers in Nigeria and the global 

diaspora watch these films which have to a large extent shaped their view of 

the continent either negatively or positively. Obiyo (2013) notes this with his 

statement that: 

Through it, many people outside the continent and 

especially those who have not visited it have come 

to understand that Nigerians and Africans do not 

live on trees or work about naked as had been 

speculated previously, nor are we bloodthirsty and 

cruel, but are just like other people of the world 

who could be bad, good., greedy, or nice because 

people are people, regardless of their nationality 

and location. (p. 284). 

Film has broadened the colonial and postcolonial discourse. “The 

colonialist introduced their culture that included religion, language, clothing, 

food, music, health care and a set of beliefs that Africans were conditioned 

to adopt” (Jackson, 2013, p. 2). Okot p’Bitek also mentions that “contrary to 
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the African idea that everybody must marry in the prime of their youth, have 

a family (and for a man, the more wives and children he has the better), young 

intelligent, beautiful and handsome Africans were lured to think that 

wifelessness, husbandlesness, childlessness and homelessness, were a 

virtue” (Jackson, 2013, p. 15). 

Okonkwo’s Village Destroyer explores the theme of childlessness. 

This is an issue that echo on the Nigerian cultural space. Childlessness is the 

inability of a man to impregnate his legally married wife and the inability of 

a woman to conceive after twelve or twenty-four months of marriage. This 

state of being childless may be voluntary or involuntary. Voluntary 

childlessness has to do with couple’s personal choice of abstaining from 

sexual intercourse or using medically suggested protective agents while they 

have the physical mental and financial capacity to have children. On the other 

hand, involuntary childlessness has to do with the inability of a person to 

conceive due to complications related to either both the man or the woman. 

African men who are victims have problem of inferiority complex and may 

not be allowed to talk in council of elders’ meetings where their age grades 

are. Their contributions are frowned at no matter how relevant they may be. 

However, the blame is always on the woman in most African communities. 

Also, the cause may either be biological or spiritual. But whatever 

the case either voluntary or involuntary, either caused by biological 

processes or spiritual, the state of being childless is frowned upon in 

communities on the African the continent. “Thus childlessness could be a 

traumatic and worrying experience for men and women who for cultural or 

personal reasons, view childbearing as central to their live” (Obiyo, 2013, p. 

10). 

 In most Nigerian societies such as in Urhobo, Yoruba, Igbo, Igalla 

among others, a prayer that echo from the bride or groom’s father is that of 

childbirth. It is the most appreciated of all the supplications from parent and 

well-wishers to a newly married couple. This indicates that the primary 

reason people marry in Africa is for procreation. This is the only means 

through which the family and the entire communities can continue to exist. 

There is the belief that readiness for marriage is readiness for procreation. 

Hence once a couple is childless after some years of marriage, “the link in 

the rhythm of life that guarantees the continuation of the family from one 

generation to the other is dissolved. Childlessness therefore poses a threat for 

the families involved and the entire community” (Obiyo 2013, p. 9). Obiyo 

(2013) mentions further that the problem of childlessness ranges “from 

psychological, physical and/or emotional to social problems, such as broken 

homes, depression, marital conflicts, psychological problem which comes as 

a result of inability to bear children, both sexes may feel inadequate to their 

roles, having mental illness” (p. 10). 
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 Communalism is an attribute of indigenous African societies. Gabriel 

(2015) relates the concept of communalism to a sub group of individuals and 

not one society. For him, communalism is “the strong identity with and 

devotion to the interest of one’s own minority or ethnic group rather than 

those of society as a whole. He posits further that communalism is based on 

the assumption of common Identity–belief that people belong to specific 

groups, sharing history, language, culture and historic space” (Gabriel, 2015, 

p. 97). His view of the concept of communalism differs. 

In Africa, a child’s upbringing is the exclusive duty of the community 

and not only that of the nuclear family. Jackson (2013) makes us understand 

that “in the extended family set up, no person can starve if neighbours have 

food neither can a child be orphaned since children belonged to the 

community. The child’s welfare is not just an obligation of its family but it 

is that of every member of the community. In actual fact, everybody was 

responsible for the other” (p.35). This indeed is platonic. The words ‘we’ and 

‘us’ best describe the concept of African communalism. In the traditional 

setting, Africans are cooperative, and collectivist. Here, every member of the 

community willingly and happily cooperates with, and is proud and obliged 

to help any other member of his/her community. This readiness to help and 

share is a value that Africans attached to group life. 

No man is an island of himself. The individualistic and self-

importance of the West does not hold sway in the indigenous African setup. 

It is believed that because we are together, we are somebody and we are 

stronger. What this implies is that no single individual can make up a unit in 

a society.Individuals constitute the socio-political, environmental and work 

units of the society. Jackson (2013) articulates further that “communalism 

insists that the good of all determines the good of each, or the welfare of each 

is dependent on the welfare of all” (p.36). The group is the centre of focus in 

the lives of individuals and the measure of an individual’s worth is dependent 

on the extent of his/her association and conformity with the group’s interests 

and aspirations. 

Representation of Childlessness and Communalism in Okonkwo’s 

Village Destroyer 

Childlessness is well captured in Village Destroyer. Nwabueze has been 

married to Nkechi for seven years without having a child even though they 

desire to have one. Nwabueze laments thus: 

Nwabueze: Why can’t I give birth to children like every other man…I have 

made all the sacrifices that I know to the gods of our land. Why deny me a 

child? 

It is not his fault that he blames the gods for his misfortune. This 

stems from the belief that the gods are the giver of children. Therefore, when 

childlessness befalls a man, he seeks the face of the gods and spirits by 

making sacrifices. All these, Nwabueze had done to no avail. Culture 



 

136 
 

demands in the film that a couple give birth after few years of marriage. 

When they fail to make children, it becomes a bizarre to the community, and 

the couple become an object of laughter. Nwabueze is seen as one who is not 

man enough and is not worthy of seating in a meeting with kings. This is 

totally revealed in his friend’s comment below: 

Nwabueze’s Friend:  I am talking to him like that because he (Nwabueze) 

is not a man. He does not have a child not to talk of children who is he to be 

telling those of us who have children how to train them…. You are telling 

him the truth. In fact he is not supposed to be seating among us were we able 

bodied men who have children are talking. 

This condition is a disgrace to him and his extended family. He is 

seen as a house built with sand without a solid foundation. Nwabueze feels 

life has placed him where he does not belong. 

Nwabueze: I am now a laughing stock in this village. I can no longer speak 

were men speak. I am now regarded as a woman in the midst of my fellow 

men. 

For a man to be laughed at by his folks and prevented from talking 

and making his opinion where his colleagues are is dangerous especially to 

the victim of childlessness in Africa. There have been some instances where 

childless people have resorted to committing suicide because they feel left 

out of the social space. The case is not different with Nwabueze who desire 

to die than to live and face this shame every day of his life. 

 Indigenous African societies are communalistic. In this home video, 

the moment Paulina hears the news that Nkechi has given birth, she 

immediately finishesher sales for the day and heads to visit the new born 

baby. In the same vein, her response to the news that the father of the new 

born has gone mad shows her deep concern not only for the victim, but also 

for Nkechi and her baby. This concern is revealed in the questions she asks 

Nne: 

Paulina: What about his wife? I hope nothing happened to the baby? What 

do we do? 

She is concerned about the welfare of those around her. Protecting 

the image of one other is another characterisic of communalism,Village 

Destroyer presents. The unexpected illness that befalls Nwabueze is 

something disgraceful. The immediate family and close friends had to do all 

they could to ensure his image and reputation and that of the community is 

protected. Nne’s reaction in Paulina’s presence and the Medicine man’s 

response is: 

Nne. Don’t shout it o. We don’t want people to hear it 

Medicine Man: Why won’t I be in a hurry? I don’t want the villagers to see 

him as a mad man 

It is also out of love and concern for Nwabueze’s wife that his friend 

and the women who came around her hide the present condition of her 
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husband from her. But when it becomes obvious that hiding the husband’s 

condition from her makes no sense, Nne has to open up to her. However, the 

communal style of living demands that something still needs to be done by 

the victim’s friends and relatives. The desire to bring things to normalcy 

prompts Nwabueze’s friend to ask Nne what they must do now that she has 

been told. 

Suffice to state that African communalism stands tall in times of joy 

and pain. The same women who come to celebrate the arrival of the new born 

baby with Nkechi also stand by her to console her in her time of distress. 

African communal life is not confined to only close family members and 

friends but it dovetails into the community in its entirety. For this reason, the 

elders hold a meeting to discuss the way forward about the unfortunate 

incident that has befallen one of their own. These are some communal 

questions demanding answers from everyone at the meeting. When it is time 

to get a solution to the problems of the land and it comes to the fore that only 

Nkechi’s daughter has the solution, every member of the community co-

operate. All of these are realistic representation of childlessness and the 

communal life of traditional African society.  

 

Conclusion  

Okonkwo’s Village Destroyer no doubt, presents a practical scene of the 

African world. Its major setback is its unrealistic portrayal of leniency of the 

elders towards Iheanacho, Azubuike and their friends who engage in raping 

young girls who come to the stream to fetch water. It is therefore imperative 

to note here that rape is an abominable act against God, and man (especially 

when it is done in the forest as it happens in the case of Iheanacho, Azubuike 

and their friends). Punishments for such offence include but are not limited 

to public beating by youths and fining. That is, paying a particular sum of 

money to the family of the rape victim. When the rapist does all things 

possible to hide his evil act and he succeeds, only in this case is punishment 

left to the gods to meet on him. It is therefore recommended in this chapter 

that scriptwriters, directors and producers should engage in proper research 

before writing and producing films. Since film plays a major role in the 

preservation and documentation of African cultural heritage, care must be 

taken in the treatment of ideas as these films are watched by audiences across 

the world. 
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Development in Developing Countries 
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Introduction 
This chapter conceptualises the term development. It examines the term 

community development and investigates how sustainable growth of local 

communities in developing countries can be measured. Furthermore, the 

research explores how the arts have been used to unveil the challenges the 

Mazah people in Jos, Nigeria go through. Also, it provides community level 

interventions that empower local grassroots governments to utilise the arts, 

theatre, and culture to develop their local communities. The study population 

for this research is Mazah Local community in Jos, Nigeria. The 

researchutilises the literary methodological investigative approach. 

Additionally, data are also gotten from semi-structured interviews, focus 

groups, and theatre performances that bring community members, 

performers, and researchers together. 

 

A Cursory Survey of Community Development 
The term development “reinforces the placement of hegemonic economic 

worldview” (Sachs, 2002, p. 4). Although the idea behind the definition of 

development by the West was originally well intended, the definition of the 

term by the West remains subjective.The Western conception of the term is 

that what one needs to look out for in any discourse on development includes 

skyscrapers, gigantic structures, big cities and huge malls. Conversely, 

However, for developing countries, the Western model would not be 

required in intellectualising the term. Moreover, gigantic structures are not 

requirements for cultures and the arts of developing countries to be relevant 

globally. 

If development Rappaport (1981) states, “is not people centred, then 

we cannot refer to such phenomena as development” (p. 45). A framework 

that is equitable and takes into account the interest of all and uniqueness 

which the communities of developing countries have evolved is vital to 

defining what community development is for such societies. For instance, in 

West African societies, music, dance and theatre according to Duruaku 

(2015) “are a core part of their values and culture and must be taken into 

account in any discourse on development” (p. 67). The unique culture of 

communities in developing countries makes them more relevant because 

they are diverse and unexplored by the larger space. Consequently, 

development is multidimensional and located in the space in which it is being 

defined. 
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According to the first indigenous president of Tanzania, Julius 

Nyerere (2004), “development is the political mobilisation of a people to 

attain their objectives” (p. 9). The above definition is within the gamut of 

politics. Community development may be measured more effectively by 

marking out time changes by decades, as with the UN strategy to the 

measurement of development (Morgan and Bach, 2018, p. 65). According to 

the International Association for Community Development, “community 

development is a practice based profession and an academic discipline that 

encourages citizen participation in the decision-making process by creating 

economic opportunities, equality, and social justice through the organisation, 

education, and empowerment of people within their communities to achieve 

sustainable development” (Kenny, 2019, p. 45). However, community 

development is best measured with time and by the outcome in terms of 

improvements made by the community socially, economically, and 

physically. “It is also measured by the improvements in the quality of life 

and the general well-being of the community residents (Phillips & Pittman, 

2014, p. 90). For a better understanding of the application of this definition, 

this study highlights the features of community development and its 

challenges in developing countries especially as it relates to communities in 

Nigeria. 

Features and Challenges of Communities in Nigeria 
Communities in Nigeria are heterogeneous. Due to her heterogeneity, 

community development in terms of empowerment, equality, and social 

justice will require decision-making process that involve the collective effort 

of every society. Indigenous African societies are collectivistic and 

emphasises the group. This collectivism is portrayed in their arts-music, 

dances and the dramatic art. According to Eesuola and Ojarokotu (2018), 

“countries in Africa underwent either slavery or apartheid and colonialism 

for decades. They claimed to have introduced democratic processes, 

education and their religion in the bid to develop these colonies” (p. 1). 

Unfortunately, this modus to development which Trask (2012) terms “a 

violence of reorientation” (p. 4), has become problematic in these colonies. 

 Scholars have argued that the homogenous values of the West do not 

apply to the internally diverse values of indigenous African societies. Hence, 

the failure of the Western model in the development of African nations. 

Subrahmanyam (2004) explains how the British, while attempting to 

colonise several African countries, introduced the majoritarian model of 

governance in Nigeria, Kenya and Tanganyika. However, Britain did not 

consider the fact that the majoritarian system is detrimental to heterogeneous 

populations and small-sized majority groups with deep overlapping 

structures such as those characterised of Kenya and Nigeria. “These African 

countries’ unfavourable experiences have been unlike India’s, in which the 

majoritarian form of government succeeded as  a result of that country’s 
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characteristic as a large group within a population characterised by cross-

cutting cleavages” (Subrhmanyam, 2004, p. 56). 

In order to take Africa, especially Nigeria off the grip of 

underdevelopment, it is essential that the focus be on individual cultures as 

against the multiple approach. “This will propel the younger generation to 

learn the cultural values of their communities through direct relations with 

the medium of indigenous art, music, dance and drama” (Crow, 2002, p. 9). 

Also, this would be an opportunity to adapt the indigenous cultures of 

developing countries to 21st century values by the younger generation. 

Challenges Faced by the Arts in Developing Countries 
Like in many aspects of life in developing countries, several challenges 

hinder the musical and dramatic arts. These broadly include politics, 

corruption and lack of resources. 

Politics 
In many developing countries, “there is a growing disengagement 

from institutions of democratic governance, as evidenced in lower voter 

registration and voters turnout” (Oni et al., 2015, p. 56). Despite the need to 

create economic opportunities, equality, and social justice through the 

organisation, education, and empowerment of people within their 

communities to achieve sustainable development, the masses are disregarded 

by those in government. Any attempt to speak out against these governments 

most times results intoarrests and victimisation. Recall that the doyen of the 

Nigerian theatre, Hubert Ogunde suffered numerous attacks and ban from 

the British colonial government and later, the Western regional government 

of Chief Samuel Ladoke Akintola. Nigeria dramatists of the first and second 

generation such as Wole Soyinka and Olu Obafemi also experienced 

persecution from the Nigerian government due to their critique of the 

Nigerian political space with the medium of drama. Soyinka’s A Play of 

Giants King Baabu, Beatification of Area Boy and Obafemi’s Near and 

Distant Cries, Naira Has No Gender and Scapegoats and Sacred Cows 

among others, are paradigms of plays that address the weakness of the 

Nigerian government. 

Nigerian musicians were not left out of the scene. Fela Anikulapo 

Kuti “used politically charged lyrics to critique both institutions and 

politicians who caused unrest in Nigeria. He used his music to address 

political issues, politicians and corrupt governments in Nigeria” (Eesuola 

and Ojakorotu, 2018, p. 45). Fela Anikulapo was arrested several times. He 

sustained severe personal injuries. The Nigerian government therefore, made 

all of these attempts to silence the voice of the Nigerian musician whose aim 

was to correct the ills and foibles of Nigerian leaders. 

Corruption and Inadequate Resources 
Governance in developing countries is characterised with corruption. 

Corruption continues to thrive in Nigeria “because public office holders see 
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governance as a venture to acquire wealth” (Okuyade, 2011, p. 9). 

Government becomes the short-cut to affluence, which means that for 

Nigeria and many developing countries, politicians serve their own selfish 

purposes and not that of the local communities. Unfortunately, a significant 

challenge corruption poses to the creative industries in Nigeria, is that funds 

that are supposed to be provided for the promotion of the art industries are 

diverted into personal pockets, thereby, leaving inadequate infrastructure and 

platforms for the musical arts and theatre. 

Developing countries struggle with scarce resources. The little capital 

available is either stolen by politicians, or not appropriately utilised. Lack of 

resources makes it difficult for residents who struggle to meet their daily 

needs, to focus on being culturally innovative. Platforms that provide citizens 

with resources as in the needs model of empowerment, as proposed by 

Rappaport (1981), would be instrumental in encouraging musical art and 

theatrical creativity and innovation which in turn would lead to community 

development. 

Transnationalism and the Art in Community Development 
Although the term transnationalism intersects with the word international, 

these concepts have different meanings. According to Sternberg and Ben 

Rafael (2009), “while international may have organisations and official 

bodies attached to it, transnationalism is used to refer to distinct types of 

activities and communities that illustrate transnational interests and 

allegiances” (p. 101). Furthermore, transnationalism focuses on relations that 

run across states, societies, and emphasis is placed on people and groups. 

Therefore, transnationalism may be used in conversations of culture across 

borders and making valid comparisons among cultures to imbibe and 

practice other cultural values around the world as a way of appreciating 

diversity globally. Developing countries can fit into this broader 

conversation of transnationalism through their musical art, theatre, and 

cinema. 

Abah (2002) in his study on the development of Mazah community 

points out that Local Governments, Scholars, Educational institutions and 

the Arts have significant roles to play in equitable community development 

in developing countries. Mazah community is a 45 minute walk from Jos 

metropolis and it lies in a terrain that is surrounded with hills. Despite its 

beautiful scenery, the community has a long history of neglect by the 

government. Women deliver their babies at the foot of the hills, and, very 

often, both mothers and babies do not survive as maternal mortality rate in 

Nigeria is high. 

Recent statistics shows that “in Nigeria the maternal mortality 

statistics rate ranges from 630 (US Central Intelligence Agency, 2010) to 545 

(National Population Commission (NPC) [Nigeria] and ICF Macro, 2009) 

per 100,000 live births” (p. 76). These figures rank among the highest in the 
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world and highlight the fact that Nigeria is not on course to achieving the 

Millennium Development Goal (Mohammed et al., 2016, p. 34). The caved-

in structure of the village, alongside its proximity to the hills perhaps 

compounds its neglect. It is essential to note the pattern of oppression of the 

vulnerable population here. Marketers wait for the women to climb out of 

the valley with their load of farm produce, which they buy cheaply and sell 

at high prices in Jos metropolis. Just as the Bretton Woods organisation and 

the West take advantage of developing nations’ resources, these marketers 

in Mazah take advantage of the lack of motorable roads to and from the 

village. Unlike the women, they have access to resources that the villagers 

lack. 

Abah’s (2002) study examines actors and animateurs (performers 

who led and encouraged participation in the various skits) who focused on 

the women’s health, improving the living conditions of the villagers by 

emphasising what the role of the local government should be. The study also 

determined how theatre could be utilised to realise this, and also strengthen 

Mazah’s existing cultural and community development associations, and to 

assist the women cooperative in their equitable development efforts. The area 

of study was determined by the animateurs based on previous information 

and preliminary visits to the community. The researchers collaborated with 

Women in Nigeria (WIN), Nigeria Popular Theatre Alliance (NPTA), and 

the Population Program of the MacArthur Foundation to help comprehend 

the complexities that unfolded during the process of their intervention. 

The analysis of the lives of the Mazah people with the medium of the 

theatre reveals that some challenges abound. First is the demand on women 

in their role as farmers, labourers, mothers and wives. Most of their health 

problems, including fatigue and health challenges they experience are related 

to the work they engage in. There were many problems. The first was the 

considerable demand on women in their many roles as farmers, labourers, 

mothers, and wives. Most of their health problems, including fatigue and 

general body pain they experienced, were as a result of the strenuous work 

they engaged in. In some cases of over-exertion and forced labour, and 

miscarriages occurred. In other cases, because of the lack of transportation 

for pregnant women to the metropolis, some have died from stress and 

labour. The women in this area lived daily with these troubles, coupled with 

the problem of lack of good roads. Backache, chest and waist pain, and loss 

of hair are common health problems for them. Challenges farmers go through 

include lack of fertilisers, absence of portable drinking water, and low 

literacy level. Health care facilities are grossly inadequate, and malnutrition 

is high, especially among children. 

Theatre has intervened in realising equitable community 

development and empowering the women in Mazah community. The 

animateurs’ strategy, according to Abah (2002): 
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Was to concretise the village’s situation on stage and 

challenge the status quo. On arrival to the community, 

the animateurs engaged the people in several 

conversations, and immediately, there was a gender 

division. The men wanted the road fixed while the 

women wanted more fertilizers, with each group 

defending its position vehemently. For the community of 

Mazah, development differs from skyscrapers and 

gigantic malls. They see the construction of viable roads 

and the provision of materials (fertiliser) that make their 

agrarian community economically viable as 

developmental strides. For the men, fixing the road was 

key to the development of the community, because they 

believed that every other step to development would 

follow the construction of the road. Furthermore, the 

men listed the benefits of road construction, stating that 

the health officers who have refused to live in Mazah 

would stay because it would no longer be cut-off from 

the metropolitan, the fertilizer could be brought in 

quickly and easily, and the daily climb up and down the 

hill would be over (p. 7). 

     The women, however, rejected the men’s argument, pointing out 

that if they hauled fertiliser up the hill, they will also have to bring the farm 

produce down the valley regardless of how good the road was. Refuting the 

men demonstrated that the women had a platform that enabled them to voice 

their opinions, and encourage their participation in decision making. The 

idea of speaking up at this point was vital to the process because the women 

were the ones who were economically responsible for their families, and 

apparently, the men were insecure because the women were more 

economically buoyant than them. Nevertheless, the problem lingered until 

the animateurs showed up because women could not speak up according to 

cultural strictures that prescribe certain limits for them. 

Abah (2002) also notes that with the way the community is set up, 

women are required by men to run the house, clothe themselves and even 

pay the children school fees. Although the men’s motive for protesting for 

road construction is justified, they did not put the women’s perspective into 

consideration. The animateurs, therefore, developed a series of dramatic and 

musical skits based on the challenges the community face and performed in 

a way that allows audience participation. This type of theatre was not new to 

the community because they are conversant with the dramatic, music and 

dance arts. As each skit was performed, they highlighted their problems. 

These performances created safe spaces for women to speak and empower 

themselves to say what they felt. Abah (2002) notes that “although the 
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animateurs performed concomitantly, the skits, which were constructed 

without the audience’ knowledge were reconstructed by their viewers with 

their creative oeuvre and the animateurs and their team evaluated the process 

without the villagers’ knowledge. Once the skit began and the interest of the 

villagers was generated, the villagers joined in the performance while the 

animateurs facilitated. Overall the intention was for the debate to be 

sustained after the skits ended, and action strategies for implementation 

would depend on community agreement. 

 

Conclusion 

Audience participation is needed to make the spectators comprehend the 

complex nature of the situations being discussed with the medium of drama. 

The experiment in Mazah community shows that the theatre, music and other 

art forms are apt in achieving development. The result of this artistic re-

orientation and application must be evaluated over time. In the case of the 

Mazah people, the approach of the intervention was collectivistic. The drama 

started the conversation, created awareness about the problem, fostered 

participation, broke down gender lines, and empowered the minority and 

vulnerable population to speak up and be a part of the decision-making 

process. The musical arts also proved to empower residents with a voice that 

gathered enough support to make decisions and enable the people to take 

actions that will benefit their community. 
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The Marlian Empire: Exploring 

Celebrity Culture and Its Impact on 

Nigeria Youths 
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Biola O. Adumati and Elijah Tosin Oje 

 

Introduction 

Media globalisation has altered the way culture is consumed especially 

among youths who find it very easy to access the various forms of popular 

culture. All over the world, young people grow up in different socio-

economic, educational and cultural backgrounds, and with varied 

perceptions and priorities. Yet, certain resemblance can be found among 

these age group classified as youths, one of which is the fact that they are 

still in their developmental and informative years and as such are easily 

influenced by whatever takes place within their social environments. Youths 

constitute the major consumers of popular culture, seeing them as power 

instruments through which they can express their views and opinions. 

The emergence of new media and communication technologies, 

particularly the internet has created a world in which young people, 

irrespective of their background, consume almost the same form of popular 

culture. The presence of these new forms of communication technologies 

have also made celebrity culture easily accessible for youth’s consumption, 

thereby resulting in an increase in youth’s fascination and obsession with 

celebrities (Okere & Uzom, 2012, n.p). Rather than attending shows or 

visiting the cinemas, youths can now access their favourite celebrity from the 

comfort of their home via various social media platforms like Instagram, 

Twitter, YouTube and Facebook as long as they have a smart phone and the 

internet. Youths constitute the group of people that are easily susceptible to 

external opinions and influences especially when such influences come from 

their favourite celebrity or people that they regard as their role model. Youths 

often regard celebrities as role models, depending on them for movie/music 

choice, fashion advices, career choice and their overall way of life, and as 

such, are usually gullible at accepting and emulating both the positive and 

negative aspects portrayed by these celebrities (Okere& Uzom, 2012, n.p). 

Celebrities play a significant role in influencing people especially 

with regards to how they relate and act, their communication and dressing 

pattern as well as their attitudes, beliefs and values. Using the Marlian 

Empire as a case study, the paper explores celebrity culture and its impact in 

the lives of Nigerian youths. The paper is guided by several research 

questions: Are Nigerian youths extremely exposed to celebrity culture? What 

is the nature of celebrity influence on the lives of Nigerian youths? To 
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provide answers to these questions, the study begins by providing a 

clarification for the key concepts used in the study. 

Conceptual Clarification 

Youths 

The United Nations describes youths as individuals between the ages of 15 

and 24 without biases to the definitions adopted by member states (United 

Nations). The National Youth policy of Nigeria (2001) asserts that youths 

constitute one of the paramount assets in any nation and investing in them is 

essential for national development. According to Salman et al (2015), youths 

are people in their developmental years, undertaking personality 

development, character moulding and sometimes undergoing training that 

revolve around human capital development. For the purpose of this paper, 

the term youth encompasses people within the ages of 15 and 35. 

Celebrity Culture 

Celebrity culture has been subjected to several denotations and 

interpretations depending on the background in which it is being used. 

Generally, culture is defined as the total way in which people live their life 

and make sense of their being. The term “celebrity” is used to refer to an 

individual who has attained a certain level of prominence among or across a 

section of the society and can be found in a wide range of industry. Boorstin 

(1972, p. 57) defines celebrity as an individual who is largely ‘well known 

for their well-knownness’. According to Schlect (2003), celebrities can be 

defined as people who delight in being known by a large portion of the 

populace. Adorno (1991) defines celebrities as persons that have attained 

fame as a result of their talent within an extremely noticeable popular culture 

industry such as musicians, movie stars, sportsmen etc.Currid-Halkett (2010) 

however affirms that the rise of various social media platforms has created 

celebrities evolving through a more democratic and concurrently less talent-

driven channels. 

Celebrity culture has become a dominant and crucial element in 

contemporary societies yet it is one concept that has proven very difficult to 

define (Nayar, 2009). While some scholars define it as a culture in which 

fame occupies a central place and is largely driven by the media, relying on 

them for mediated advertising, promotion and publicity (Van den Bulck and 

Tambuyzer, 2008; Penford-Mounce, 2009), others lay more emphasis on its 

capitalist and economic dimensions (Rojek, 2001). Penford (2004, p.289) 

affirms that we live in a world of celebrity culture where “images of stars, 

people ‘famous for being famous’, are circulated and consumed daily”. Like 

Penfold (2004), Cashmore (2006) asserts thus: 

Like it or loathe it, celebrity culture is with us: it 

surrounds us and even invades us. It shapes our 

thought and conduct, style, and manner. It affects 

and is affected by not just hardcore fans but by 
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entire populations whose lives have been changed 

by the shift from manufacturing to service societies 

and the corresponding shift from plain consumer to 

aspirational consumer (p.6). 

Turner (2004) avows that the major characteristic of modern celebrity 

culture is its inescapabilty and its incorporation in our everyday existence. 

This paper argues that celebrity culture is a product of globalisation and that 

the emergence of new media technologies such as the internet and social 

media has made celebrity culture inexorable in our world today. 

Celebrity Culture and Nigerian Youths 

Over the years, several theories have been proposed to explain why human 

beings act the way they do. One of such theories is the social learning theory 

which is based on the view that individuals can acquire new behaviour from 

observing and emulating others (Bandura, 1971). Celebrities are well known 

in the realm of popular culture, including the fashion, sport and entertainment 

industry as singers, writers, dancers, politicians, sportsmen, actors and 

actresses (Giles, 2000). Their reputation in the society enables them to act as 

effective advocates of issues, products and persons, since they are seen as 

credible, reliable, likeable and influential agents (Austin et al, 2008). The 

exposure that celebrities get from both traditional and new media 

technologies often place them in a position to influence human society in 

general and young people in particular. Their reputation and achievement 

often make them a source of inspiration for other members of the public, 

particularly among the youths who are more inclined to be influenced by 

these celebrities (Schroeter, 2002). 

Young people have the tendency to emulate the behaviour of 

celebrities to accommodate certain characters and attitudes that they feel are 

lacking in their lives.  To boost their self-esteem, most of these youths also 

dress and act like their favourite celebrity/role model (Taylor and Stern, 

1997). As role models, celebrities therefore play a significant role in 

positively or negatively influencing the attitude and behaviour of young 

people. They can inspire and teach the younger generations how to live 

responsibly and contribute meaningfully towards enhancing personal and 

social development. This is because young people are prone to modelling the 

behaviour, both positive and negative of celebrities who they see as being 

successful and thus aspire to be like them. At some point in the lives of young 

adults, they often have a strong allure to celebrities, with musicians, artists 

and movie stars being the most common receivers of such reverence. While 

this in itself is not a bad thing, it becomes worrisome and poses a great 

concern to the society if the behaviour being emulated does not reflect or 

lead to positive social development. While celebrities can act as a positive 

influence on their lives of their young admirers, the fundamental 

apprehension is that celebrities act as role models for disruptive or 
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detrimental behaviour (Shaw, Whitehead and Giles, 2010). Most Nigerian 

popular musicians have made wealth, drugs and sex dominant themes of their 

musical productions (Adebambo, 2020). 

The Marlian Empire 

In contemporary times, majority of Nigerian youths now reside in what can 

be referred to as the “marlian empire”. The marlian empire has its root in the 

person of Afeez Adeshina Fashola, popularly known as Naira Marley, who 

is also the president of the fan base known as ‘marlians”. Naira Marley is a 

Nigerian young singer and song writer famous for his Afrobeat and hip-hop 

genre of music and the use of the blend of English, Pidgin and Yoruba 

language in his songs. He became known for his 2017 song titled “Issa Goal” 

featuring Olamide and Lil Kesh, which was also used by the Super Eagles as 

their theme song during the 2018 FIFA World Cup (Onyekwena, 2018). He 

has also become famous for his songs and dance steps, some of which include 

Japa (2019), Am I a Yahoo Boy (2019), Opotoyi (2019), Soapy (2019), Mafo 

(2019) and Tesumole (2019). In recent times, Naira Marley has attracted a 

great deal of notoriety following media report of his arrest by the EFCC for 

charges relating to internet fraud. He is often mentioned in the media as 

having possibly a negative influence on his young fans especially with his 

popular saying “marlians” which is now being used to connote people 

behaving in an obscene way. 

In today’s globalised society, more than 70 percent of young people 

are exposed to various forms of media content and in the same vein are 

exposed to celebrities from different walks of life and in different sections of 

youth popular culture. Naira Marley has become a household name in 

Nigerian society. In an interview with a class of 50 junior secondary school 

students between the ages of 12 and 16, it was discovered that 100 per cent 

of them have knowledge of who Naira Marley is while over 70 percent of the 

respondents had vast knowledge about his kind of music and were also able 

to sing and dance to the lyrics of most of his songs. The respondents also 

showed in-depth knowledge of other celebrities in the Nigerian music 

industry, accurately stating their names and the songs that they are commonly 

known for. When asked about what they know about Naira Marley, most of 

them responded that he is a hip-hop singer and a true Muslim because he has 

done “Hajj” and that he also did “Nikkah”. One of the students also 

responded: 

Student: Ha, Aunty. I love Naira Marley as if he is my brother. In fact, give 

me a paper I will list all his songs for you (which he went ahead to do). Do 

you know that there is no club that does not play Naira Marley songs? His 

latest songs and dance steps (Tesumole and Jo Soapy) are the latest trend in 

town. In fact, I want to be an artist like him when I grow up. 

When I asked him if Naira Marley was a bad influence to youths and 

whether he should be banned from singing, he responded: 
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Student: No o. I believe nobody can influence someone to be good or bad. 

It is left for you to take whatever you want to learn from a person. Naira 

Marley has inspired me to develop myself and my music career. Ha, if they 

stop him from singing, it will be very bad because his songs use to give joy 

and brighten the spirit.  

He went further to state that Naira Marley was arrested over 100 

times before he came to Nigeria, which I later discovered to be true. I was 

amazed at his knowledge about the life of Naira Marley. When I asked him 

to state the names of some of the governors in Nigeria, he was unable to do 

that. This goes to show that celebrity culture is deeply embedded in the 

Nigerian media landscape and youths are fully exposed to the influence of 

these celebrities especially Naira Marley who has succeeded in creating an 

army of youths that are extremely loyal to him. 

There are some unspoken rules about being a member of the marlian 

empire and to be referred to as a “marlian”. For example, the respondents 

agree that it is true that marlians don’t wear belt. One of the respondents 

stated that he is a true marlian but that it is because of school that he is 

wearing belt. He went further to state that if you identify as a marlian but you 

are caught wearing belt, you will be beaten for violating the marlian code. 

Another student affirms that May 13 has been set aside as “Marlian Day” 

and that all marlians will come together on that day to celebrate Naira 

Marley. He went on to imply that there are several branches of Marlian 

Gang/Cult spread across several locations within and outside the state and 

that members usually come together to support and help themselves when 

the need arise. The marlian empire is thus characterised by certain noticeable 

features, some of which can be grouped under: criminality, substance use and 

irreverent youth culture. 

Criminality 

One of the foremost components in the marlian empire is criminality 

especially in the form of cybercrimes. The 21st century Nigerian society has 

witnessed an alarming increase in cybercrime, particularly yahoo-yahoo 

especially among youths. Technological advancement has radically altered 

the medium through which societies interact and conduct businesses. Yahoo-

yahoo has become widely acceptable by youths in the marlian empire who 

see it as a response to the failure of Nigerian leadership and also as a means 

of taking back what has previously be taking from them by the Nigerian 

colonial masters. Naira Marley, the leader of the marlian empire has openly 

expressed support for cybercrime and internet fraud.  

While a large percent of the Nigerian older audience has expressed 

dissatisfaction with the artist’s view, his fans and members of his empire 

have pledge their open support to him as can be seen in their response to the 

EFCC when he was arrested for charges relating to cybercrimes. They openly 

charge the EFCC to free Naira Marley and go for greedy and corrupt 
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Nigerian politicians, claiming that the money being collected are the ones 

that the Nigerian politicians stole and invest abroad. In their own opinion, 

there is nothing wrong with cybercrime; that yahoo is just a matter of who is 

smarter. In the lyrics of his song, Soapy, he openly stated that everybody is 

a thief and that the only crime is in being caught. Today, marlian youths are 

beginning to justify internet fraud and see cybercrime as a better alternative 

to legitimate hustle especially since their role models keep saying that there 

is nothing wrong in taking back what has previously being taken from us by 

the west. His fans are known for verbally attacking other artists that speak 

negatively about cybercrime 

Substance Use 

Alcohol and drug usage by celebrities is often criticised in the media because 

of the influence such practices can have on public attitude towards drug and 

alcohol abuse especially among young people, still in their formative years. 

Youths often mirror the behaviour of their celebrity role models and as such, 

the excessive portrayal of drugs and alcohol by these artists in the music 

videos of artists may increase the chances of young people indulging in such 

reckless health behaviour. Naira Marley is known for the depiction of 

substance use (drugs and alcohol consumption) in most of his songs. His 

profound usage of substances has given him the name “Igbolabi”, which 

means “we have given birth to weed” (Gidado, 2019). His continuous and 

irresponsible tweets and public display of alcohol and marijuana in his music 

videos and on his various social media platforms have also stirred marlian 

youths to see nothing wrong or harmful with underage drinking or smoking. 

Irreverent youth culture 

Naira Marley yields a heavy influence on youths due to advocacy for 

rebellion from long held moral values. He is seen as a youth ambassador and 

has a fan base that is ever ready to stand in his defense no matter the nature 

of his crime. The attitude and behaviour of Naira Marley and members of the 

marlian empire have led to moral decadence and loss of moral values among 

youths. Naira Marley is largely known for his vulgar music outpouring and 

lewd lifestyles (Gidado, 2019). Most of his songs encourage promiscuity, 

nudity, materialism and crime but has come to be accepted by youths as the 

latest trend and their failure to partake in these activities often lead to being 

referred to as local or primitive by their peers. 

There is sustained objectification of the female gender through his 

songs and social media contents. He proposed in one of his tweets that it is 

more marketable to have a big butt than to have a master’s degree. In another 

tweet, he stated that good girls are just bad girls that don’t get caught”. He 

has also helped in promoting promiscuity and premarital sex among youths. 

In another tweet, he stated, “maybe we should try having sex first before 

rushing into relationship”. He is also known for his vulgar innuendos such as 

“I have a PHD- pretty huge dick”, “opotoyi” and the popularisation of the 
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slang “mad oh”, which has become a household language in Nigeria. In all, 

there is a saying that: marlians don’t wear belt; marlians are alcohol and drug 

users; marlians keep crazy hairstyle; marlians don’t follow rules; marlians 

don’t go to school and even if they do, they don’t graduate; marlians must 

enjoy their youth; marlians don’t have manners; marlians don’t respect 

authority; marlians are irresponsible. These have become trending issues in 

Nigeria and have led to a collapse of our valued societal norms and standards. 

Impact of Celebrity Culture on Nigerian Youths 
Youths often derive their knowledge from what they see and watch and with 

the advent of new media technologies, most of their information are derived 

from the internet. The age of media globalisation and new media 

technologies have brought celebrity culture to the door step of most Nigerian 

youths (Adebambo, 2020). The question that comes to the mind of all then 

is: what are the impacts of celebrity culture in the lives of Nigerian youths? 

Impact on Youth’s Appearance 

Celebrities can act as positive role model for youths, teaching them and 

making them feel confident about their appearance and body image, without 

having to worry about been judged by their peers. Celebrities however often 

portray an image that pressures youth to achieve an unrealistic level of 

perfection like the men and women that they see in television, magazines, 

music videos and other media outlets. These celebrities, the epitomes of 

physical perfection, create a message that equates beauty with happiness, 

driving young people to keep trying to meet up with the impossible standard 

set up by these celebrities, thereby creating a prevalence of anorexia and 

bulimia among younger generations. In an interview with some secondary 

school students, some of the respondents claim that they often feel insecure 

about their body size and thus they have to continually watch what they eat 

to avoid becoming fat because “being lekpa” is the new trend as can been 

seen from female celebrities like Mercy Johnson Okojie and Ini Edo who 

used to be fat but are now slim. 

Furthermore, celebrities are often recognised as spearheading the 

latest trends in fashion and young people tend to emulate these celebrities by 

dressing like them. While it is true that some celebrities in the entertainment 

industry have excellent taste in fashion and dress modestly, it is also a truism 

to state that most of these celebrities particularly the ones in the music 

industry including Naira Marley dress in a manner that is not usually 

appealing to the older audience but widely favoured by youths who see such 

dressing as the latest styles. Naira Marley, known for his hashtag NBG, 

meaning “no belt gang” has influenced most young men into seeing the lack 

of trouser belt as the new trend in fashion. The dress styles of most of these 

artists have driven young boys into seeing rugged/torn jeans, tight/pencil 

trouser as the new code of dressing, which they must emulate if they want to 

be regarded as being fashionable. 
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Impact on Youth Behaviour 

Celebrity culture also tends to have implication on the behaviour of most 

young people. This behaviour usually follows the impression of “I don’t 

care”. Naira Marley has a negative impact on youth’s behaviour and attitude. 

His songs often encourage a lot of obscenities among youths who see being 

a “marlian” as being the acceptable norms. Songs like “Soapy” and “Am I a 

Yahoo Boy” promote social vices like masturbation, internet fraud etc. 

Today, there is an increasing decay of morality in the society today, with 

youths no longer having respect for elders or people in authority.  

Impact on Career Choice 

In a focus group discussion with some secondary school students, most of 

the respondents stated that they want to become artists when they grew up 

because they want to be rich like their musician role models, with some of 

them citing artists like Naira Marley, Zlatan, Slim Case, and Rema as their 

source of inspiration. While this is not necessary a bad thing, it becomes 

negative when you consider the lyrics in the songs of the artists being 

emulated. When asked what they are doing to promote their career choice, 

one of the students attested that he composes musical lyrics during his spare 

time. The lyrics of the song he made available was in a blend of Yorùbá, 

Pidgin and English language which he said was necessary if he want to make 

it in the music industry since most successful musicians adopt 

multilingualism in their songs. An alarming aspect is that at his young age, 

he has already been led by celebrities like Naira Marley to believe that 

engaging in internet fraud “yahoo” is one of the easiest ways to achieve 

financial success. In his composed lyrics, he made reference to the fact that 

although he is broke now, when he “pick” (a yahoo term that meet his 

internet fraud has paid off), he will be able to travel around the world and 

enjoy the good life. 

The images portray by celebrities in their music videos and various 

social media platforms often give youths the impression that the 

entertainment industry offers them better financial opportunity and benefits 

than the educational sector and as such, most young people no longer see any 

value in education or in going to school. They believe that the moment they 

compose and release a song, uncountable fame and wealth will locate them, 

not taking into consideration the fact that celebrities are often about 

“showbiz” and that things are not usually as they appear to be on screen. 

Impact on Cultural Values 

Celebrity culture is largely a product of globalisation, and Nigerians has 

consumed it and western culture which contradict our traditional cultural values. 
Today, all sorts of cultures that are alien to Africa have found their way into 

the Nigerian space. Lesbianism, homosexuality, and other forms of LGBTQ 

are gradually finding their way into Nigeria, and celebrities are making such 

practices seem acceptable. Today, we have people like Bob Risky who have 
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made it seem as if it is okay in Africa to be transgender. Celebrities are also 

guilty of objectifying women in their videos and even in movies, which have 

given youths the notion that it is okay to treat women like trash and that it is 

okay to be a baby mama and to engage in premarital sex or sleep with 

multiple partners. In one of his tweets, Naira Marley stated that, she is not 

your girlfriend; it is just your turn’. As a result of this, the younger generation 

has lost sight of our traditional beliefs about sexuality, morality and 

marriage. 

Conclusion 
Mediatisation, the internet and the various social media platforms have made 

the phenomenon of celebrity culture an inescapable social reality in Nigeria. 

Globalisation, digitalisation and new media technologies like the internet has 

made the consumption of celebrity culture more reachable to youths in all 

walks of life and has also made youths exposed to a wide range of prominent 

personalities, most of whom play a significant role in influencing their 

behaviours, lifestyles and attitudes. In contemporary times, celebrity culture 

is portrayed in most policy discourse as a corrupting sway in the lives of 

youths. The purpose of the study was to investigate celebrity culture and its 

impact on the lives of Nigerian youths. It aimed at ascertaining the level of 

exposure of Nigerian youths to these celebrities and the nature and impact of 

this exposure in the lives of Nigerian youths. 

The findings from the study reveal that Nigerian youths are extremely 

exposed to celebrities especially those in the entertainment and music 

industry and that youths try as much as possible to emulate the behaviour, 

attitudes and lifestyles of these celebrities especially the ones that they regard 

as their role models. Using the music industry and Naira Marley as a case 

study, the paper revealed that celebrity culture has had a negative impact on 

the lives of youths in Nigeria.  While it is true that certain celebrities in the 

Nigerian music industry play a positive role in the social lives of youths, 

inspiring them to be self-confident and successful, celebrities also play a 

negative role in the lives of these youths. The study shows that most of the 

artists in the Nigerian music industry lack the capability and the essential 

values needed to positively influence the Nigerian youth. Today, the attitudes 

and behaviours that youths adopt from these celebrities are morally deficit. 

Musicians often create songs that centre on obscene display of wealth, drugs, 

violence, sex, nudity and a large disrespect for authority. The chapter 

recommends that the Nigerian artists and celebrities should see themselves 

as role models to the younger generation and try their best to imbibe good 

moral values that young people can emulate. The paper also cautions parents 

and members of the Nigerian society to try and monitor the type of culture 

that young people consumes to avoid spurring a generation that will not be 

able to contribute meaningfully to the growth and development of the 

country.  
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Introduction 

During President Jacques Chirac’s visit to Nigeria on July 24th 1999, 

President Olusegun Obasanjo promised him that Nigeria will do all it takes 

to propagate the French culture. The Nigerian president states further that the 

French language would be adopted as a second language. This transnational 

experience no doubt would foster peace, unity and cooperation between the 

two countries. This of course would be achieved with the establishment of 

Alliance Francaise. Alliance Francaise, a French based outfit has become one 

of the most popular cultural enterprises in Nigeria and Globally. The aim of 

this outfit is not only to make the French language a second one in non-

French speaking countries, its objective is also to propagate and popularise 

French culture and tradition around the world. To this end, Alliance 

Francaise is a language and culture oriented organisation. One major 

characteristics of Alliance Francaise, is its utility of the arts in achieving its 

aim and objectives. Scholars in the Arts and Humanities, Anthropology and 

Cultural studies have researched extensively on the imperative of art to man 

and the society. Watkins (1999, p.1) submits that “Tarkovsky views his art 

as serving a religious function. Art has the capacity through shock and 

catharsis, to make the human soul receptive for good”. This also brings us to 

the definition of art by Macaulay. He states that “art is something that 

stimulates an individual’s thoughts, emotions, beliefs, or ideas through the 

senses”(Macaulay, 2016, p. 64). It is a channel through which ideologies, 

thought patterns and emotions are expressed. It is “the developed and 

efficient use of a language to convey meaning with immediacy and or depth” 

(Macaulay, 2016, p. 64). According to William Shakespeare art is mirror 

held up to nature. Art does not exist in the void. This portends that it plays 

significant roles in the life of man and the society. In fact, art constructs, 

deconstructs and reconstructs societies, thought patterns, and identities. 

 Every work of art has its root in a particular culture. Culture therefore 

provides the breath and life of every art. Society fashions art, the same way 

art influences the society. Art goes the same direction as the society. Society 

provides the language with which art communicate. For art to communicate 

effectively, language and culture are imperative processes. While art needs 

language and culture for its existence and sustainability, it is also a medium 

for the promotion of language and culture. Art in the context of this study 
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encompasses the music art, the dramatic art, dance, sculpture, painting 

among others. These art forms among others have facilitated the promotion 

of language and culture of the people. In Nigeria, numerous culture 

enterprises indulge in the propagation of language and culture. These 

enterprises include the National Theatre, the National Troupe, the National 

Museum, the state Ministries of Culture and Tourism, and Alliance Francaise 

Nigeria among others. While the indigenous cultural bodies aim at promoting 

Nigerian culture and language, the objective of Alliance Francaise Du Lagos 

encompasses the propagation of Nigerian and French languages and cultures. 

In the light of the above, this chapter examines the role of Alliance Francaise 

in the promotion and management of French language and culture with the 

medium of art. We employ structured interview with experts in theatre 

management and selected staff of Alliance Francaise Du Lagos as a tool to 

supplement literary and descriptive methods. This chapter is anchored on 

Fernando Ortiz’s theory of transculturalism which expounds that 

transculturalism is the phenomenon of merging and converging cultures. 

 

Theoretical Framework 

This chapter is anchored on Fernando Ortiz’s theory of transculturalism. In 

1947, Ortiz, a Cuban anthropologist, submits that transculturalism is the 

phenomenon of merging and converging cultures. To have a full grasp of 

transculturalism or “cosmopolitanism” (Grosu-Radulescu, 2019, p.107) it is 

pertinent to be conversant with its antecedent, Multiculturalism. N. R. 

Khadpekar’s multiculturalism is a portmanteau word for multi and cultural. 

While ‘multi’ refers to the process that exceeds the singular, ‘cultural’ has 

its root in the word ‘culture’, which is the whole gamut of the way of life of 

a people. Ehrentraut (2004, p.5) submits that “the term multiculturalism is 

used to indicate a specific social and cultural school of thoughts that adopts 

the liberal and all compulsive policy of cultural amalgamation. The 

phenomenon of multiculturalism is not new to the world and thus not new in 

academics but it gets a new air in the period of colonisation”. 

It is pertinent to note that numerous theories of multiculturalism 

abound. Various cultural theorists adopt different perspectives in examining 

the question of multiple cultures, found in a single geographical orbit. N. R. 

Khadpekar, the proponent of the term ‘multiculturalism’, defines it as “the 

appreciation, acceptance, and promotion of various cultures in schools, 

businesses, cities or nations” (Kymlicka, 2003, p.150). Cuccioletta examines 

the transition from multiculturalism to transculturalism. Using the 

multicultural Canadian society as a paradigm, he expatiates that 

transculturalism is the solution to the weaknesses of multiculturalism. While 

multiculturalism calls for peaceful coexistence among people of different 

cultural background, transculturalism goes a step further to advocate that 

man should see himself in the other, and not be monolithic. Transculturalism 
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takes us beyond multiculturalism. In fact, it “takes us beyond Johnson’s 

original notion of culturalism through the integration of a political aesthetics 

with a cultural civics” (Lewis, 2002, p.15). Thus, the criticism of the 

multicultural process culminated into the birth of transculturalism. In a 

country, such as Nigeria, where more than 250 ethnic groups (these ethnic 

nationalities include Yoruba, Hausa, Fulani, Izon, Isoko, Itsekiri, Igala, 

Urhobo, Igbo, Ebira, Idoma, Nupe, Tiv and many others) still find it difficult 

to coexist, it is pertinent to adopt the transcultural perspective to engineer 

positive change and development among the citizenry. Culcioletta (2002, 

p.2) expounds four tenets of transculturalism thus: 

1. The consideration of shared interest and common value, 

2. Thinking out of the box of one’s motherland, 

3. Reinvention of new cultures, 

4. The embrace of multiple identities. 

The above tenets are used to examine the role of arts in the promotion and 

management of language and culture by Alliance Francaise Du Lagos, 

Nigeria. 

Historical Overview of Alliance Francaise 

The propagation and management of culture with the medium of art has been 

a preoccupation of Global Alliance Francaise and Alliance Francaise Du 

Lagos. This is with the view to promoting the French language and culture. 

Alliance Francaise was established even before the colonial master’s 

acquisition of various colonies in Africa and Latin America. In fact, its 

history dates back to 1883 in Paris when Alliance Française was founded as 

a national association to promote the French language around the world. 

Consequently, the organisation was first established in Paris in 1883. This 

also serve as the headquarters of Alliance Francaise worldwide. The 

foundations were raised under the guidance of Pierre Foncin and 

Ambassador Paul Cambon. The Alliance of Paris was created the following 

year by a board of directors featuring a host of famous figures. Indeed, 

people as renowned as Jules Verne (author), Louis Pasteur (chemist and 

biologist) and Ferdinand de Lesseps (diplomat) were part of the board. With 

the formation of the first Alliance Francaise organisation in Paris, the first 

Alliance Française abroad was established in 1883 in Barcelona, Spain, the 

same year as Alliance Francaise, Paris. 

In the early 19th century, Alliance Francaise decided to spread its 

tentacles to the South American continent, hence it was established in 

Toronto, Canada in 1905 and Ottawa in 1905. Other countries in South and 

North America where Alliance Francaise has its branches are Chile, Costa 

Rica, Haiti, Cuba, Mexico, Colombia, Argentina, Brazil, among others. The 

aim of establishing Alliance Francaise in these countries, is to make French 
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a second language of these nations. In Africa, there are numerous Alliance 

Francaise cultural outfits. In Nigeria, Ghana, Zimbabwe, Mozambique, 

Tanzania, Namibia, South Africa, Kenya, Eritrea, Comoros and Botswana, 

the outfit has established centres in major cities and towns. “These are 

Alliance française Enugu, Alliance française Ibadan, Alliance française 

Ilorin, Alliance française Jos, Alliance française Kaduna, Alliance française 

Kano, Alliance française Lagos, Alliance française Maiduguri, Alliance 

française Owerri, Alliance française Port Harcourt” (Rider, 2018, p.1). 

Alliance Francaise sometimes has more than one or two networks in 

particular states. For instance, there are three of such cultural outfits in Lagos 

state. The parent Alliance Francaise in Paris France, render financial support 

to the cultural outfit located in other countries. There are three conventions 

that govern the parent Alliance Francaise, Paris and its other arms globally. 

These conventions are: 

A financial agreement: the Alliance Française Paris Ile-

de-France supports the Foundation financially-an 

agreement for the premises: the Paris Alliance Française 

donated its building in Boulevard Raspail to the 

Foundation at the time of the division in 2007 and a 

teaching agreement: the Alliance Française Paris Ile-de-

France supports the Alliances Françaises worldwide in 

their projects to professionalise their teaching and 

administrative staff. More than 40 missions per year are 

made abroad. The Alliance Française Paris Ile-de-France 

works with Alliances Françaises from around the world, 

ministries, public bodies, and also large companies, 

supporting them in their desire to improve their 

command of the language in a professional environment 

(Campbell, 2019, p.3). 

To achieve their aim and objective of propagation of French culture 

and language, Alliance Francaise Paris must extend their hand of financial 

goodwill to the other arms around the world. Despite cultural renaissance 

and the advancement in indigenous traditions that is characterised of 

postcolonial societies, Alliance Francaise still continues to flourish. In 1983, 

Alliance Francaise celebrated its 100th year anniversary. 

Today there are 800 Alliances Françaises in 136 

countries. The Alliances Françaises worlwide host 

around 500,000 students per year. From Argentina to 

Canada, from the furthest tip of Africa to northernmost 

Scandinavia and across Russia, Asia and Oceania, there 

are Alliances Françaises. Even in France–from Paris to 

Nice – the Alliance Française offers international students 

the opportunity to discover the richness of the French 

http://www.fondation-alliancefr.org/?cat=1
http://www.fondation-alliancefr.org/?cat=1
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culture and language. Alliance Française is also 

recognised for its high quality programs (Rider, 2018, 

p.1). 

In Nigeria today, there are numerous branches of the Alliance Francaise 

outfits. Apart from going to Paris, France to study the French language and 

other cultural processes, students in French can easily be awarded various 

levels of certificate in studies in French when they undergo the learning 

process in any Alliance Francaise cultural outfits. The Alliance Francaise, 

Lagos, is a Nigerian non-profit cultural institution whose statutes have been 

approved by the Alliance Française of Paris as one of its worldwide channels. 

Alliance Francaise du Lagos is the headquarters of the general delegation of 

the French Alliance of Paris in Nigeria. Even though the Alliance Française 

exists as a federation through a Foundation established in France and 

supported by the French development agency, the centers in Nigeria and all 

over the world, are associations under local legal systems with 8,500 

volunteers. Apart from the collaborative network of Alliance Francaise du 

Lagos, it also engages in arts and cultural activities to promote and propagate 

French language and culture. Some of its activities include arts and craft 

exhibitions, drama, music, and dance performances and competitions and 

several different theatrical performances. 

The social and cultural events organised by the institute include 

electronic music workshops, The World Event, the annual Life in my City 

Art Exhibition, and the Dance Meet Dance, Music Day festival, to name a 

few. Working closely with renowned theatre organisations like PEFTI, 

Muson Centre Music School amongst many others, Alliance Francaise du 

Lagos does not put up events just for entertaining the people and developing 

their Culture alone, but also for developing the theatre managerial skills of 

those involved. 

The other ten sister locations of Alliance Francaise in other parts of 

Nigeria include; Enugu, Ibadan, Ilorin, Jos, Kano, Kaduna, Lagos, 

Maiduguri, Owerri and Port Harcourt. The Lagos Institute is the largest 

alliance in Africa. As one of the worldwide networks of Alliances, it works 

closely with the Alliance Française Foundation in Paris and the Nigerian 

government. As such promoting French language and culture, this Alliance 

Francaise outlet is also supported by the French Ministry of Foreign Affairs. 

The French Alliance is also bound by agreement to the Ministry of Education 

of Lagos State for a period of 10 years renewable under a continuing 

education program for French teachers of the state and it is directed by 

Philippe Lebreton who is the Managing Director of the French Alliance in 

Nigeria. 
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The Role of Alliance Francaise in the Promotion of Language and 

Culture through Art 

As a French global network, the Nigeria branch of Alliance Francaise 

promotes French culture and language. The primary concern of this 

organisation is to teach French as a second language. Without doubt, this 

initiative has been instrumental to the popularisation of the French language 

in Nigeria and all over the globe. In other words, French is becoming a global 

language. As a cultural enterprise, its establishment is geared towards 

propagating French tradition. Although in Nigerian tertiary institutions, 

French language is one of the courses offered, the French government felt it 

imperative to promote every facet of French culture. 

A significant initiative instituted by Alliance Francaise in promoting 

French culture, is the teaching of the French language. In fact, Alliance 

Francaise offers training to French language teachers in Nigeria. Teachers in 

foundation schools in French, secondary schools and tertiary institutions 

attend more classes to develop their human capacity in French culture. While 

some of the classes are subsidised by Alliance Francaise Paris or the Nigerian 

federal government, a few other French language classes are held for free. 

Alliance Francaise donates French language textbooks, art materials to 

academic libraries and institutions across the globe. This is an initiative that 

is geared towards accelerating the growth and popularity of French tradition 

in Nigeria. They endeavour to bridge the gap between the norms of host 

communities and of France. Furthermore, while trained personnel in French 

language and culture act as teachers and facilitators in the teaching and 

learning process, examination questions are constructed directly from 

Alliance Francaise Paris, France. The examination questions are distributed 

to various outfits in different countries and at the end of such examinations, 

the scripts are sent back to Paris for marking, assessment and award of 

certificates. This tradition therefore, upholds the educational standard of the 

cultural outfit. 

Another strategy in promoting culture in Nigeria is the award of 

scholarship and grants for deserving students to study French language and 

culture in Paris, France. This is to “offer international students the 

opportunity to discover the richness of the French culture whilst living right 

in the midst of it” (www. Alliance Francaise de Sydney - Alliance Francaise 

History.htm). In other to achieve their goals of being a second language, 

Alliance Francaise in Nigeria and other host countries indulge in 

competitions in French language, literature, music, dance and other arts. 
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The Role of Alliance Francaise Du Lagos in the Promotion and 

Management of Language and Culture 

Alliance Francaise Du Lagos has contributed significantly to the promotion 

of language and culture with the medium of the music art, the dramatic art, 

the plastic art, art exhibition, painting, sculpture and others. 

 

Art Exhibition in Alliance Francaise Du Lagos 

Art exhibition in Alliance Francaise Lagos is an annual event. It is an annual 

festival of art display in which paintings made by Fine Artists, and sculptural 

works (excluding performance arts) are brought by artists all over the country 

and exhibited. Art works made by popular artists such as Bruce 

Onobrakpeya, are even exhibited. Artists are not compelled to pay monies 

for their works to be showcased. This is to enable a huge turnout of artists in 

this event. 

Most times, Alliance Francaise Du Lagos, partner with the Lagos 

State Ministry of Culture and Tourism, individuals and corporate bodies to 

organise this annual event. Apart from the exhibition of art works by well 

known fine artists, this event organised by Alliance Francaise also serve as a 

platform for upcoming artists to showcase their works of art. In other words, 

works made by University students also find their place into the platform of 

such art exhibition. Art works that are exhibited are multicultural. Indigenous 

Nigerian art works, which come from the Urhobo, Yoruba, Isoko, Ijaw, 

Hausa, Igbo and others as well as contemporary Nigerian art works, French 

and works of other cultures are exhibited. Some of the art works are 

multidimensional and also break cultural barriers. At the end of the event, 

the artists are patronised by lovers of art and the best of these works are taken 

by the government to the museum. Alliance Francaise Paris sometimes, 

sends delegates to witness and assess art exhibitions in Alliance Francaise 

Lagos Du Lagos. With the artistic exhibition, Alliance Francaise has become 

a reference point to scholars, researchers and students in cultural policy, art 

management discourse and so on. 

 

Seminars, Workshops and Conferences in Alliance Francaise 

The organisation of seminars, conferences and workshops are numerous 

ways in which Alliance Francaise promotes language and culture. It 

sometimes organise seminars to sensitise people on the importance of being 

educated in the French language. In seminars organised by Alliance 

Francaise Du Lagos, there are numerous sensitisations on the need to 

promote indigenous cultures as well as the need to absorb foreign traditions. 

These seminars are usually funded by Alliance Francaise Lagos, and 

sometimes, with grants gotten from the headquarter of the cultural 

organisation in Paris, France. Facilitators in such seminars are the top 

administrative staff of Alliance Francaise and personnel in the academia that 
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include Professors in French language and culture. In addition, before the 

exhibition of art works, intending art exhibitors attend a workshop to be 

educated on the modus operandi of art exhibition, the need for their works 

of arts to be promoted and how they can be given international attention. 

These workshops also create a platform for students, academic 

scholars and the populace to be enlightened on the scope, aim and objectives 

of Alliance Francaise. According to Michael, the public relations officer of 

Alliance Francaise Lagos, in an interview conducted by the researchers in 

September 2016, “a lot of people think Alliance Francaise is basically a 

French language speaking school. The activities of Alliance Francaise 

transcend language. Hence, it is imperative that workshops are organised to 

enable us erode the notion of language as a basis for the formation of the 

organisation” (Personal Interview, 2016). The workshops organised 

therefore function as a ground for enlightenment and education. 

 

Dance, Music and Drama as Promoters of Culture in Alliance Francaise 

Alliance Francaise Du Lagos has been popularised within and outside Lagos 

state with its engagement in dance, musical and dramatic activities. These 

theatrical events are organised to strengthen cultural ties as well as promote 

cultural identity. In 2016, an interview with Mr. Yemi Ajayi a staff of 

Alliance Francaise Lagos, who also serves as the Public Relations Officer of 

the cultural outfit indicates that: 

In 2014, Alliance Francaise Du Lagos organised a 

festival of arts and culture, in which various 

secondary schools in Lagos participated in. French 

musical displays and dance competitions were done 

and winners awarded prizes. The high point of the 

event was the competition in French language 

(Personal Interview, 2016). 

Of significance, in the activities of Alliance Francaise, is the 

promotion of the cultures of the host country. In the process of bringing 

French tradition to the fore, and promoting cultures, Nigerian traditions have 

also been explored by Alliance Francaise with the medium of art. According 

to the Public Relations Officer of the cultural outfit in an interview with the 

researchers in 2016, he posits that “many years ago, the students of the 

department of Creative Arts, University of Lagos mounted a drama 

performance of some Nigerian plays at Alliance Francaise Lagos” (Personal 

Interview, 2016). The gown was brought to the town by Alliance Francaise. 

Plays such as Queen Ghasengen were performed by the students, to the glee 

of the audience. The audience comprised of people in the academia, workers 

of Alliance Francaise Du Lagos, and the general populace. Consequently, 

artistic works of the host countries of Alliance Francaise are also been 
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enacted and depicted. In the same vein, Alliance Francaise Lagos also 

indulge in the enacted of dramatic performances of Nigerian plays. Some of 

these plays are performed by students of Theatre Arts, Lagos State 

University. In Alliance Francaise Du Lagos, whenever such performances 

take place, gate fees are excluded for the audience. In other words, spectators 

are not subjected to paying gate fee. This initiative is meant to promote 

popular participation in the cultural activities of Alliance Francaise as well 

as to facilitate inclusivity of the people. 

 Alliance Francaise Du Lagos also uses musical art in the promotion 

of culture. In 2015, the Idoma born popular musician, Bongos Ikwue was 

invited to perform in a Music Fiesta organised by Alliance Francaise Du 

Lagos. Other popular musicians were also invited by the cultural 

organisation to perform in such musical concerts. In the same vein, upcoming 

musicians within and outside Lagos also featured in these music concerts. 

Alliance Francaise Lagos activities are not only culture rich, they are also 

understood by the audience. If the message contained in the music is not fully 

passed acrossed, there would be a failure in the communication process. 

Hence, such art work becomes art for art’s sake as it ceases to promote 

culture.   

 The dance art is another medium through which Alliance Francaise 

Du Lagos actualises its aim and objectives of cultural propagation. The 

dances performed in various dance shows organised by Alliance Francaise 

Du Lagos, are a mirror of various Nigerian cultures. While Alliance 

Francaise indulges in a display of indigenous Nigerian dances, it sometimes 

presents dances that are in the Classical tradition. These dances are also 

known as balletic dances. Hence, there is also the documentation and 

promotion of Western dances. The movements and non-verbal language of 

communication are well articulated and understood by the audience. This is 

because of the tradition it defines. 

 

Conclusion 

Nigeria has numerous platforms through which her arts are promoted and 

managed. The Abuja and Calabar carnivals are good paradigms. Apart from 

these carnivals, Alliance Francaise Du Lagos has also partnered with the 

Nigerian government to fully advance her aim of making French a second 

language in Nigeria. While promoting French language, Alliance Francaise 

Du Lagos also propagates the cultures of the host country. The organisation 

uses musical and dance arts in the promotion and management of culture. 

Alliance Francaise Du Lagos, sometimes organise seminars to sensitise 

people on the importance of being educated in the French language. In the 

same vein, various educational institutions such as the Department of 

Creative Arts, University of Lagos, have gone to Alliance Francaise for the 

purpose of artistic collaboration. As a cultural non-governmental 
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organisation, Alliance Francaise Du Lagos has facilitated the propagation, 

documentation, growth and advancement of culture with the medium of arts. 

The organisation has also created a synergy between France and Nigeria. 

However, a lot of works still have to be done by this organisation. The 

chapter therefore recommends that Alliance Francaise Du Lagos should 

engage in more artistic endeavours that will enable the popularisation of 

French art and language in Nigeria, as well as broaden the frontiers of 

Alliance Francaise in Nigeria. Apart from hosting educational bodies, 

Alliance Francaise should also collaborate with these institutions to enable a 

wide followership of individuals, corporate bodies and cultural organisations 

in the activities of Alliance Francaise. Workshops, seminars and conferences 

should be organised regularly for artists and teachers of French language in 

Nigeria in order to improve on the standard of French language education 

and stay in line with world best practices. 
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A Theoretical Analysis of 

Interculturalism 
 

Giorgia Scribellito 

 

Introduction 

The aim of this chapter is to examine the notion of interculturalism. It 

discusses its theoretical underpinnings while emphasising its legacy in 

Europe and in Africa.  In general, interculturalism requires individuals to 

reassess their position relatively to new cultural influences. Placing emphasis 

on the importance andon the limitations of each position, the study compares 

and contrasts intercultural perspectives with multicultural points of view. 

Relying on the perspectives of different scholars, my analysis emphasises the 

value of interculturalism today in Western countries, for minority groups on 

the African continent, for the anti-colonial struggle of the 1960s and 1970s 

and more recently, for the fight against apartheid in South Africa, which 

ended with the victory of Nelson Mandela as president in 1994. This chapter 

argues that interculturalism is necessary for a postcolonial vision of society 

and in general, for peaceful everyday interaction among people with different 

cultural backgrounds. 

Today, many critics discuss the limits of multicultural societies in the 

West. Such discussions start from the premise that, as Marco Antonisch aptly 

observes, today is “no longer [about] how to live with diversity but in 

diversity” (Antonisch 2014, p. 1). To live “in diversity” implies that we need 

to learn how to live within diversity without creating situations of oppression 

(with the majority discriminating against the minority), as well as how to 

coexist within a diverse environment (as according to numerous predictions, 

for example, in the future “the US is going to have a majority–minority 

population, with members of non-white ethnic groups comprising more than 

half of the total number of people in the country” (Frey 2015, p. 1). 

 Paul Gilroy, in Postcolonial Melancholia (2005) and Kwame 

Anthony Appiah, in Cosmopolitanism (2006), contend that the answer to the 

question of the coexistence of majority and minority groups lies in 

cosmopolitan conviviality and in cosmopolitanism. While these perspectives 

are extremely valuable, our analysis wishes to underline the importance of 

an intercultural point of view for a postcolonial vision of society and also for 

everyday interaction. While the idea of cosmopolitanism focuses on 

individual lifestyles, the notion of interculturalism rotates around the idea of 

mutual interaction and communication between people with different 

cultural backgrounds.  

  We start by analysing the meaning of the word culture and we 

proceed with an examination of the concepts interculturalism and 

16 
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multiculturalism, paying attention to the implications of an intercultural 

philosophy for the West and for the African continent.  This chapter seeks to 

briefly assess the importance of an intercultural perspective throughout 

history and for the modern world not only in the West but also in African 

Countries. 

 

Meaning of the term Culture 
In order to establish definitional boundaries, let us clarify the meaning of the 

word culture. One can identify a number of different meanings associated 

with this word. Culture is an artistic and intellectual activity and product. It 

is the enlightenment or refinement that comes from knowledge of what is 

excellent in the arts. Culture refers to the development or improvement of 

the mind or body as a result of education or training (e.g. physical and mental 

culture). Culture is associated with the sum of ways of living created by a 

group of human beings and handed down from one generation to another. It 

refers to a particular form or stage of civilisation, such as that of a nation or 

period (e.g. ancient Greek culture). It is the behaviour and beliefs 

characteristic of a particular group (e.g. “the youth culture” or the African-

American culture). It is the growing or cultivation of microorganisms, or of 

tissues, for scientific purposes, medicinal use, etc. (or the cells, tissue or other 

products that result from such cultivation). In this study, we focus on the 

social and artistic meaning of the word culture, leaving aside the biological 

and medical perspectives. 

In his book Notes towards the Definition of Culture (1983), Eliot 

offers a more elaborate understanding of this term. His considerations set the 

basis for a central discussion of this analysis around the meaning and 

implications of the word “culture” in contemporary multicultural societies. 

In the first chapter of his book, Eliot identifies the aforementioned meanings 

of the word “culture”. He associates the word culture, to “lower organism– 

to the work of bacteriologist or the agriculturalist, to the self-cultivation of 

the individual to refinement of manners– or urbanity and civility” (Eliot 

1983, p. 22) to the accumulated wisdom of the past; if so, our man of culture 

is the scholar”, or if we think about philosophy “the intellectual,” or if we 

think about the arts “we mean the artist and the amateur or dilettante”(Eliot 

1983, pp. 22-23). However, Eliot also separates individual culture from 

group culture. According to him, group culture emerges “as a society 

develops towards functional complexity and differentiation”; then we have 

the emergence of “several cultural levels; in short, the culture of the class or 

group will present itself” (Eliot, 1983, p.25). He observes: 

The difference of opinion turns on whether the 

transmission of group culture must be by inheritance 

–whether each cultural level must propagate itself– or 
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whether it can be hoped that some mechanism of 

selection will be found, so that every individual shall 

[…] take his place at the highest cultural level for 

which his natural aptitudes qualify him (Eliot, 1983, 

p.25). 

Eliot’s observation points out a conundrum: whether people should 

live within their inherited cultural circle or can subscribe to other cultures as 

well to which they may not have inherited but to which they may be naturally 

inclined. This observation is pertinent to contemporary society. In a 

globalised world, people are very mobile and may choose to identify 

themselves with a culture different from the one they have grown up in. What 

is also relevant to the present analysis is Eliot’s observation in Notes towards 

the Definition of Culture, which pertains to the cultural hybridisation that 

occurred during European migration to the colonies: 

The culture which develops on the new soil must (…) 

be bafflingly alike and different from the parent culture: 

it will be complicated sometimes by whatever relations 

are established with some native race, and further by 

immigration from other than the original source. In this 

way, peculiar types of culture-sympathy and culture-

clash appear between the areas populated by 

colonisation, and the countries of Europe from which 

migrants came. (Eliot, 1983, p.64). 

Although Eliot does not question the horror of colonisation-and the use 

of the term “horror” does not say enough about the human, economic, and 

the environmental devastation brought about by colonialism in the African 

continent, in Asia, and in the Caribbean region-his observation points to the 

theoretical necessity of a melting pot as a result of migration. It must be 

emphasised, however, that in the case of colonial migration the hybridisation 

of the European culture with the local cultures is debatable. For example, 

Jamaica Kincaid, emphasises the total obliteration of native cultures that 

came about with colonisation. To express the impact of colonialism on the 

Caribbean region, Kincaid writes In A Small Place,“but what I see is the 

millions of people, of whom I am just one, made orphans: no motherland, no 

fatherland, no gods, no mounds of earth for holy ground, no excess of love 

which might lead to the things that an excess of love sometimes brings, and 

worst and most painful of all, no tongue” (Kincaid 1988, p. 31). Yet, in 

agreement with Eliot’s perspective, according to Bhabha, the relations 

between colonisers and the colonised are not reducible to “binary oppositions 

of power.” (Syrotinski, 2007, p.28). From Bhabha’s point of view, 

colonialism is unavoidably divided between a vision of itself as “culturally 

whole (with an apparently inexhaustible capacity to incorporate culturally 
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diverse others into his whole)” and the alterations of this whole that happens 

during colonisation.  

The result is an ambivalence that contradistinguishes both coloniser 

and colonised (Syrotinski 2007, pp.28-29). As it pertains to the condition 

of minorities and their identities in modern societies, thedynamics of cultural 

interaction among people coming from different countries -especially, as a 

consequence of migration-are at the center of a debate in social theory, 

literature,  communication studies and politics (to name but a few areas). 

 

Multiculturalism and Interculturalism 
Multiculturalism consists in granting equal rights to immigrants in all 

spheres of society. This is done without the expectation that immigrants give 

up their cultural background. However, there is an anticipation that 

immigrants conform to “certain key values”. One should distinguish between 

‘laissez-faire’ multiculturalism, which is practiced in the US, and the 

governmental policy of multiculturalism as understood in Canada, Australia, 

and Sweden. In the former case, the state accepts ethnic communities but 

does not ensure social justice or support ethnic diversity. In the latter case, 

there is an acceptance of cultural diversity and a guarantee of equal rights for 

minority groups (Montserrat and Rex, 2010, pp.213-214). 

 Bhiku Parekh identifies three central theoretical tenets central to 

multiculturalism. The first, is that human beings are embedded in their 

cultures. This means that “they grow up and live within a structured world 

and organise their lives and social relations in terms of a culturally derived 

system of meaning and significance” (Parekh, 2010, pp.238-239). The 

second notion is that different cultures embody different systems of meaning 

and visions of the good life. This implies that each person needs other 

cultures to understand themselves better to, “expand their intellectual and 

moral horizon, stretch their imagination, save it from narcissism to guard it 

against the obvious temptation to absolutise itself, and so on” (Parekh, 2010, 

pp.238-239). Furthermore, every culture is “internally plural” and it mirrors 

an ongoing dialogue “between its different traditions and strands of thought” 

(Parekh, 2010, pp.238-239). This implies that cultures grow out of 

“conscious and unconscious interactions with each other, define their 

identity in terms of what they take to be their significant other, and are at 

least partially multicultural in their origins and constitution” (Parekh, 2010, 

pp.238-239). 

Homi K. Bhabha offers a central criticism of multiculturalism focusing 

on the position of minorities in contemporary multicultural societies. He 

starts by considering the aforementioned argument of Eliot in Notes towards 

a Definition of Culture, argues that “as a result of migration to a new soil 

culture-sympathy and culture-clash appears” (Eliot, 2011, p.62). Bhabha 

points out that the impossibility of theorising local cultures as 
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uncontaminated or self-contained forces us to think about global cultures 

which, according to him, is unimaginable. However, Bhabha argues that the 

partial culture, one that people brought with them when they migrated from 

Europe to the colonies, is the connective tissue between cultures. Bhabha 

(2011) contends that: 

The peculiarity of cultures' partial, even metonymic 

presence lies in articulating those social divisions and 

unequal developments that disturb the self-recognition 

of the national culture, its anointed horizons of 

territory and tradition. The discourse of minorities, 

spoken for and against in the multicultural wars, 

proposes a social subject constituted through cultural 

hybridisation, the overdetermination of communal or 

group differences, the articulation of baffling alikeness 

and banal divergence (p.54). 

Having defended the partial culture that comes with migration, 

Bhabha addresses the issue of minority cultures in contemporary societies. 

He argues that borderline negotiations of cultural difference often violate 

liberal commitments to the representation of cultural diversity as a plural 

choice. In particular, he observes that liberal discourses on multiculturalism 

show the fragility of their principles of tolerance, they encounter the limit of 

the notion of “equal respect,” and they acknowledge the attenuation of the 

authority that oversees ethical rights (Bhabha, 2011, p.54). Furthermore, 

Bhabha maintains that multiculturalists committed to social and cultural 

differences within a democratic society have to deal with a subject 

constituted within the projective field of political alienation. 

“Multiculturalists who attempt to constitute non-discriminatory minority 

identities cannot do so by simply affirming the place they occupy or by 

returning to an authentic origin. Their recognition necessitates the 

negotiation of a dangerous indeterminacy”(Bhabha, 2011, p.55).  

 The attempt of liberal discourses to normalise cultural difference and 

to turn to the presumption of equal cultural respect and recognition of equal 

cultural worth does not acknowledge the borderline temporalities of partial, 

minority cultures. Criticising Charles Taylor’s position on multiculturalism 

(which presents minorities as an imposition coming from the ‘outside and 

opposes their sense of marginalisation to our need for basic political 

principles), Bhabha corroborates Bakhtin’s emphasis on “a space of 

enunciation where the negotiation of discursive doubleness generates a new 

speech act” (Bhabha 2011, p.57). Having identified a space of enunciation 

which engenders a new speech act, Bhabha develops a theory of hybridity 

arguing that a hybrid strategy or discourse opens up a space of negotiation 

that allows the emergence of an interstitial agency that refuses the binary 

representation of social antagonism. Minorities use “the partial culture from 
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which they emerge to construct visions of community, and visions of historic 

memory, that give narrative form to the minority positions they occupy” 

(Bhabha 2011, p.58). 

To elaborate further on Bhabha's observation that multiculturalism 

overdetermines “communal or group differences”, we can take into 

examination Slavoj Žižek's researchMulticulturalism, Or, the Cultural Logic 

of Multinational Capitalism. In this study, Žižek argues that the ideal form 

of ideology of this global capitalism is multiculturalism, the attitude which, 

from a kind of empty global position, treats each local culture the way the 

coloniser treats colonised people—as natives whose mores are to be carefully 

studied and respected. In his view, multiculturalism is a disavowed, inverted, 

self-referential form of racism, a ‘racism with a distance’” because 

multiculturalism respects the Other’s identity, conceiving the Other as a self-

enclosed authentic’ community towards which he, the multiculturalist, 

maintains a distance rendered possible by his privileged universal position. 

What Žižek wishes to emphasise is that in a multicultural nation there 

is no real relationship of equality about its citizens but it allows the moral 

superiority of one group towards the others. Žižek, in fact, contends that “the 

multiculturalist respect for the Other’s specificity is the very form of 

asserting one’s own superiority. In particular, Žižek deplores the 

exasperation of ethnicity in multicultural societies. He concludes arguing 

that the assertion of the universality of antagonism in no way entails that in 

social life, there is no dialogue, only war. He further observes that “the leftist 

Enlightenment is defined by the wager that culture can serve as an efficient 

answer to the gun: the outburst of raw violence is a kind of passage rooted in 

the subject’s ignorance—as such, it can be counteracted by the struggle 

whose main form is reflective knowledge” (Žižek 1997, p.34). 

 While this study affirms Zižek's criticism of multiculturalism, it does 

not reject this model altogether. As Zižek maintains, this analysis agrees with 

the argument that the focus of modern societies should not be on ethnicity; 

in contrast, it should be on our common humanity. However, it acknowledges 

that as a result of historical and economic factors, ethnicity bears weight in 

many societies, therefore, it seeks to find a way to address this problem. A 

possible solution to this problem and an alternative to multiculturalism lies 

in interculturalism. According to Gérard Bouchard, interculturalism was 

inherited from “the moral awakening following the two world wars, fascism, 

totalitarian regimes and decolonisation. It emerged in the 1950s and 1960s 

“as a new sensitivity towards minorities of all kinds” (Bouchard 2011, 

p.440). However, interculturalism does not only entail a newly found 

sensitivity towards minorities. Bhabha’s contrast of hybridity with 

multiculturalism allows further elaboration on the possibility of constructing 

a theory that encompasses Bhabha’s perspective but also goes a little further. 

Interculturalism points to “the location between two or more cultures and the 
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practice of negotiating between a number of cultural models” (Greiffenstern 

and Raab 2013, p.6). Therefore, hybridity–at least cultural hybridity- is 

central to an intercultural model. In line with Bhabha’s criticism of 

multiculturalism, Alexander Greiffenstern and Joseph Raab (2013) assert 

that: 

Processes of creolisation and cultural hybridity have 

come into focus as the multiculturalist view of 

cultural groups and their practices remaining 

distinct and autonomous (as in the salad bowl 

metaphor) has gradually been supplanted by a 

concentration of what happens in the interaction of 

distinct cultural groups or practices (as in the 

lasagna or stew metaphors (cf Raab/Butler). (p.11) 

Like Bhabha, Greiffenstern and Raab criticise multiculturalism for its 

failure to focus on the interaction between different cultures and on the 

subsequent hybridisation. Whether such hybridisation consist as Bhabha has 

argued, in a “Third Moment” or in a simple combination of two cultures 

remains to be analysed. 

 As discussed by Greiffenstern and Raab, Cornel West (who 

elaborated on Homi K. Bhabha’s concept of cultural difference) talks about 

four options available to subcultures as strategies of representation. First, is 

group isolation, the second consists of an arrogant group isolation, the third 

is a comprehensive rejection of both the mainstream and group isolation; the 

last demands critical reflection and reconsideration of ideas like “self” and 

“other”: “while difference is maintained, at the same time, there is an 

openness to alteration and recognition of the dynamic nature of cultural 

affiliations (an approach that leads to interculturalism)”(Greiffenstern and 

Raab 2013, p.11). While the first two possibilities put forward by the West 

have already been explored (group isolation by the Black Power Movement 

of the 1970s, for example, and an attempt to assimilation to U.S mainstream 

society remains a prerogative, even if difficult of white minorities, such as 

Irish-Americans,the last option is gaining ground today and comes very close 

to an intercultural model. 
 

An Intercultural Philosophy 
Multiculturalism nust be absorbed than interculturalism if people are to 

preserve their cultures and not be influenced by different ones. Raúl Fornet-

Betancourt (2014) contends that an intercultural philosophy which can 

facilitate intercultural dialogue consists of: 

 criticism of narrow Eurocentric determination of the “culture  

of reason” and based on this 

 the restructuring of the culture of reason in the light of a  

dialogue of diversity, from which follows 
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 the transformation of the culture of reason in an open space of 

relations wherein the “polylog” of multilingual diversity is carried 

out and consequently will create the condition for the possibility that 

 the culture of reason would become appreciative of diversity 

and become a facilitator for equilibrium (or harmony) in diversity 

(p.51). 

 In his emphasis that intercultural dialogue should challenge a 

narrow Eurocentric perspective and the culture of reason, Fornet-

Betancourt’s perspective goes hand in hand with a postcolonial point of view. 

 According to Wolfgang Kaltenbacher, it is necessary to let speak 

the many different voices of philosophy in their respective cultural context 

and to generate a shared and valuable discussion granting equal rights to all. 

Kaltenbacher (2014) argues that “Western philosophy has been criticised for 

its “self-perception,” which refers to the idea that philosophy is exclusively 

a European achievement; an idea that cannot be sustained” (p. 40). Moreover, 

Europeans have always been interested in other cultures, not always driven 

by imperialistic concerns. To recognise the numerous diverse philosophical 

traditions across the world, the scope of an Intercultural Philosophy is to help 

one find a way beyond one’s own tradition and ascertain the cultural 

differences and transcultural similarities.  

 An epistemology of intercultural philosophy begins from the 

complex process of a true widening of the horizon, “in which new categories 

are adopted and ones own position changes continuously” (Kaltenbacher, 

2014, p.44). The desire to create a counterbalance to unilateral universalist 

philosophies has brought people to the development of another way of 

unilateral philosophical thinking: the philosophy of difference. However, 

according to Claudia Bickmann we should eliminate the excesses of such 

philosophy and retain the common elements within particular cultural 

manifestations. 

 Intercultural philosophy developed in the last decades of the 

twentieth century, is part of a shift from the British cultural studies to 

postmodern and poststructural criticism, the development of postcolonial 

studies in Germany, as well as other “cultural turns” in the American 

humanities (Kaltenbacher, 2014, p.44). In Germany, there has been a shift 

towards culture and interdisciplinary research, away from 

Geisteswissenschaften to Kulturwissenschaften. A new discipline called 

Kulturwissenschaft has been created. This discipline is based in part on 

German traditions and in part on developments that occurred internationally 

such as Cultural Studies, New Historicism, Cultural Poetics, Visual Studies, 

Postcolonial Studies, Cultural Analysis, and so on. Philosophy has been 

influenced by this trend. Kulturwissenschaft, which otherwise known as 

Fremdkulturwissenschaft, has the characteristics of comparative 
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anthropology. Philosophy has been part of this cultural trend and has been 

dragged together with anthropology into the vortex of postmodernism” 

(Kaltenbacher, 2014, p.46). 

 Kaltenbacher (2014) maintains that “intercultural philosophy has 

overcome the culturalist excesses” (p.46). The postmodern critique of 

Western narratives remains important in de-constructing hegemonic 

discourses. However, it has become obvious that it is insufficient to focus on 

a mere de-construction and a more equilibrated position has to be adopted. 

Intercultural philosophy needs to avoid “abstract universalism as well as 

relativistic particularism” (Kaltenbacher, 2014, p.46).While advancing from 

the idea of postmodern realities to a conception of global modernity we 

should retain knowledge about the dialectical nature of modernity. 

“Modernity is, in fact, able to reflect on itself, and it has the capacity to 

understand the contradictions of our contemporary world” (Kaltenbacher, 

2014, p.47). However, postmodernism has been fundamental to modernity. 

Modernity had “to be deconstructed in order to be able to reconstruct itself, 

and new contradictions will lead to new de-constructions and 

reconstructions. This is the sense of its dialectical structure” (Kaltenbacher, 

2014, p.47). 

 In Taking Diversity Seriously, Monceri (2014) states that “the first 

step in the direction of intercultural thinking should be the recognition of the 

fragmentary character of every mental construct” (p.89). What this means is 

that knowledge is but the outcome of a particular visual angle of a 

perspective. Furthermore, in Interculturality: Some Philosophical Musings, 

Edwin George (2014) gives a series of specifications with regards to 

intercultural philosophy. First, he emphasises that “intercultural philosophy 

is inclusive of all its traditions” (p.55). Secondly, in his perspective, “no 

philosophy of any culture or country can legitimately maintain an absolute 

claim to possessing the whole truth” (George, 2014, p.55). Intercultural 

philosophy deconstructs the “absolutistic, monolithic, and exclusive claims 

of the use of these terms” (George, 2014, p.55). Philosophy is not the 

exclusive possession of a single culture. Intercultural philosophy stands for 

emancipation from all types of centrisms. “It allows one to view ones 

philosophical tradition from the point of view of another, with a critical and 

sympathetic purview” (George, 2014, p.55). Intercultural philosophy also 

permits a change in perspective and every philosophy has a cultural base. 
 

Intercultural Philosophy in the African context 
In Intercultural Philosophy and the Question of African Identity: An 

‘Afroconstructivist Perspective, Agbakoba (2014) states that “intercultural 

philosophy emerged in Europe as a method to fight Eurocentrism while 

avoiding the shortcomings of relativism. It is characterised by openness and 

respect for other cultures and also by “a willingness to explore other cultures 
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in the search for knowledge” (p.90). He contends further that “in Africa this 

notion is still a novelty but the African in a sense, has long been engaged in 

intercultural discourse and philosophy” (Agbakoba, 2014, p.90). Majority of 

Africans live in between the world of their native language and culture, and 

the world of the culture and language of the colonial powers. Intellectual 

activity however is consciously geared towards debunking Eurocentrism” 

(Agbakoba, 2014, p.96). It is within this context that many disciplines 

devoted to African Studies were founded. His analysis continues in the 

direction of stressing the responsibility of Africans in the transatlantic slave 

trade and in asking for public recognition of such responsibility by African 

Heads of States in an attempt to reconcile Africans with African-Americans. 

 Dorothy Jacob focuses on the importance of interculturality in the 

decolonisation process. Jacob argues that during colonisation there was 

contact between two cultures, that of the coloniser and that of the colonised, 

but not on the basis of equality. The colonisers sought to replace the culture 

of the colonised with their own. She argues that “[t]he contact between 

Western imperialism and Africa was such that the imperialists considered 

their ways to be the best and only way–and so, the ideal–which must replace 

the mode of life of the natives” (Jacob, 2014, p.111). Such policy is antithetic 

to intercultural philosophy. However, interculturality can be found 

throughout the decolonisation process. For example, Africans who fought 

along Europeans during the Second World War became acquainted with the 

environment of the colonial overlord and realised that Africans had nothing 

to be ashamed of” (Jacob, 2014, p.113). This situation allowed Africans to 

understand that colonialism was unjust and they formed a common front 

against colonialism. In a similar fashion, African intellectuals who travelled 

abroad to be educated, returned home and applied the ideas they gathered 

from the host cultures. To fight colonialism, they used the weapons that the 

coloniser utilised to exploit and subjugate Africans. This is how anti-colonial 

philosophies in Africa, including negritude were created. 

 Existential and social analyses by Africans utilised “the conceptual 

schemes and ideas of continental philosophies for reflecting on the African 

condition at that time, which included the colonial situation and the 

challenges of the newly independent states” (Jacob, p.2014, p.113). This is 

the case of “Senghor’s African Socialism, Nkrumah’s Consciencism and 

Azikiwe’s Neo-welfarism” (Jacob, 2014, p.113). In the case of (Léopold) 

Sédar Senghor, for example, he did not consider Western or Eastern or 

African civilisation as universal civilisation” (Jacob 2014, p.114). He 

claimed that “negritude accommodates the complementary values of Europe 

and the white man and of all other races and continents” (Jacob 2014, p.114). 

For Senghor, the objective of this revised negritude was “to fertilise and put 

more life into its own values, which can embrace all humanity” (Jacob, 2014, 

p.114). Such perspective reflects interculturality because “it affirms the 
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uniqueness of persons and the rights of such to be different from others as 

well as the right of a people to its own culture” (Jacob 2014, p.114). 

Furthermore, it creates room for cultural intermingling, and advocates an 

openness of mind that welcomes the good in other cultures for mutual 

enrichment and complementarity. 

 While it is difficult to assess the extent to which going to Europe 

helped African leaders reflect on their situation in colonised countries and 

aided the development of African anti-colonial ideologies-as opposed to the 

political leverage and support that African leaders gained by studying in 

Europe, we agree with the above-mentioned scholars that the encounter 

between different cultural perspectives generate innovative thinking. For 

example, the Black Consciousness ideology articulated by the Black 

Consciousness Movement in South Africa in the 1970s, which was created 

by Steve Biko, was influenced by a reading of the literary production on the 

analysis of the status of Black people in the United States made by “affiliates 

of the Black Power Movement (such as Eldridge Cleaver, Stokely 

Carmichael and Charles Hamilton)” (Gerhart 1979, p.275). While the 

comparison between black Americans and black people in South Africa 

required cross-cultural thinking, it also promoted the development of an 

intercultural ideology among oppressed people in South Africa. 
 

A Critique of Interculturalism 
Martin Barett emphasises that interculturalism has been criticised for 

several reasons. One of these criticisms is that interculturalism 

underestimates the structural problems that are faced by minorities and 

migrants and that until these problems are tackled intercultural dialogue will 

not be useful. Yet, as Barrett emphasises, interculturalism is not supposed to 

work on its own but it needs to be accompanied by adequate measures to 

tackle inequalities and structural disadvantages to achieve its goal.  

A second criticism is that interculturalism rests on a view that 

cultures are separate and clearly identifiable groups of people that can be 

connected through dialogue. However, according to this criticism, cultures 

are in fact heterogeneous and have unclear boundaries and all individuals 

hold multiple cultural affiliations and identities and therefore, it is impossible 

to identify the cultures among which the intergroup dialogue should occur. 

In response to this criticism, Barret argues that “it does not apply to the more 

sophisticated affiliations” (Barrett, 2013, p.30). For example, the White 

Paper on Intercultural Dialogue by the Council of Europe (2008) is based on 

the point of view that “individuals are not homogenous social actors, that 

cultural identities are complex, multiple, contextually sensitive and liable to 

change, and that intercultural dialogue is a process through which individuals 

can manage and enrich their own multiple cultural affiliations” (Barrett 2013, 

p. 300). Another criticism is that interculturalism is inevitably affected by 
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power relations. In response to this criticism, in Multiculturalism and 

Interculturalism (2013) it is argued that there is a crucial need to “develop 

culturally sensitive policies that prevent the domination of cultural minorities 

by the cultural majority” (Barrett, 2013, p.31). A fourth challenge to 

interculturalism is that individuals may profess open-mindedness and respect 

for cultural differences only in relation to some cultures and not others. 

However, this challenge can be addressed by openly acknowledging these 

difficulties and responding to them using suitable communication and 

mediation techniques. 
 

Conclusion 
This chapter has tried to argue for the worth of an intercultural model. 

Starting from theanalysis of the meaning of culture, it has demonstrated that 

T.S Eliotanticipated the debate on multiculturalism and interculturalism. 

Having examined the limits of multiculturalism through an examination of 

the perspectives on this topic by leading contemporary critical thinkers such 

as Homi K. Bhabha, and Slavoj Zižek, this chapter aimed at showing the 

importance of an intercultural position for modern societies.   

By analysing the position of several African scholars on 

interculturalism, my analysis suggests that an intercultural perspective was 

important in anti-colonial struggles in Africa, even though, it should not be 

overemphasised since African struggles were distinctly rooted in African 

cultures. A confrontation with Europe, however, enabled African leaders to 

gain clarity about their colonial situation. Also, going to Europe allowed 

them to gain political leverage for their anti-colonial struggle. Similarly, it 

aided the fight against apartheid in South-Africa by fostering unity among 

oppressed people in South Africa. The essence of an intercultural perspective 

therefore lies in gaining a broader perspective that goes beyond the limit of 

one’s culture. 
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Some Notes on Ge’ez Literature: 

Medieval Hagiographies in 

Ethiopian Literature 
 

Dawit Girma 

 

Introduction 

Ethiopia is a country of ancient civilisation and thousands of years of literary 

history with its own alphabet, numerals, calendar and writings. Stone 

inscriptions, book of the Old Testament, the earliest New Testament, 

hagiographies, royal chronicles and various religious manuscripts are found 

written in Ethiopic language. The country is one of the classical countries-

those that have their own alphabet and writing system. Using this indigenous 

alphabet, Ethiopians have developed their own writing tradition and 

produced many works of literature, which dates back to hundreds of years. 

Accordingly, Ethiopia is a country with plenty of classical magnificently 

enlightened manuscripts and literature, art, architecture, and music. Molvaer 

(1996) said thatThe country “has a centuries-long tradition of written 

literature. Inscriptions in stonesdate back to pre-Christian times,when the 

documentation of Christian beliefs began” (p. 5). The church of Ethiopia 

with its various monasteries is the storehouse of a huge anthology of 

important old manuscripts, various ancient documents and knowledge. 

Before the arrival and flourishing of Christianity, Ethiopians had a 

habit of writing on stones and other hard materials. After the introduction of 

Christianity, attention was turned on writing on soft materials especially for 

religious purpose. “In the 3rd and 4th century a variety of hand writing 

materials like stone, metal, clay and wood were used. Introduction of soft 

writing material was related to the coming of the nine saints to Ethiopia in 

the 6th century” (Sergew, 1981).When thewriting on soft materials like 

vellum was introduced, most writings of that period were translations, from 

Greek, Syria, Arab, and like. At this time the prominent literary figures in 

translating texts into Ge’ez were the Nine Saints, a group of learned monks 

who came from Christian countries outside Ethiopia, Abba SalamaI and 

Abba Salama II. These people have laid the cornerstone for Ethiopian 

Christian manuscripts by translating and editing religious Scriptures 

(Gorgorios, 1974 E.C), (Harden, 1926), and (Adamu and Belaynesh, 1970, 

p.23). Therefore, “a vast body of literary works is Ge’ez grew up from 5th 

century A.D onwards” (Adamu and Belaynesh, 1970, p. 6). After some 

centuries of growth, there was a decline, and few new books were produced 

until the middle ages. Renewed literary activity from the 14th century 

occurred after Ge’ez was no longer in used as a spoken language. 

17 
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Christian literature reached its climax in the medieval historical 

period of Ethiopia. The period was important for the significant output of 

Ge’ez literature. The Medieval period was termed as ‘Golden Age of 

Ethiopian literature’. The period was “the period of the highest development 

of Ge’ez literature was between the 14th and 19th century”(Bender, 1976, 

p.9). For Adamu and Belaynesh (1970), on the other hand, it was “a period 

of cultural renaissance followed with the restoration of the Solomonic 

dynasty in 1270, and the 14th century was the beginning of what has been 

termed the ‘Golden Age’ of Ethiopian Literature” (p.89).Prolific writers such 

as “King Zara Yaqob and Abba Giorgis of Gasecca were major literary 

figures of the period and were the products of monastic schools of the 15th 

century. The literary and artistic achievement of medieval Ethiopia was 

indeed outstanding” (Taddese, 1970. p.8). 

Ethiopian men of letters, in almost all cases, also were men of the 

Church, and the vast collections of manuscripts are still preserved in the 

Ethiopian monasteries and churches(Bender, 1976, p. 45).From classical 

times till the late 19th century, most of Ethiopian literatures were composed 

of Christian literature. These literatures which belonged to the Ethiopian 

church are Gädlat (hagiographies), Tä’ammərat (miracle books), Dərsanat 

(homilies), Mälkə’ (a type of poetry), Qine (an Ethiopian form oral poetic 

performance) and others, that are mostly produced to honour and respect the 

saints of the church. The authors of such books were scholars of the 

Ethiopian church. Likewise, Zena Mewael (chronicle) of royal kings was 

another dimension of the earliest writing tradition. When we take the Gädl, 

Dərsan, and Tä’ammər spiritual books of the Ethiopian church, we would 

notice that they are written in the form of a fiction whose aim is to enhance 

believer’s devotion to Christianity. 

 

Ge’ez Literature 
Ethiopian written literature up to the middle of the 19th century was 

predominantly Ge’ez Christian literature. Based on the question of 

originality this literature can be classified into three categories. The first are 

translations from other languages, Second, neither translation nor original 

i.e. adaptations, and third, entirely indigenous. In the 3rd and 4th century a 

variety of hand writing materials like stone, metal, clay and wood were used” 

(Sergew 1981, p. 4). According to Bender (1976), Ge’ez has a number of 

ancient inscriptions written on stone by Aksum kings in the 4th century A.D, 

and manuscripts that are part of ancient and medieval literature. Introduction 

of soft writing material were related to the coming of the nine saints to 

Ethiopia in the second half of the 6th century. It is believed that in order to 

translate the holy Bible into Ethiopic, the saints required a reliable and 

abundant writing material, and they started manufacturing of 

parchment/vellum (Sergew 1981). During this time, manuscripts that were 
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written, were “the oldest Ethiopian manuscripts ever found are the Gospels 

I, II and III (Gospel of Gärima) from Enda Abba Gärima monastery” (Uhlig 

and Bausi, 2007, p.43). 

The language of the literary works, “till it was replaced by Amharic 

during the second half of the 19th century being the main medium for writing 

and documentation, was classical Ge’ez. This was a vast body of literary 

works have been accumulated in it starting from the 4th/5th century. A.D 

onwards” (Appleyard, 1998, p. 45). Ge’ez is still the language of the liturgy, 

long after it ceased to be a vernacular language. It was only during the second 

half of the 19th century that was replaced as the main medium for writing and 

documentation outside the church (Appleyard 1998). For Getachew (2005), 

When in the first half of the fourth century Christianity reached13 the country, 

the latter was ready to receive its teaching in writing which marked the 

beginning and subsequent fortunes of Ge’ez literature. As to him again this 

situation is one of the most peculiar features of Ethiopian civilisation. 

Translation of the Holy Scriptures is one of the major literary 

achievements of Ge’ez literature. For Adamu and Belaynesh(1970), this 

great undertaking, in the earliest period of Geez literature, was the work of a 

group of learned Syrian monks known as the Nine Saints who came to 

Ethiopia in the 5th century. The reign of the Emperor Zara Yaqob (1434-

1468) was notable for the development of literary activity. Kings Zara Yaqob 

and Na’od were particularly noted for their considerable scholarship, and 

they were the authors of a number of important original compositions in the 

Ethiopic language. Many translations from Arabic, and numerous original 

Ge’ez works dated from that period (Tamerat, 1970, p.76).  

In Geez language, many classical works were recorded even writings 

that are lost from the rest of the world, the  complete texts of book of Enoch, 

Jubilees, Ezra Sutu’el and ascension of Isaiah are found only in Ge’ez 

manuscripts of the Ethiopian Church (Gezahegn, 2000). Geez literature also 

attempts to incorporate secular writings: “In Ge’ez, quite a good number of 

indigenous original manuscripts have been written. These include many 

historical, theological, philosophical and political works. In addition to this, 

some other non-Christian works were written, the writings of Zara Ya’eqob 

are examples”(Harden 1926:19). Most Ge’ez literature is religious but some 

texts also cover a range of secular subjects among which are astrology, 

philosophy, medicine, history, law, mathematics, and royal chronicles of 

some emperors (Bender, 1976, p.65).  

 

  

                                                           
13 Christianity arrived in Ethiopia not in the 4th c but in the 1st c (34 A.D). In the 4th c, in the 
reign of Ezana, it became state religion. 
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A Periodisation of Ge’ez Literature 

Taddesse (1972), divides Geez literature into two main periods: the first, 

called the ‘Aksumite period’, from the end of the 5th century to the end of the 

7th century and the second, from the Solomonic Dynasty, from the end of the 

13th century until the 18th century which incorporates two sections, from King 

Amda Seyon until the beginning of 15th c, and from Zara Yacob (1434-68) 

to the 19th century. Also, Getatchew (2005), classifies this literature 

according to the periods associated with the ruling dynasties. It is presented 

depending on chronological sequence viz: 

The Aksumite Age (Greek period): It extended from 330-900, and was 

around the time of the introduction of Christianity. From the literary point of 

view, this phase can be characterised as the Greek one, because it was the 

time when most of the Christian East, including the Coptic Church, used 

Greek as its main written language. In the time, literatures of the Copt church 

were translated in to Geez. This included, as him, Wuddase Maryam, the 

Fisalogos, Qerellos, the ascension of Isaiah, and the books of Enoch and 

Jubilees.and others. The literary is believed to have been firmly founded as 

Ethiopian by saint Yared and priest who flourished during the reign of Gäbrä 

Mäsqäl.  Some Christian Arabic lit from Alexandria seems to have reached 

Ethiopia during the Zagwe dynasty (ca 900-1270) the Kebrä Nägäst is an 

example. 

The Arabic Period: Most of the literature, both translation and original 

works, was produced during this period, under the so-called Solomonic 

Dynasty, with its two houses, the house of Amhara (1270-1560) Followed 

by the house of Gondär (1560-1770). Many Arabic Christian literatures of 

the Copts were translated into Ethiopic. They also began to compose original 

works in the same language. The period was from 1270 to 1770. Harden 

(1926), studied Ge’ez literature classifying intofive periods. These are: 

The First (Aksumite) period: This period begins soon after the introduction 

of Christianity. It lasted for three centuries and comprises important 

personalities such as the Nine Saints, Yared and King Kaleb.  

Age of Arabic translation: When the Islamic-Christian conflict calmed 

down and Egypt surrendered to the Arabs, a new hagiographic tradition was 

creeped up. From that time on nearly all the Ethiopic translations were made 

from the Arabic binding. 

A period of contention (Amda Tsion): The third stage is the period of 

persecution, which signifies the time of contention between church and state. 

The mainspring of the contention was King Amda Tsion’s marriage to his 

step-sister and the church’s strong protest against this ‘adultery’. To this 

period belong the leading protester, Basalota Michael and other saints, such 

as Filipos of Dabra Libanos and Ewestatewos. 

The Golden Age: Fourthly comes the ‘Golden age of Ethiopian literature’. 

It is known for its king committed unforgettable literary works. 



 

187 
 

The period of Franka: The period of Franka /Portuguese/, the last period, 

is known for its saints such as Walata Petros, who founded an order of the 

nuns in the history of the church. 
 

On the other hand, Demeke (1990) claims that indigenous and foreign 

scholars, who wrote about Ethiopian history and language, classify the 

language and literary period of the country into four: 

1. Aksumite or Ezanian age (to the 8th c) 

2. The dark age (9th - 13th c) 

3. The age of Amda Seyon and Zara Yaqob (13th – 16th c) 

4. The last age (16th – the end of Geez) (p. 241). 

 

Ge’ez Literature in Medieval Ethiopia 

Broadly, Ethiopian Medieval Period extends from late 13th to early 19th 

century. In this period of time, Ethiopic literature was promoted highly. It 

was a period when Ge’ez literature reached its climax ever in the history of 

Ethiopian literature. The following excerpt concerning Ethiopian Medieval 

literature is taken from Getatchew Haile’s article, ‘Ge’ez Literature’ 

published in ‘Encyclopedia Aethiopica’ (2005). 

The clergy were ready to import the Arabic Christian 

literature of the Copts and to translate it into Ethiopia. 

They also began to compose original works in the same 

language. The chronicle of Atse Amda Seyon I must 

have been written in this period. The years 1340-1500 

mark the evident interest of local (Ethiopian) scholars 

in writing on topics that the imported literature did not 

deal with satisfactorily. He described the years from 

1500 to 1632 as the period of national crisis. Despite 

Gragn’s devastating war and the destructive migration 

of the Oromo in progress then, the doctors of the church 

were active in translating works from the Christian 

Arabic of the Coptic Church. The period between 1632 

and 1770 was marked with the continuation of the 

tradition of chronicling the emperors’ deeds and by an 

increase in the number of Mälke’ texts.During the last 

period of Geez literature, the Gondar allergy developed 

a new collection of hymns for the saints, the Ziq. The 

Ziq has its own musical notation. Although the service 

with Qene hymns had become tradition centuries 

earlier, it certainly reached its peak during the last 

period of Ge’ez literature (p.34). 

Hagiographies were highly pronounced in medieval Ethiopia, 

especially after the 13th century. Hagiographies which are writings that 
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narrate and celebrate the lives of men and women saints encompass one of 

the major literary genres in Ethiopic literature of the Middle Ages. Hundreds 

of hagiographical texts both local and translated ones survive from this long 

period, a vast body of potential source material for the history and culture of 

the Medieval Ethiopian Orthodox church in particular and the country’s as a 

whole. The period’s literature is chiefly “rich in hagiographies”, and 

hagiographical traditions and royal chronicles were flourished in this 

Medieval Ages” (Adamu and Belaynesh, 1970, p.78). 

 

The Golden Age 

The period when the great author and king Zara Yaqob, the renown writer 

Abba Giorgis of Gasecca and many others lived is termed the ‘golden age’ 

of Ethiopian literature. Accounts of the Acts (gädl) of Ethiopian Saints 

alsocommenced to flourish from the 14th century, and continued until the 

15thand 16thcentury.The period is also distinguished by a large body of 

hagiographical writings and a long tradition of secularhistory writing in the 

form of numerous royal chronicles, which are together such avaluable source 

of mediaeval history. 

Ullendorf (1973) describes the 14th century as an epoch of literary 

renaissance because religious literature began to revive with the revival of 

what is known as the Solomonic line. Harden (1926) refers to the 15th century 

as “the Golden Age of Ge’ez literature” (p. 50). This culminated into the the 

development of Ge’ez literary activity. However, their statements were not 

substantiated with literary analysis of the texts. The 13th century Ethiopian 

saint Takla Haymanot’s gadl was written in this same period. The writing of 

the gadl was initiated by monks of Dabra Libanos who contributed a lot for 

the development of Ethiopian Literature Generally. The era of Zara Ya’eqob 

is, more than ever, is an age in which Ethiopian Literature was flourished 

and highly expanded. Literature was flourished and highly expanded in this 

specific period of the medieval Ethiopia. 

 

Prominent Figures and Works 

In this given period, great writers like Abba Giyorgis of Gasecca and Atse 

Zara Yaqob (1434-1468) appeared high-flying, with their immense literary 

works. Other writers and translators were also there.Abba Bahrey, Enbaqom, 

Arka Sellus, Abuna Salama ‘the translator’, and some other were 

distinguished literary scholar in the medieval time Ethiopian literature. For 

Getachew (2005), in the years 1340-1500, three authors are worth 

remembering. 

The first of the three authors was “Retua Haymanot an anonymous 

scholar who is believed to have flourished in the late 14th century (ca 1375)” 

(p.48). A collection of feasts is ascribed to him and bears his name. The 

second author is Abba Giyorgis of Gasəcca (d. 1476), to whom a number of 
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important works are ascribed. The third author of this period was Atse Zara 

Ya’eqob (r. 1438-68), who was not only the Head of State, but also was the 

de facto Head of the Church and its Principal theologian. Works coming from 

his time  suggest that  he had a scriptorium in his  palace where  books  were 

composed, translated, and  copied in large numbers and distributed to the 

important  monasteries. Zara Ya’eqob notably had the collection of the 

miracles of the Virgin Mary, Ta’ammara Maryam, expanded by adding 

others composed locally. Tamerat (1970) states the following inspirational 

explanation about the above ‘liqawents’ (Scholars, writers) and scholarly kings. 

Zar’a Ya’eqob and Na’od were particularly noted 

for their considerable scholarship, and they were the 

authors of a number of important original 

compositions in the Ethiopic language. Prolific 

writers such as King Zar’a Ya’eqob and Abba 

Giorgis of Gascha were products of the great 

monastic schools of the fifteenth century. The 

literary and artistic achievements of mediaeval 

Ethiopia were indeed outstanding. Many 

translations from Arabic, and numerous original 

Ge’ez works date from that period (p.90). 

Adamu and Belaynesh (1970), lends credence to the notion that the 

reign of the Emperor Zar’a Ya’eqob (1434-1468) was notable for the 

development of literary activities. The king himself was a zealous reformer 

and wrote several important works. The church had then Abuna Salama ‘the 

translator’ (1348-88) who translated several books like the Gebra Həmamat, 

testaments of Abraham, Isaac and Jacob, ascribed to Athanasius, several 

lives of Saints (Gadl),a homily by Jacob of Serug and anotherby Cyril of 

Jerusalem, Fileksyos, Laha Maryam and Mashafa Genzat. 

During the period 1500 to 1632, which was an age of crisis, while the 

Christian Empire was invaded by Gragn, three scholars,Enbaqom, Arka 

Sellus and Bahreylaidtheir landmarks in the field of Ge’ez literature. A 

number of books were indigenously written and translated during this period, 

by the above named scholars. In addition to the books he helped to translate 

into Ge’ez, such as the other two monastic books are the Mar Yishaq, and 

the Arägawi Mänfasawi. Enbaqom wrote a book entitled Anqasä Amin. The 

Mäwasat and the Me’eraf hymns are contributions of this Arka Sellus 

flourished during this period. This veracious poet is remembered in the 

church as the author of the five-line hymns to the saints found in the 

Sankassar. His work, titled by his abbreviated name, ‘Arke’, has become a 

model of hymn composition. 



 

190 
 

Another important author was Abba Bahrey. His works show that he 

was an erudite literati, with a vast knowledge of the literature and a writer of 

great talent.Mäzmurä Krestos, the Mälke’a Gabriel and the Saälamä 

Qeddusan, are the works of this monk. Abba Bahrey is well known and 

highly acclaimed among modern scholars as the author of the Chronicle 

Zenahu lä Galla. The book is about the social structure of the Oromo and the 

manner of their migration. The allusions to many sources found in the 

chronicles of Gälawdewos (r.1540-59), Minas (r 1559-63) and Särsä Dengel 

(r.1563-971, perhaps made in part by Bahrey, and of Susanyos (r. 1607-32), 

made by Takla Səllase and  Məhərka Dəngəl, reveal the high  level of  the 

literary  life of the country at that time. 

Haymanotä Abäw, the Talmid and the Mäshafä Hawi were all 

translated during this period, to which the translator from Arabic of the 

Mäsehafä Fälasfa Täbiban most probably also belongs. Enbaqom and a 

certain Salik of Dabra Libanos must have had a hand in the translation of 

these works. Zara Yaqob (the philosopher) contributedHatata Zara Yaqob 

which is accepted by modern scholars with skepticism, and is, thus, by any 

criteria part of Ge’ez literature. A series of important literary works were 

inspired at this period like Confessions of the Emperor Claudius (1540-59), 

Sawana Nafs, Fekkare Malakot, and Haymanote Abaw. Fetha Negest is 

among the prominent literary products of the time (Belaynesh, 1970, p.56). 

 

Locating Hagiography (Gädl, ገድል) 

Hagiographies are works that celebrate the lives and feats of saints. The 

Ge’ez counterpart for such writings is ‘Gädl’ which, according to its root 

meaning, has the signification of ‘conflict or struggle’. Ferec (1985) notes 

that hagiography is derived from the Latin word, “acta’ which is synonymous 

both with the Ge’ez ‘Gädl’ and the Greek ‘Hagios” (p. 9). Hagios’ in Greek 

means ‘holy’ while ‘graphein’ means ‘to write’. When they are put together 

they mean book which deals with “saints, their lives and the honour shown 

to them.” Aleqa Kidanewold Kifle (1953) in his astonishing dictionary 

Mätsəhafä Säwasäw wegəss wemezgäbä Qalat Hadis defines the term Gädl 

as: “struggle, challenge, contending, fighting, victory, confrontation or 

combat till the final award, facing multitude trouble… on the other hand, it 

is a book that speaks out about spiritual news, tell, history, saintly fight and 

their rewards from God14”. Kaplan (2005), a renowned scholar for his series 

of studies that revolved around hagiographies, defines Gädl as:  

contending, [spiritual]  struggle as it correspond  

to  Greek  but  comprises also the  meaning of 

(Bios) ‘Vita; biography [of a holy person] Gädl is 

                                                           
14ትግል፣ፈተና፣ውጊያ፣ሰልፍ፣ድል፣አክሊልእስኪገኝድረስየሚደክሙትድካም፣የሚሠሩትሥራ፣የሚቀበሉትመከራ… 
መንፈሳዊዜና፣ወግ፣ታሪክ፣የቅዱሳንንመከራናፀጋተጋድሏቸውንየሚናገርመጽሐፍ 
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the most power   genre of Ethiopian  hagiography, 

which is, in turn, one of the most important 

constituents of Ga’az literature. Gädl is the most 

popular genre of Ethiopians. Ge’ez hagiography, 

which has different categories in turn, is one of 

the most important constituents of geez literature 

(p. 2). 

Therefore, hagiography or Gädl is contending, challenge, fights and 

struggle of saints through their life on earth. Thus, hagiography is writing 

that speaks about the deeds of saints and martyrs. The equivalent Ge’ez word 

for hagiography is ገድል-gädl derived from the verb ተጋደለ- Tägadälä, which 

means to contend.Hagiographies that provide historical, social, political, and 

other information as well as inspirational stories and legends, and which are 

the concerned areas of this study, were the notable literary products of 

medieval time. Hagiographies, among the various genres of Ge’ez literature, 

are one of the most prominent works, in the history of Ethiopian literature. 

Taddese (1970) states that the large collection of hagiographical traditions 

were those about medieval Ethiopian saints who actually lived between the 

thirteenth and sixteenth centuries. These three centuries saw the revival… 

and led to an intensive literary development. Hence, most of the indigenous 

hagiographies were written in the medieval period by indigenous 

hagiographers. Taddesse (1970) continues that “hagiographies consisted of 

the acts of the martyrs (Gädlä sämäetat), acts of the saints (Gädlä sadqan) 

and the deeds of the Holy Angels (Dərsanä Mälaəkt); all of these constituted 

similar compositions of hagiographical tradition” (p. 87). 

Specialists in Ethiopian literature and history have long realised the 

potential value of Gädlat (hagiographies) as source for the study of Ethiopian 

history. Their value, as a contribution to the reconstruction of the political 

and the ecclesiastical history of Ethiopia is inversely proportional to the 

distance in time of the saint whom they intend to celebrate (Ibid). 

Hagiographies can provide information about the social, economic, 

historical, religious, anthropological and other conditions of the society. For 

Zeleke (1975), “it is widely recognised that the hagiographical tradition 

isconsidered an important source of the study of the history of the Ethiopic 

literature and for the history of the doctrine and institutions of the Ethiopian 

church” (p. 71). It contains a great deal of materials related to the social and 

political history of the country.  

The growth of Ethiopian Hagiographies must have started in the late 

14th and early 15th century. In subsequent centuries, most of the important 

Ethiopian hagiographic works were composed. This growth is closely linked 

to the development of Ethiopian monasticism on the one hand to the 

increased role and local veneration of Ethiopian holy men on the other hand. 

Zeleke (1975) points out that“Ethiopian hagiographies number beyond 200 
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in preliminary bibliographical list” (p. 40). However, Kaplan (2005) doubts 

the numbers given above that many more uncatalogued Gädlät exist. He adds 

that most of the Gädlat remain unpublished. Hence generalisations regarding 

these works must be made with caution. These works, including the 

translations, show the literary competence of Ethiopian writers, across the 

ages. “Despite the existence of a considerable body of scholarly literature, 

virtually all the studies have focused concerning many aspects of Ethiopian 

culture, political, ecclesiastical, and to a lesser extent, economic spheres” 

(Kaplan, 1997, p.2). 

 

The Scribes of Hagiographies  

The names of the authors of most Geez literatures remain unknown. A major 

problem in the study of the history of Geez literature is the identification of 

the authors of the works composed locally and of the translators of the 

imported ones. Ethiopian men of letters attach little importance to recording 

in titles and colophons, their names and the dates of their works. To Nosnitsin 

(2005), “Ethiopian hagiographers based their accounts on generally similar 

ideas about what elements the life of a holy man-male or female should 

include” (n.p). Thus, biographies of Ethiopian saints contain many similar 

elements. The Gädl of a saint was usually written by a monk from the saint’s 

own monastery. Gädl were usually composed many years and even decades 

or centuries after death of the saintly protagonists. There was no single 

standard form for a Gädl, yet every Gädl begins with an introduction and 

ends with the formaliSed conclusion. Some Gädlats are divided into 

chapters. 

In many cases the gädl is followed by miracles of the saint (tä’ammər) 

and mälkə’ in his honor. gädlat greatly differ in their language and style; they 

range from brief and simple works to extensive and elaborate compositions 

(Kaplan, 2005, p. 1). The hagiographers had the Bible as the primary source 

of literary material and ideas. Besides, they relied extensively upon other 

hagiography, apocryphal and monastic literature, liturgical texts and oral 

traditions. 

 

Conclusion 
The Ethiopian Church deserves an appraisal for its preservationof the 

physical and mental flow of its literature. The church has been the store house 

of literature and the centre of intellectuality for ages.The hagiographies are 

well composed and arranged in a range of literary features; and are rich in 

literariness. Hagiographic narratives have a sense controller story. When 

seen with regard to the various aspects of a plot, they are inspirational. They 

are constructed keeping the Gustav Freytag’s triangular model for plot 

structure. Characters, real persons in the real world, are portrayed in direct 

and indirect ways of characterisation. The good and evil personalities of 
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characters are depicted appropriately in the gädls. In respect to setting, the 

temporal and spatial situations of the events are described. The hagiographer 

offers the reader very detailed information about the social strata of the 

characters. With regard to narrative technique, most of the time the story is 

told from the third person point of view. The author's underlying meaning or 

intended lessons is conveyed in the narrative. 
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ጎርጎርዮስ፣(አባ)፡፡(1974)፡፡የኢትዮጵያኦርቶዶክስተዋህዶቤተክርስቲያንታሪክ፡፡አዲስአበባ፡- 

ትንሳኤዘጉባኤ፡፡ደመቀብርሃነ፡፡(1990)፡፡ከ13ኛውእስከ 
16ኛውመቶክፍለዘመንያሉትንየግዕዝጽሑፎችለመለየትሊያገለግሉየሚችሉመስፈርቶች፡፡pro
ceeding of the 1st national conference of Ethiopian studies, 1(1),78-89፡፡ 

ኪዳነወልድክፍሌ፡፡ (1953)፡፡መጽሐፈሰዋስውወግስወመዝገበቃላትሐዲስ፡፡አዲስአበባ:- 
ብርሃንናሰላምማተሚያ፡፡ 
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To Gag or not to Gag: A Psycho-

Analytical Study of Selected 

Nigerian Popular Music 

 
Elijah Tosin Oje and Ayodele Obatomi 

 

Introduction 

Imagine the world without music. Or imagine a 

world where we are told what to play, what to sing 

and even what we may listen to in the privacy of our 

homes. That world already exists. In more countries 

that you might imagine, musicians and composers 

are under threat. And that threat is growing. Krister 

Malm (Human Rights for Musicians 2008, p. 1) 

Music censorship is the restriction of the airing of musical materials on the 

media to the public for its consumption. It is the act of controlling people’s 

freedom to accessing certain musical works due to reasons described in the 

broadcasting code of conducts. Nigeria has long been the giant of Africa not 

only in mineral resources, landmarks, population, administration, military 

power but it is also, in the entertainment sector which has made her become 

an enviable figure in the continent. 

In spite of the development in the entertainment industry, this 

development is arguably believed not to be in direct proportion with her 

growth in the sense that musicians in Nigeria still struggle for survival. The 

major threats confronting the industry remain piracy and censorship. This 

study essentially focuses on censorship confronting Nigerian popular music 

and musicians, which sometimes have been politicised. Oje (2017) asserts 

that “music is indubitably as old as man, and as the years roll by, music 

develops with the society and became sophisticated in the same proportion 

with the people in the society” (p. 70). It is a known fact that all music 

emanates from certain culture which makes it culturally attuned and well 

defined. While one culture prefers one thing, other cultures cherish another. 

This accounts for different music expressions and tendencies for some 

people in a given society to decide that anything goes as long as they have 

the capacity to express their feelings, ideas and pains with the musical art. 

Malm (2008) submits that: 

Music exists in all known human societies. This shows 

that music is something that is part and parcel of human 

nature. Music has many forms and manifestations. It is 

an expression of the ideas, traditions and emotions of 

individuals and of peoples. It expresses hopes and 

aspirations, joys and sorrows, people’s core cultural 

18 
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identity (in Freemuse: Human Rights for Musicians 

2008, n.p). 

Considering the issue of human right located in the Nigerian 

constitution of 1999 on Freedom of Speech in Article 39, every person shall 

be entitled to freedom of expression, including freedom to hold opinions and 

receive and impart ideas and information without interference. The onus 

therefore falls on the society in deciphering to what extent one can exercise 

his or her freedom of expression or the yardstick in determining whether or 

not one has gone beyond the limit of freedom. Questions that revolve around 

the extent to which musicians can go to avoid censorship have always 

generated unending controversies. Cloonan (1996) listed the characteristics 

of popular music censorship in Africa. He identified five main areas in which 

particular characteristics can be seen. These are “censorship and resistance 

in colonial times, censorship in post-colonial times, the relative importance 

of overtly political censorship (including the role of praise songs), the role of 

broadcasting and particular differences in the western norms” (p. 4). 
The struggle of popular musicians against perceived unlawful 

censorship in Nigeria has long existed since the colonial era. This has 

generated a lot of controversies till date. There are reasons for banning some 

songs and musicians from expressing themselves freely via performing, 

recording, broadcasting and making a decent living from their profession. 

Some of these reasons are within the purview of politics, morality, religions, 

and pecuniary issue. This study focuses on politics, morality and religion. 

Popular Music, Musicians and the Government 

The confrontation between Nigerian musicians and the government has been 

ongoing from the colonial era. Artists in Nigeria are daily antagonised with 

diverse censorships ranging from the government, regulatory board, and the 

society. On the part of the government and regulatory boards, some songs 

are censored on political ground, if they are sensed to be critical of the 

government, or if they are songs that could stir up protest against the ruling 

power. According to Freemuse World Conference (2012) it was observed 

that: 

In recent years, hundreds of artists have been 

attacked, persecuted, imprisoned and even killed 

because they insist on expressing themselves 

through their art. Many have become symbols of 

resistance against dictatorial regimes, religious 

extremists, corporate greed, and oppressive 

cultural, gender and sexual norms (p. 1). 

The above has led to the outcry for help by numerous popular 

Nigerian musicians regarding freedom of artistic expression in the society. 

The originator of Afro beat, Fela Anikulapo made this known in one of his 

tracks Je’nwi Temi thus: 
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Call: Je’nwi temi o   Resp: je’nwi temi 
(Allow me to speak)   (allow me to speak) 

Call: Ole pa’nu mi de o  Resp: ole pa’nu mide 

(You can’t gag me)  (you can’t gag me). 

The above chorus is an excerpt from Fela Anikulapo Kuti’s Je’nwi 

Temi (Don’t gag me) released in the year 1973. The song was directed at the 

military government in power whom he perceived as adversaries of the 

masses. Fela made emphatical statements that he cannot be gagged from 

speaking against the prevalent socio-political vices in the land. He dared the 

threat of jail term. Deeyah (2008) makes us understand that: 

As a result of various forms of censorship, artists 

have faced extreme and even violent 

consequences. In many cases musicians have been 

made to pay with their life for exercising their 

individual right to the freedom of expression 

risking not only their own life and livelihood but 

also that of their loved ones (p. 5). 

Some of the affected notable Nigerian artistes in the military era 

include Hubert Ogunde and Fela Anikulapo Kuti among others. Ogunde, a 

household name in the Nigerian theatre, was acknowledged as a playwright, 

actor, theatre manager, and a musician who made adequate use of the 

performance art-drama, music, dance and multimedia. His works underwent 

different censorships especially his operatic works, Bread and Bullet (1950) 

and Yoruba Ronu (1964). The effect of censorship on him was so severe that 

he almost went bankrupt and he had no other option than to go on exile for 

survival and protection as a result of his active role in creating social 

awareness concerning different government policies. Asomba (2014) 

observes that: 
The potency of the theatre to mobilise and 

influence sensibility fears the despotic rulers, 

hence, they perceive theatre as a ‘whisper of 

emotions’ and never hesitate banning its activities 

when seen to be critical of their despotic ideologies 

while on the other hand lavishing financial and 

moral encouragement whenever its seen to be 

enhancing and advancing their philosophy and 

propaganda (p. 65). 

Fela was not spared by the military governments as most of his songs 

were purely political. They were a direct attack on the unruly military actions 

that affected the commoners. Katz (2012) notes that “Fela was one of the 
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important musical and political figures to emerge in post-independence 

Nigeria and known as a rebel legendary, a complex man whose perpetual 

criticism of Nigeria’s governmental and religious figures made him a 

constant target” (p. 3). Some of his songs that were banned are Zombie 

(1977), a satirical song that ridiculed soldiers’ philosophical credo, Obey the 

Last Command, even if the command is questionable. The aftermath of the 

song cost him the death of his mother and demolition of his house, Kalakuta 

Republic. He also released Coffin for Head of State and Unknown Soldier of 

which all were banned by the military government through the National 

Broadcasting Commission (NBC). This therefore makes it appear that the 

NBC is a tool against anti-government musicians who are pro-developmental 

because most of her conducts are influenced politically. 

After the military rule in Nigeria, government censorship of popular 

music did not cease because a lot of musicians received their share of sinister 

bans without concrete explanation of why the songs were banned. Eedris 

Abdul-kareem, a hip-hop musician sang Nigeria Jaga Jaga (2004) to 

describe the deplorable situation of the country and also expose how the 

government has not measured up to the expectations of the citizenry. The 

song was banned by the president Olusegun Obasanjo’s government. The 

president addressed the song and the musician on TV by saying the artiste 

that sang that jaga jaga song, na im papa and mama be jaga jaga. This 

literarily means it is the artiste’s parents that are ‘jaga jaga’ (not in good 

condition). The ban of the song made the musician to go on exile and take 

refuge in Ghana for a few years. Many years after banning the song, former 

president Obasanjo still address the song and the musician by saying how 

could a sane man dare to call his country jaga jaga? He travelled back to 

Nigeria after exile to release another hit track, Ijeta La Rira to narrate his 

unfair experience of how he was banned from staging and performing in any 

show in Nigeria. 

Falz, a Nigerian rap artiste has also been weighed down with ban of 

his song This is Nigeria (2017) on a moral ground, claiming that the song has 

indecent and vulgar lyrics. However, the song speaks volume to realities on 

ground, addressing different problems facing the nation which include poor 

policing, imposition of money laundering on animals, kidnap cases, 

glorification of cybercrime, Nigerians becoming gambling addicts and lots 

more. The artiste sees nothing wrong with the music as he claims that there 

is absolutely nothing vulgar or indecent about the lyrics of the song, but the 

music was banned because of indiction of the government with the song. 

Recently, the Artiste Right Organisation launched an online outcry 

for support from other artistes, cultural activists and the international human 

rights community to condemn the unlawful sentencing of the Kano based 

musician, Mohammed Yusuf also known as AGY on the 19th of June 2019, 

and to demand his unconditional release. AGY was sentenced for defaming 
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Kano state governor, Abdullahi Ganduje in one of his songs and was also 

charged for releasing a song and music video without the permission of the 

Kano State Censorship Board. The accumulation of the charges handed him 

a two year prison term with an option of paying the fine of 100,000 naira and 

a reduction of the sentence to a year. 

Analytical Interpretation of Popular Nigerian Music 

We shall carefully analyse some popular Nigerian songs that were banned by 

the Nigerian Broadcasting Corporation and consider the worthiness of the 

action or otherwise against the musicians. The purview shall be on the lyrical 

content and video content. The first to be analysed shall be Falz’s This is 

Nigeria (2017). Below is an exerpt of the song: 

Extremely poor. The medical facilities are poor. We operate 

a predatory, neocolonial capitalist system, which is founded 

on fraud and exploitation and therefore you are bound to have 

corruption. Many criminal cases are ‘settled’ in police station. 

The lyrical flow here is in sentence form devoid of the normal rhymes 

associated with rap and hip-pop, but laced with simple language for a wider 

understanding and a fast engagement with the audience. The first sentence 

consists of two words capable of making someone, the society and a nation 

think. However, it is merely a plaintive for development. The musician posits 

that his nation, Nigeria is extremely poor. The adjectival descriptive and 

derogatory parlance on a nation as “extremely poor” is a stroke on the nation 

and the government. 

Conversely, this seems to be a mere aphorism as her large populace 

hardly partakes in the wealth of the nation. Report has it that about 89.9 

million Nigerians are living in extreme poverty, that is, about 50% of her 

estimated 180 million population (ATLAS Data World Poverty Clock). 

Same report holds that Nigerian ranks higher than Indian ‘as the country with 

the most extreme poor people in the world’. It is in record that one of United 

Nations’ Sustainable Development Goal (SDG) is to eradicate extreme 

poverty form third world country, Nigeria inclusive by 2030. This colossal 

task beckons on divine mediation to be met. The perpetual heinous crime and 

war in the North East and other parts of the nation that displace people 

renders them handicap of livelihood due to massive destruction and 

deprivation owned property and means of existence couple with the 

conglomeration of fraudulent practices among trustees of national affairs will 

permanently clutch the nation to extreme poverty. 

The musician as a social commentator simply states the monsters 

bedeviling the nation is a case that calls for drastic measures to be taken 

before it gets out of hand. He factually proceeds that the medical facilities 

are poor. A careful examination of the nation’s medical facilities will acclaim 

to this simple fact. The serial medical tourism among high profile citizens 

and top Governmental officials state the dilapidated medical facilities in the 
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nation. Even the national hospital at Abuja receives donations of medical 

equipment from Nigerians in diaspora. Stating this fact about the nation is 

not meant to belittle her global position but to draw the attention of the 

leaders to the need for improved health care facilities. 

What else can one say of the description of the polity in the nation as 

rightly captured in the lines of the singer we operate a predatory, neocolonial 

capitalist system, which is founded on fraud and exploitation and therefore, 

you are bound to have corruption. We could conclude that Falz is an apostle 

of Fela Anikulapo or the latter, reincarnated. Such bravery is rare among 

Nigerian pop artistes whose purviews and musical parlance are stringed to 

entertainment and commodification. Falz speaks on the facts of our 

government being ‘demon-crazy’ instead of democratic. A celebrated system 

of government led by greedy, voracious, destructive, rapacious, avaricious, 

gluttonous, covetous, materialistic, ravenous and insatiable rulers meant to 

be leaders in service. A Government that promotes looters of national 

treasury as parties’ flag bearers for election cannot eradicate corruption. A 

Government that celebrated looters and appoints same with ministerial 

portfolios cannot certainly eschew corruption. Here we go again with the 

lyrical tide of the musician enumerating in lamentation the evil that bedevil 

the land thus: 

This is Nigeria 
Look how we living now 

Look how we eating now 

Everybody be criminal… 

This is Nigeria 

Wey madam Philomena 

Money varnish from your office 

36 million 

Never end the recession o 

When looter and killers and stealers are still contesting 

election o 

Politicians wey steal some billions and billion no dey go 

prison o 

Police station dey close by 6pm Security reason o. 

The musician continues in another round of wailing. The above lyrics 

are statement of bewilderment where those held in high esteem are culpable 

as culprit or accomplice of the malicious crimes in town. Among the police 

force, the Army, the government and even the religious circle, hands have 

been soiled. The military has been compromised because there are lots of 

moles supporting the kidnapping and terrorism in state and frustrating the 

genuine efforts of the security agents to curb crimes and war in town. This is 

crystal clear in the recent saga between the Army and the police where an 

Army captain ordered the execution of policemen who arrested a kidnap 
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kingpin in order to free the culprit speak. Kidnapping has gradually become 

a booming business perpetrated by even the influential in the society. 

Obnoxious fraud and outright embezzlement among public officials and 

animals also indicted of financial crimes because they wantonly engulfed 

millions of naira. Who else is exculpated of the municipal crimes when that 

plunders the nation in a cyclical recession? Certainly not same plunderers of 

national treasury who are perennial party flag bearers and periodic 

appointees of ministerial portfolios. The laws are made only to the favour, 

protection and dominion of the creators at the detriments of the masses who 

entrust such empowers to them. 

The security agents are no longer in the execution of their work. Little 

wonder some police stations especially in villages close at 6.pm the prime 

moments of crime insurrection. This could be because of the unsafe nature 

of the perimeter mere wisdom of the force men to prevent their sudden death 

from the gruesome murderer that plagued the land at day and night like a 

dreadful disease. The police stations under siege from suicide bombers, 

gruesome robbers to the height of ransoming a DPO with a whopping ransom 

of N3 million naira by kidnappers. 

The musical video of This is Nigeria on the other hand has no sexual 

scene nor vulgar images except the usage of the Hijab (a female veil common 

among the Islamic religion practitioners) to dance by some females. This 

leads to an uproar especially from the Muslim Society of Nigeria and Islamic 

Movement of Nigeria (MSN, IMN) because it was perceived as derogatory 

to their religious practice. Meanwhile, the usage of Hijab is to emphasise the 

defenseless kidnapped Chibok girls of the Northern region believed to be 

dominated by such dress code to amplify his message of the victims of 

kidnapping. Not considering his reasons, various controversies and 

condemnations arose from the society which may have some iota of political 

undertone leads to the musician being threatened of filing a lawsuit against 

him for using the Hijab in a secular dance. In the same vein, Shake, one of 

Flavour’s masterpieces also faced numerous criticisms from various 

quarters. Below is part of the lyrics: 

Shake by Flavour 
Akrikata nnwata di mma 

Baby so fine 

Akrikata nwata di mma 

Baby so fresh 

Akrikata nwata di mma 

Babay so sweet 

  Akrikata nwata di mma 

Baby so fine 

Ukwu sarambara nadi m mma n’obi mu o  

Shakirma o 
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Ukwu sarambara nadi m mma n’obi mu o  

Shakirma o 

Baby danci ya danci ya danci ya day go ooo 

Baby softly softly softly  dey go ooo 

“Shakie shakie ukwu 

Akirikatampampa shakie ukwu” 3x 

Ihe rim ma 

Ihe ihi mma…  

The textual content of the song denotes the beautiful damsel being 

eulogies of her natural adornment devoid of artificial apparel. This might 

have suggested the display of such a beautiful damsel disrobed in the video 

to fascinate the audience. Such pictorial representation is normative among 

popular musicians both in the National and International scene. To the 

moralists, it is absurd and unethical to present the male singers well robed in 

enthralling costumes while the females, being assist casts as dancers or 

backup singers are stripped. Some see this as a promotion of sexism and unfit 

for public consumption especially in a society like ours where rape cases are 

on the increase. Others deem it palatable moreover being dancehall music. It 

is pertinent to note that, rating of musical and musical videos should be 

adopted and enforced as movies are being rated. Musical videos receive 

wider views like movies and compose of images fit and unfit for the audience 

consumption. Just as videos are censored by the National Film and Video 

Censors Board, Nigeria and rated under the following: G-general viewing, 

12A-persons 12 years and above, 15-for persons 15 years and above, 18-for 

mature audience, PG-parental guidance, RE-Restricted Exhibition. This can 

be done by the music body or incorporated into NFVCB since music videos 

are musical movies too. The success of rating is however, limited to the high 

flux of uncensored videos and musicals that are uploaded daily on social 

media and the internet. Curbing this influx of uncensored videos and music 

is a drastic work for the censor’s board. Wande Coal’s Go Low is also another 

musical piece worthy of note. 

GO low by Wande Coal                                 Interpretation 

Chorus: Won ni won wa mi-                                That they sought for me 

Emi na re                                                   Here I am 

It’s wande coal ah                                     It’s wande coal ah                                          

 

The semiotic element in this music is laced by ‘showbiz’ linguistic 

structure and dance hall imageries. The musician heralds his appearance as 

one who ascends the stage seeking attention from his long expected audience.  

Shawty go low low low 

Make that man wanna spend that dough  

Showty go low low low low 

Love it when you take that booty to the floor 
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And when you go low low low 

The only thing that I really wanna know is 

Where we gon  go go go go 

Shawty is a symbolic word for a dancehall lady fully kitted for the 

dancehall music. The musician, Wande coal draws her attention to the floor 

level dance for audience captivation. Being an African lady, low level dance 

is peculiar to the African culture where waist twist is a prominent dance style. 

The audiences are trill when ladies dance to the floor level and that is dream 

of his life and the attraction to join in the dance. The music strives on 

entertainment and emotional pleasurable inducement craved by the audience. 

No one goes to the party or dancehall to be sermonised but for entertainment 

and be cheerful calming his nerves.  

However, have this imagery in a music video without proper rating 

is unprofessional for the professional Nigerian music artistes and the 

National Film and Video Censors Board (NFVCB). Since NFVCB rates 

movies which are motion videos, musical videos also contain elements of 

motion pictures and should be properly rated before marketing to the public. 

There also exist a challenge of regulating the social media where lots of 

people have unlimited and unrestricted access to contents fit and unfit for 

consumption. NFVCB should not just strive to rate music videos and the 

moving are being rated but should diverse strategy of regulating the new 

media space. 

Verse: I got something to remind you 

Emi Wande Omo Mushin, na my God go find you - (I’m Wande from 

Musin) 

They snap my picture (Uhn uhn) 

Next day I buy motor (Uhn uhn) 

If na wetin you go do (Uhn uhn) 

Put yourself for my shoe (Uhn uhn) 

Oluwa bawon wi (Uhn uhn)    – (Lord rebuke them) 

Oluwa bawon soro (Uhn uhn)   – (Lord rebuke them) 

Oluwa di won mu ( Uhn uhn)   - ( Lord hold them) 

Oluwa ko ba won ( Uhn uhn)…  - (Lord deal with them) 

The message here is point blank. The artiste recasts his identity, 

stating explicitly his origin, from Mushin a sub-urban area in Lagos, Nigeria 

who rose to prominence through the help of God. He cares less about what 

the people say about him as God has acquainted him. 

The Way Forward 

Oluda (2011) observes that “music censorship is not all about censorship as 

it is, it is about witch hunting of musicians. Some music’s are not supposed 

to be banned or censored. Some songs were banned because of the musician 

involved and not the music itself” (http://oludaseyi.blogspot.com). Some 

songs are banned with unclear motive by the regulatory board which makes 

http://oludaseyi.blogspot.com)/


 

204 
 

the populace question the reasons for such ban if one should compare its 

content with other songs that were uncensored despite having almost the 

same lyrics and videos. A concerned hip-hop fan on social media expressed 

his displeasure in the unjustifiably manner at which the NBC banned some 

songs from being broadcasted while others of similar lyrics are spared. 

As it seems, I am a huge supporter of the regulative 

arm of NBC but I have not been a huge fan of their 

actions; not impressive to me. They are trying so 

hard to be noticed to me...sometimes, it seems like 

NBC is being paid.  What happens to placing a ban 

on Tiwa Savage’s ‘Wanted’ video? What about 

Duncan Mighty featuring Olamide ‘Blow am’? 

Olamide’s ‘Story for the gods’... or maybe NBC 

should stop reading meanings into the title of the 

songs. If NBC wants to claim ‘what is Shoki?’ then 

i’d say what the hell is ‘Sekem?’ what is ‘Sho le?’ 

what is ‘Shekini ni ni?’ or what is ‘Doro?’ Ego 

(posted on Nairaland at 1:32 pm on the 10th Jan., 

2015). 

Many songs are also banned from broadcasting in Nigeria, not only 

because they are anti-government, or the concerned musicians refused to 

settle the regulatory board by buying his/her way out, or because of the artiste 

in question but also because of the sexual lyrics, suggestive videos and vulgar 

visuals characterised of them. Songs with such contents are also banned 

essentially on people’s demand which is mostly based on moral grounds that 

is informed by the tradition of the people and also on individual perception. 

Artistes now engage in self-censorship by working on their lyrics as well as 

videos by packaging a well calculated missile in a subtle way without raising 

any serious alarm as to whom the music is directed at. Lagbaja and Beautiful 

Nubia who are both eclectic musicians are by no doubt known for this act as 

they employ this method mostly in addressing societal issues across Africa 

particularly on politics. Some examples include; ‘Suru lere’ i.e patience is 

rewarding and ‘200,000,000 Mumu’ by Lagbaja, one may not truly 

understand the real meaning of the songs until when one read between the 

lines or sees the video made with animation. Likewise, Beautiful Nubia 

employs this in all his albums Kurunmi is on the way is a song targeted 

towards the Nigerian present political situation highlighting the problems 

Nigerians are facing. 9ice ‘Pete pete’ is also an example of a self-censored 

song addressing Nigerian politicians and the electorates calling the attention 

of both parties to the lingering issue of bad leadership and followership in 

the country. Artists have devised means of buy-passing censors by releasing 

into the cyberspace where limitless number of people have access to and even 

download by just having browsing data on their cell or smart phones. 
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Conclusion 

The study establishes reasons for the ban laid on some songs in the Nigerian 

music space. Some are indeed genuine because they are harmful for public 

consumption and as well negate the norms. However, banning some songs 

are based on ulterior motives which is not really clear to the masses. It is 

pertinent to note that, there is no infinity to laws which implies that, every 

sane freedom should have limitation in order to curb unwarranted abuse of 

that freedom. Going by this, artistes should always weigh any song they 

compose and release within the context of tradition, moral and the 

constitution of the nation to avoid unnecessary ban of their songs which 

could lead to loss of resources and great psychological effect. Government 

should be open enough to criticisms and must not be bias in determining 

which artiste is antagonising them or not. 
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Drama as a Panacea for Violence: A 

Study of Emmanuel Dandaura’s 

Venom for Venom 
 

Babalola Olushola Hakeem 

 

Introduction 

For almost two decades, Nigeria has experienced growing cases of terrorism 

and violent conflicts which have left many people traumatised amidst 

growing agitations for restructuring in order to address perceived 

marginalisation in most parts of the country. Terrorism, religious and politics 

motivated violence have claimed numerous lives, inflicted physical and 

mental harm and also destroyed properties worth billions of naira. As it is the 

norm, proletarian Nigerians bear the brunt of these upheavals. The security 

challenges also continue unabated in spite of the huge annual budgetary 

allocations and resources deployed to ensure safety in communities. Reports 

of more violent attacks and reprisals are on the increase. As surgeons of the 

society, playwrights have deployed their creative works to interrogate and 

address the root causes of violence. Human oppression, lopsided allocation 

of national resources and outright exploitation have been discovered to be 

the the major drivers of these violence and terrorism. The works of 

contemporary Nigerian playwrights such as Femi Osofisan, Ahmed Yerima 

and Emmanuel Dandaura support this thesis. In the light of the above, this 

chapter examines Dandaura’s Venom for Venom as a play text that raises the 

consciousness of readers and audience on the subject of violence and 

stimulates conversation on how the masses can be active in checkmaingthe 

violence and unending conflicts in Nigeria. 

 

The Interface of Drama and the Society 

The connection of drama and the society can be equated to what Ola 

Rotimi in his play-Kurunmi tagged the philosophy of a frog in which he says 

that when two frogs meet at night, the first will say mbumi and the second 

will say “mbu o”, meaning, “I give you”, “you give me”. This is imperative 

as it is clear that right from the origin of drama, it has always borrowed 

experiences from the society. The kind of dramatic piece a society produces 

is reflective of the nature of the society. Most dramatists source their 

materials from human experiences in historical, political and socio-

economical spheres of life and through creativity and imagination, reinvent 

the society with the medium of drama. The society provides the raw materials 

which the dramatist uses in framing his work. With this, it can be said that 

the society has given unto the dramatist as well as his art. The answer to the 

question of how drama has given back to the society lies in the fact that drama 
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being a creation of the dramatist is a mirror of the society. Through the play 

medium, drama has the potentials to project the ills, anomalies and 

incongruities of the society with the aim of correcting these ills. 

Charles and Nancy (2018) make us understand that “the society 

provides a resource pool from where artists tap materials to make their works 

reflect one aspect of the intense economic social, cultural and political 

struggles in the society” (p.70). In essence, drama reflects and affects the 

society the same way the society affects and informs drama. The question 

that comes to the fore is-what constitutes a good drama? A good drama 

should be the one that projects the plight and yearnings of the common man. 

It is one that is masses driven. It should engender behavioural and attitudinal 

change amongst members of the society. In the preface to The Trials of 

Dedan Kimathi, Ngugi and Mugo (1976) maintain that a good arama “is that 

which is on the side of the people; that which, without masking mistakes and 

weakness gives the people courage and urges them to high resolves in their 

struggle for total liberation….to depict the masses…..as the true makers of 

history” (pp.iv-v).The above position reveals the revolutionary spirit of 

drama and how it helps project the voice of the minority in the society. A 

good drama is one which advocates for the oppressed, informs and empowers 

them in making decisions that will in turn uplift them from the state of 

ignorance to knowledge. Boal (1979) gives us a glimpse of the role of theatre 

and drama in the society. He says, “I believe that all the truly revolutionary 

theatrical groups should transfer to the people the means of production in the 

theatre so that the people themselves may utilise them. The theatre is a 

weapon, and it is the people who should wield it (p.98). 

In this regard, drama is a veritable tool in the hands of the oppressed 

people in the society to change the reality of their existence. In doing this, 

the language of drama has to be dialogical. This kind of drama is that which 

creates a forum for conversational exchange between the oppressor and the 

oppressed. To buttress this, Paulo Freire, in discussing the relationship 

between the oppressor and the oppressed, uses the example of the teacher 

and his student. The student as the oppressed is mostly viewed as an empty 

vessel that should always depend on the teacher for knowledge. He has no 

right to think for himself while the teacher on the other way round has the 

monopoly of knowledge. In order to arrive at a plausible solution to this 

asymmetric relationship; 

Only dialogue, which requires critical thinking, is 

also capable of generating critical thinking. 

Without dialogue there is no communication, and 

without communication there can be no true 

education. Education which is able to resolve the 

contradiction between teacher and student takes 

place in a situation in which both address their act 
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of cognition to the object by which they are 

mediated (Friere, 1970, pp.92-93). 

The oppressed in the context of this study are those whose voices are 

heard but not taken into consideration. They are the nation’s source of 

wealth, yet, suffer injustice meted on them by policy makers in their society. 

They crave for socio-political cum economic transformation to no avail. 

Hence, they take to violence as an option for survival. Nwosu (2009) notes 

that, “this level of poverty occasioned by purposeless leadership and anti-

social policies alienates the citizenry. Been alienated by their leaders, the 

downtrodden resort to protest, kidnappings, and other social vices” (p.24). 

Evwierhoma (2009) gives us a description of this group with her position 

that: 

Minorities exist in different forms and can exist 

under the social categories of age, sex, occupation 

and ethnicity. They are often deemed aberrations 

or deviations from the standard. The minorities 

may be seen as the objectified or the ‘thingified’ 

and with the current ferment in disability studies, 

one can consider minority in terms of physical and 

mental debility (p.247). 

The above understanding of who the minorities are; affirms the 

researcher’s position on the ‘donkeyfication’ of the group by the oppressed. 

The relevance of this group is only obvious from the weight of contribution 

they put to the riches of the nation but not in the mutual benefit that exist 

between the two parties. We have arrived at a point in Nigeria today where 

leaders are in an unending search for ways to tackle problems associated with 

violence and terrorism, having forgotten that their action and reactions to 

youths’ restlessness is a major threat to peace. The researcher finds it so 

abysmal that the only time the oppressed youths take the spotlight is when 

their repressions to subsist is interpreted as an act of terrorism. Nobody cares 

to know the level of stagnation bedeviling the youths as a result of 

unemployment, starvation, hunger, disease etc.  

In his study of the reaction of the elites-leaders to the youth’s resolve 

to take to arms, Nwosu (2009) posits that “the outcome is a polarisation of 

the leadership class and the ruled; with an antagonistic gulf that begets youth 

restiveness, tribal war, assassinations, abductions, kidnappings and 

vandalisation of oil installations” (p.27).  Having explored different pointers 

to the general realities of the relationship between the marginalised minority 

and their policy makers, it is imperative for us to examine tensions and 

agitations of the marginalised in Nigeria. 
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Tension and Agitation of Minority Groups in Nigeria 

Ethnic minority right tensions and agitations in Nigeria are important 

features of the on-going struggle to resolve the national question through 

convening the Sovereign National Conference, all in a bid to dialogue and 

negotiate a true federal system that incorporates and accommodates the 

minorities within the federal system. The issue of minority in Nigeria is 

deeply rooted in the complexity of the pre-colonial, colonial and post-

colonial historical and structural processes that have imposed and 

institutionalised the oppressive hegemony of the country’s three major ethnic 

groups over the minorities. According to Agara (2015), 

In Nigeria, ethnic minorities became an issue with 

the colonial division of the country into regions in 

the 1940s. Before this time, the Native Authority 

system of administration in practice then had been 

established under the principle of local 

jurisdiction which made the entire ethnic groups 

equal. The equalisation effect of the ethnic groups 

was disrupted by regionalisation which therefore 

led to the emergence of a majority-minority group 

distinction (pp.53-54). 

A good example of this were the different tribes which made up the 

Yoruba race but were administered as different entities under the Native 

Authority system and later integrated with the creation of the Western region. 

The other ethnic groups equally scattered amongst them but of less number 

or population naturally assumed the role of the minority. The majority status 

of the Igbos and the Hausa-Fulani emerged under similar circumstances in 

both the Eastern and Northern regions respectively. 

Regionalisation was the cradle of ethnic minority 

problems in Nigeria. The regions not only 

contained groups of unequal sizes, more 

importantly, also afforded the elites of the 

majority groups the opportunities for 

transforming their groups from groups-in-

themselves to groups-for-themselves. They did 

this because it was clear to them that only groups 

which was preponderant could hope to control 

power in the regions and at the centre. It was the 

ethnic nationalism instigated by the elites in the 

majority groups, more than the mere fact of 

lumping together unequal groups that brought 

about the problem of minorities (Agara, 2015, 

p.54). 
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In the Western region of Nigeria, the Egbe Omo Oduduwa was the 

rallying cultural group for the Yorubas. In the East, it was the Igbo State 

Union which metamorphosed into Ohanaeze Ndigbo for the Igbos and the 

Mutanen Arewa for the predominant Hausa-Fulani in the North. Other ethnic 

groups were slow in organising themselves along a similar cultural line. 

Rather, they aligned themselves with different majority groups, seeking 

political power and relevance under the umbrellas of the dominant majority 

group of their choice. 

There are two categories of oppression experienced by minority 

groups in Nigeria. First, they are victims of marginalisation of the federal 

arm of the government. In this, we see the supreme body vested with the 

utmost power to be responsible for the minority region failing in their part to 

provide adequate allocations necessary for the provision of needs and 

support for the region. Also, is the intraregional anomalies that have most 

likely caused the bulk of the conflicts among the minority groups. Here, we 

observe that those policy makers saddled with the responsibility of providing 

for the people as they are directly at proximity with them; are careless about 

the cries and yearnings of the people. Instead of spending to benefit the 

people, they rather embezzle money and put into their foreign accounts. 

While the people clamour for positive change, their leaders clamour for 

continuity in government. 

Althoughwhat many observers of the South-South region are 

concerned about is the militants’ invasion of the properties of the oil 

companies, a proper look into the root cause of the conflict in the region lies 

deeper in history and in the contemporary social circumstances of the area. 

Contemporary history of the Delta can be summarised as economic decline 

and broken promises. Kafewo (2010) gives us a background of this in his 

review of Dandaura’s Venom for Venom: 

The Delta communities prospered as “middlemen” 

controlling trade with the interior, particularly 

palm oil products and slaves. But with the 

development of the colonial state and 

independence, the region experienced a steady 

decline and stagnation, for no new sources of 

wealth developed there to replace these activities. 

More recently, the failure of the early independent 

Nigerian government to follow through on a 

promise to treat the Delta as a special development 

area, the steady reduction in the share of oil 

royalties that states in the Delta have received, and 

finally, the, the habitual disregard of the state needs 

by non-indigenous military state governors, 

continued and worsened Delta problems (p.186). 
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A major problem faced by the Niger Delta people for example 

brilliantly captured in the play is instances of youths graduating from school 

with excellent results but finding themselves jobless and roaming about as 

there are no job opportunities created for them. So what becomes of a youth 

who havsgone through school and ended up becoming redundant? This is a 

major driver of vandalism. It is no longer news that oil pipelines in the region 

are constantly vandalised by the residents of the region, causing the loss of 

millions of dollars. 

 

An Exammination of Emmanuel Dandaura’s Venom for Venom 

Venom for Venom fully captures the oil crisis in the Niger Delta region of 

Nigeria. The play chronicles the precariousness of this region as almost all 

communities are held hostage by the youths who protest long years of 

injustice, corruption and neglect of the oil producing communities. The oil 

company on the other hand finds it convenient to connive with the local elite 

to cheat the local population. Instead of providing the basic infrastructural 

amenities in the region; the companies rather bribe select local elites. 

The play succinctly brings to light the role of local policy makers and 

their complicity in the Niger Delta condition. In the play, we see Ogenero, 

the leader of the militant group wields enormous powers using his influence 

to acquire wealth and chains of foreign bank accounts with which he hopes 

to escape and marry his heartthrob, one of the Chief’s daughters. On the other 

hand, Tega, who dares to hold a different opinion of the way the struggle 

should go is talked down and violently attacked by his fellow youths in a 

violence that claims the life of his mother.  

While the youths incessantly clamour for an improved standard of 

living, their policy makers on the other hand embezzle public funds gotten 

from oil royalties. The King who is suppose to be the supreme head of the 

council demands ransom from Mr. Drybones, one of the oil company 

workers, for his kidnapped son and the money should be paid into his foreign 

account. One of the chiefs is caught with a large sum of money and the king 

is jittery that his name might be mentioned. In all, the beauty of the play as 

the playwright puts is in its prospect to accommodate the different shades of 

opinion on the issues at stake. This brings to the audience their objective 

assessment without losing sight of the superseding message on the futility of 

embracing violence as a reaction to human oppression and exploitation. 

From the beginning of the play, there is anxiety in the community. 

The people dread the continuous attacks by the militant youths. The agitation 

is not only an exclusive reserve of the ordinary people in the village but also, 

it is a concern for the local chiefs. The bone of contention here is that there 

are issues of underdevelopment in the region and the youths feel cheated and 

exploited by their policy makers who are unable to solve their problems. 
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Hence they resort to taking to arms. The leaders are aware of the challenges. 

The converstion below fully captures this: 

Kevwe: Not many elders here reason with me. Instead we believed the 

Company which deceived us that they would turn our 

community into paradise overnight and that our children will 

enjoy free education and automatic enjoyment. Now the 

youths are up in arms because the company has done nothing 

to improve our lot in the last fifty years of their operations 

here. 

Briggs: Instead of development, our land has been pillaged by the 

Company. Our rivers are no longer productive. There is no 

hospital or good roads like we hear our brothers enjoy upland. 

Osazuwa: What is annoying is that we hear that the Company pays 

royalty to the community. Who receives such royalties on our 

behalf? If there is such thing as royalty coming to this 

community, as elders, are we not supposed to be the first to 

know? (Dandaura, 2010, p.9) 

It is therefore disheartening that crude oil in the region which is the 

main source of the nation’s income has become a disaster to the residents of 

the region. While the ordinary people suffer from the high level of poverty 

and low standard of living, the elders care less about the plight of the people 

and only fear for losing their illgotten wealth: 

Ndife: The youth revolt must be stopped. Only last week, two of my 

containers from china were hijacked on high sea! 

King: They have told the whole world we are incapable of running 

affairs of this community and so they have taken over 

leadership, yet my elders can laugh. 

Atanda: I wonder. 

King: Our elders are laughing, when only this morning the council 

chairman sent me a letter threatening to withhold my monthly 

subvention if our youths do not cease hostility against 

government installations, yet you all find that funny. Shame 

on you all! 

King: Enough of this nonsense! The land boils and our so called 

elders are here jabbing away valuable time. Do you know 

what it means to suspend a King’s subvention? (Dandaura, 

2010, p.8). 

As if this is not enough, one of the elders is caught with a huge 

amount of money in dollars by the militant youths. This shows the high level 

of corruption among the policy makers. If art is truly a mirror unto the 

society, then this scenario in the play is a true reflection of the Nigerian 

government where snakes are capable of swallowing thity six million naira 

at the Joint Admissions and Matriculation Board office. We must not also 
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forget the seventy million naira said to be swallowed by monkey. Drawing 

inspiration from the Kimathan schema, the youths demonstrate their anger 

and annoyance with the local chiefs by abducting corrupt leaders and their 

accomplices. They justify their actions by the unequal treatment they get 

after fulfilling their part to become better people in the society. This is aptly 

captured in the conversation that goes thus: 

Youth 5: Just look at me, I graduated with a first class Honours Degree 

in Petro-chemical Engineering, Tega, are you not a Master 

Degree holder in Environmental Management? There are also 

amongst us here doctorate Degree holders in Pemote Sensing, 

Electrical Engineering and the like. Also here are many 

highly skilled youths, but what has our education given us? 

Youth 6: Unemployment and deprivation 

Youth 3: that is why we have no alternative than to fish out all traitors 

and kill them. 

Youth 5:  Yes! From now on, it is an eye for an eye. (Dandaura, 2010, 

pp.16-17) 

This exposition above reveals the alarming unemployment rate in the 

region. According to the result and discussion of findings on the rate of 

unemployment in the region, Nwigbo Tambari and Imoh-Ita (2010) provide 

us with valuable material with their submission: 

The result noted that youth unemployment in Oil 

producing states like Akwa-Ibom, Bayelsa, 

Rivers are higher than the national average.  

However, the rate of crime in these states varied.  

As revealed in the analysis, the rate of crime in 

Bayelsa and Rivers are higher than the rate of 

crime in Akwa–Ibom State.  The differences, as 

aptly discovered by the study is that Bayelsa and 

Rivers experienced high incidence of criminal 

activities because the oil industry that dominate 

economic activities in these areas is a capital 

intensive industry that has very limited space for 

unskilled labour which is abundant in the affected 

states.  Again, unemployed persons tend to 

migrate to Bayelsa and Rivers thereby increasing 

the job question and invariably crime in these 

areas…..unemployed youths in these states 

derived much benefit from oil theft and illegal 

bunkering and other wholesome activities that 

made them accessed huge amount of money in a 

short time (p.9). 
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Even when it looks like the youths are comfortable with their status 

of unemployment as they make more money from their acts of vandalism, 

violence and kidnapping, the fundamental truth is that the actions of the local 

chiefs can be said to be a major driver of their actions. The white investors 

also play their parts in encouraging the local chiefs to share oil royalties 

allocated for the community, amongst themselves. It is not a surprise that 

such is the case as history has it that since the colonial era, the white colonial 

masters flocked into Africa for the purpose of exploiting and amassing 

wealth to make Europe a better place. The influence of the white investors in 

the undeveloped state of the community is brilliantly played out in one of the 

statements of the youths below: 

Rockbottom: Greed is a dangerous human emotion. I didn’t know the 

leaders were also as insincere as we were in this whole 

business venture. We exploit your land and dodge paying 

taxes. We get away with it because we settle your leaders with 

peanuts, enough to shut their mouths. They scramble for the 

crumbs while we siphon your wealth to develop our cities.  

Crowd: Enherr? 

Drybones: I know I have lost my son, but I tender my unreserved apology 

to this land for my selfishness. It is true we would not have 

succeeded, if your leaders did not collaborate with us, but I 

know better now. Let us all work in unity. Henceforth, we 

shall share the profit on a fifty-fifty basis, for common good 

(Dandaura, 2010, p. 40). 

European activities in African countries have done more harm than 

good. First, there was the trans-atlantic slave trade. Captured Africans were 

transported as slaves to work on plantations in North and South America 

while the produce of their hard labour were taken to Europe. After the 

abolition of slave trade, came the colonials experience. With the play, the 

dramatist provides a panacea for the violence in the region. In all the ensuing 

debates on the best approach to apply in putting an end to the crisis in the 

community, there comes to light the option of dialogue. This, of course, is 

unarguably the voice of the playwright telling the populace to come, reason 

together and think of ways through which the community can embrace peace 

to engender sustainable development. In the palace, dialogue instead of 

violence is suggested to the King in resolving the crisis: 

Igbinedion: So what does elder Ndife suggest? 

Ndife: Simple, let us ask the government to send in the central troops 

to fight the rebellious youths! 

Osazuwa: More coals cannot quench a fire. We cannot be as hot headed 

as our youths. Let the King summon their leaders for a 

dialogue. (Dandaura, 2010, p.10). 
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Most leaders today are naïve and really do not think rationally before 

taking decision. Such is the case of the King when he ridicules the suggestion 

thus: 

King: It may be necessary for the baboon to dialogue with its saplings. They 

may listen and turn off the rhythm of the shame”. Hhmmm. Will these 

youths really listen? How do I convince them? What will people say? 

That I called the youths to beg them? It is really difficult! Hhmmm! 

(Dandaura, 2010, p.35). 

The problem with the King here is not that he does not acknowledge 

the use of dialogue to put and end to the dispute, but the shame of what people 

will say about him calling his subjects to dialogue. Most of our leaders 

endanger the lives of their innocent subjects because they would rather adopt 

the venom for venom strategy than use dialogue to put an end to the crisis. 

The Nigeria Civil War of 1967 to 1970 fully captures the venom for venom 

paradigm. Here, Colonel Odumegwu-Ojukwu, who led the indigent Igbos to 

war went on exile before the war ended. Our leaders could have saved the 

lives of millions of innocent people who lost their lives in the war if they had 

agreed to use dialogue to solve the crisis from the onset of the war. 

 

Conclusion  

This chapter has examined the economic and social conditions of the Niger 

Delta region of Nigeria. It perfectly gives a description of a region plagued 

by crisis, characterised by youth restiveness and corrupt political leadership. 

The dealings of the oil company have affected the development rate of the 

region. There wouldn’t be such crisis had the voices of the people in the 

region been heard. In the absence of this, the youths took to arms and won’t 

stop the act of killing, vandalism and abduction. Dandaura’s Venom for 

Venonm echoes the need to adopt the model of dialogue as a panacea for the 

violence in the region. 
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Ecoparadigmatism and Selected 

Themes in Emmanuel Dandaura’s 

Venom for Venom 
 

Fanyam Joel Avangwa and Nkiruka Jacinta Akaenyi Ph.D 

 

Introduction 

The trouble with Nigeria is simply and squarely a failure 

of leadership. There is nothing basically wrong with the 

Nigerian land or climate or water or air or anything else. 

The Nigerian problem is the unwillingness or inability of 

its leaders to rise to the responsibility, to the challenge 

of personal example which are the hallmarks of true 

leadership (Achebe, 1998, p.1). 

The environment of many communities in Nigeria-especially in the Niger 

Delta has been despoiled due to oil exploration. Ethnicity and other 

debilitating factors have compounded the environmental malaise. Going 

down memory lane, one would realise that beyond the Niger Delta region, 

other parts of the country such as Jos, Kaduna, Nasarawa among others have 

been equally bedevilled with ethnic, political and religious crises. In fact, 

Alali (2004) submits that: 

The crises in Jos, Plateau State kept erupting at regular 

intervals, this is because of the failure of leadership at all 

levels. What we know and what we believe; this is a 

complete failure of leadership at all levels because if 

there is good leadership, problems like this could never 

occur. There are so many people all over living together 

despite religious divide, ethnic divide (p.66). 

Nigerians are confronted with nightmares and agonies of corruption 

and kidnappings, wanton destruction of properties, internet fraud among 

other social vices. Painfully, although the nation is the sixth oil rich 

producing nation in the world, it is characterised with poverty, child abuse, 

kidnappings, and other social defects. To compound this, Nigeria was tagged 

a terrorist nation more than ten years ago after the failed Christmas day 

bombing attempt of the Detroit-bound U.S.A. airline by Umar Farouk 

Abdulmutalab on the 24th December, 2009. These indices point to the 

devastated situation of the social space of the country. 

Emmanuel Dandaura’s play, Venom for Venomportrays the numerous 

challenges Nigeria faces. The play is a construct on the Nigerian socio-

political and environmental space characterised with revolts, ethnicity, 

terrorism, kidnappings, bribery and unemployment. These problems have 

culminated into stagnation and perhaps retrogression of the nation’s 
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economy. The play suggests peaceful dialogue instead of violence in 

resolving these problems. All of these entanglements are well captured in 

Emmanuel Dandaura’s Venom for Venom which we will examine in the next 

section of this study. 

 

An Ecoparadigmatic Study of Dandaura’s Venom for Venom 

The concept of ecoparadigmatism is deduced from the environmental 

hazards caused by oil companies in the Niger Delta. The term eco is 

connected with the environment while paradigmatism is an approach used to 

identify the various paradigms existing in a text which underlines the 

relationship between the text and the society. These two concepts are 

succinctly applied as one in this analysis. Dandaura’s Venom for Venom on 

the other hand, is the paradigm with which the environmental and socio-

political siruation of the region is measured. The play reveals the politics, 

bribery and the level of corruption in the Niger Delta. It begins with a gossip 

in a meeting in the king’s palace which is about to start. When the meeting 

begins, the issue of youth revolt is top on the agenda. Youth revolt is reported 

to have halted numerous activities. Meanwhile, an elder is also kidnapped by 

the youths for collecting bribe from an oil company. The king pays deaf ears 

to these issues as what bothers him is his suspended subvention by the Local 

Government Chairman. Subsequently, more people are kidnapped by the 

youths. In the same vein, the youths who began these revolts to protect their 

lands from oppression become the oppressors themselves. They extort 

money from the people and the companies alike, hijack oil vessels in the high 

sea and bunker oil pipes as well. Meanwhile, in the heat of all of these, some 

of the youths discover that revolt with arms is not the best solution to the 

problem. This new youth group become the enemies of the previous group. 

Yet their purpose seems to be the same-to bring development to their 

underdeveloped land. Ogenero the youth leader surrenders that there is no 

need for blood shed. All the culprits to the hazards of the land confess their 

crimes as the crowd and youth finally decides that: 

Crowd: We have all been fooled! 

Youth 1: Let’s now retrace our steps. If ever we must be violent, let’s 

pause and ask ourselves, whose war are we fighting? Whose 

interest are we sacrificing our lives to protest? We must avoid 

falling prey again to the evil designs of our greedy leaders! 

My heart bleeds ah! 

Youths 5: Drop all the weapons, comrades, let’s gather them and burn 

them maybe smoke will appease the souls of our murdered 

kinsmen. Perhaps it is then that we shall know real peace 

(Dandaura, 2010, p.46). 

Kevwe: Our forefathers say to permanently remove a stubborn weed, you 

must first dig up the roots… You remember when the company 
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requested for land in this community for its drilling activities, I 

insisted that we entered into an agreement that all profits from the 

wells be shared on a fifty-fifty basis with the community so that we 

can develop our land at our pace (Dandaura, 2010, p.7). 

Although, the mention of weed and roots in the statement is 

proverbial, it is significant. Weerdsmake crop production poor and 

unyielding; causing the people to rely heavily on imported or purchased food 

for consumption at very exorbitant rates. Indeed, the Niger Delta region is 

predominantly occupied by weeds as a result of oil spillage. This has 

reluctantly reduced the agricultural crop production of the people, to 

dependants from other parts of the country in the area of agriculture. But 

beyond its literal meaning, two factors are considered responsible for the 

poor environmental condition of this land-the weeds that should be removed 

from their roots so that the land will become fertile. These factors are the 

corrupt elites and the oil producing companies in the land. 

The companies deceive the people of the Niger Delta that they are 

ready to transform the region into a paradise overnight and that their children 

will also “enjoy free education and automatic employment” (Dandaura, 

2010, p.7) after school. But on the contrary, they connive with the leaders by 

paying them royalties while the land is made habitually uncomfortable by oil 

spillage. Undrinkable water, poor or no hospitals and dilapidated roads 

become the major bane in the region. Lizards and birds in the play bring to 

the fore, the environmental creatures that co-habit the land with human 

beings. Environmental needs for all creatures are not all the same. This 

condition is also captured in the discussion between 1st Man and 2nd Man as 

they complain: 

1st Man: My worry is that our crops have all withered. There is this 

strange dust colouring every plant in the farm. Even 

grasses and trees are gradually dying. I am afraid we may 

not have any harvest this season if this problem is not 

addressed soon. 

2nd Man: haven’t you also noticed the disappearance of fishes from 

our rivers. The water these days is as coloured as banga 

soup. At first, I reasoned that the gods were angry with us, 

but only this morning, my friend explained that it is oil 

spillage from the company’s pipes that has polluted the 

waters (Dandaura, 2010, p. 21). 

The gods in African societies are conscious of the environment they 

live in. They are believed to co-habit with man and influence his activities. 

Thus, punishing those who err and rewarding obedient people. Therefore, 

despite the oil spillage within the environment, 2nd Man has to first consider 

the gods in action before he is called to order by his friend. This presupposes 

a paradigm shift from the conception that all things are influenced by the 
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gods to an understanding that certain things happen as a result of human 

activities. In this condition therefore, oil spillage by oil companies in the 

region has degraded the environment by withering the crops, reducing 

harvest and killing fishes in the river which are all sources of food for the 

people. About this, Dzongor (2008) makes us understand that “there are no 

special or magic formulas for healthier living but sensible actions on eating 

good food. Where this is unavailable it can result to malnutrition, nutrient 

toxicity and or defect in absorption of nutrients as well as defect in chemical 

process within the human body cells” (p.105). Environmental hazards affect 

the availability of food and low consumption which in turn creates spaces for 

diseases. Therefore, the king also complains to the white men in charge of 

the companies that their company activities have devastated the water, land, 

crops, resources and everything but unfortunately, he ends up collecting 

bribe from the white men. The play also makes us understand that the youths 

are also responsible for the poor economic condition of the land with the 

tension they create and hostage taking and selfish enrichment of themselves. 

This makes Ndife conclude that the youths have turned them all into 

prisoners in their own land. 

 

Alcoholas a tool for Social Escape in Venom for Venom 

Alcohol is symbolic in the play. It is seen as a tool for courage. It is used to 

vent out comments on the poor state of leadership in the community. This is 

predominantly mentioned by Tamtam who often concludes that he was okay 

“as long as he has a regular supply of his tombo!” (Dandaura, 2010, p.4). 

Here, Tombo is another word for alcohol. Despite this, he is not the only one 

influenced by alcohol to make comments on leadership situations in the 

society. Mama Tega, 1st Man, 2nd Man, 3rd Man, 4th Man, and Madam Etteh 

discuss the social issues bedevilling the community at a drinking joint. 

Alcohol stimulates human feelings. It gives them the courage to 

speak their minds without remorse. Tamtam says his mind in the drinking 

joint where his colleagues always gather. More so, people interact freely with 

men and women of different social strata whenever they sit to drink alcohol. 

This is reflected in Atanda who leaves the palace meeting on crucial issues, 

straight for the drinking joint and then starts interacting with the people. He 

says that: 

Atanda: Mama Tega, please let me have my usual. Good men and 

women of our land, I greet you all 

All: We salute our elder. 

(Mama Tega serves Atanda a gourd of Tombo with a special calabash to 

match) 

Mama Tega: Great elder! Hope the meeting was eventful? 

Atanda: Ah the meeting today was wonderful. It was a real 

brainstorming session. That is why I came here straight 
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from the palace to cool off my brain. Who says we do have 

men of timber and thunder in this land? (Dandaura, 2010, 

pp.18-19). 

 Socialisation is demonstrated at this juncture by Tamtam through the 

effort of alcohol. Tamtam tells Atanda that the people no longer want the 

leadership of the king. In ideal situations people are expected to caution 

leadership anomalies in public. 

 

Youth Revolt in Venom for Venom 

Youth revolt has threatened the peaceful coexistence and unity of the 

country. This holds sway more in the Niger Delta region. Protests are made 

in attempt to effect positive change in the economic, environmental, political 

and social status quo of the region. This is revealed in the Youths statement: 

Youth: There is no peace without justice  

Ogenero: that is our motto! We waited patiently for the goodies the 

company promised us but what did we receive in return? 

Youth: exploitation, diseases and unemployment. 

Ogenero: they mistook our silence for foolishness. They took our 

countless warnings for ranting of toothless dogs 

(Dandaura, 2010, p. 45). 

The youths want their voices to be heard and not to remain silent as 

fools so that the oil companies and the community elders would put an end 

to the exploitation exercise. Although they seem to derive their vision from 

the Mau Mau armed struggles which liberated the Kenyans, the Freedom 

Charter for South African and the Indian and American revolts led by 

Mahatma Gandhi and Martin Luther King (Jnr.), they most times deviate 

from these ideologies. Those revolts were born out of a serious interest to 

liberalise their people and not to satiate personal ego and greed. It is pertinent 

to note that Ogenero’s protest is located in personal ego and greed. 

Crisis of Ethnicity in Venom for Venom 

One of the major drivers of crises in Nigeria is the issue of ethnicity. Amadi 

(2006) notes that “without doubt, this has been the greatest threat to the unity 

of Nigeria” (p.66). Politics of ethnicity has caused numerous upheavals in 

Nigeria. “The Warri crisis a microcosm of a wide range of ethnic crisis in the 

country” (Bassey, 2002, p.3). People of one ethnic background are quick to 

define the other’s ethnic origin and deny them indigeneship in a space that 

belongs to them. This is found in Igbinedion’s statement in his response to 

Briggs: 

Briggs: Your majesty, I have said it time without number that 

there are people here who should be designated as court 

jesters rather than respected elders of our land… 

Igbinedion: elder Briggs, it is people like you that have no business in 

this palace. Have you forgotten that your great great 
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grandfather came to this land as a fugitive? You think we 

do not know that he was banished from idololand? 

(Dandaura, 2010, p. 14). 

The multiplicity of ethnic groups in Nigeria compounds this 

issue. Ethnic bias has impeded the growth and development of Nigeria. 

If Nigeria must move forward, then politics of ethnicity must be 

discarded. Qualification and the right credential must not be sacrificed 

on the altar of ethnic prejudice. 

 

Bribery, Corruption, Unemployment and Greed in Venom for Venom 

The last few years has seen an upsurge of violence and terrorism in Nigeria. 

Africa and particularly Nigeria has not been immune to the explosive nature 

of violence and terrorism. This is exemplified in Venom for Venom with the 

portrayal of hostage taking, killings and wanton destruction of properties by 

violent youths. Ugolo’s statement below reveals this trendencies: 

Ugolo: My lord, trouble, danger, problem, katakata, upsidedown, 

things are complicated… 

King: Ugolo, have you gone mad? What is upside down? 

(Dandaura, 2010, p. 43). 

Kidnapping amplifies the Niger Delta imbroglio. The problem of 

bribery and corruption has eaten deep into the Nigerian society. Achebe 

(1998, pp.47-48) makes us understand that “corruption in Nigeria has gone 

beyond what it previously was, and this poses a threat to the peace and unity 

of Nigeria”. Most leaders in Nigeria have deliberately created confusion 

among the people to pave way for exploitation of the populace. This is 

depicted in the character of Ogenero, the youth leader in the play. The youths 

claim to seek justice in the land but in the process turn to vandals and 

criminals who extort money from the companies For instance, Ogenero gives 

the instruction that: 

Ogenero: (fires his gun into the air to quieten their wild excitement) 

when we reconvene this evening at eight o’clock, we have 

to break into six teams as usual. There is an Australian 

vessel expected on our shores tonight. We shall hijack it 

and siphon the crude oil to the German ship that has been 

waiting for our supplies for three days now. We need the 

money urgently to replenish our supplies. The pipeline 

vandalisation must continue as planned. Team five, you 

must bring the M D here dead or alive. No excuses today. 

Is that clear? (Dandaura, 2010, p.31). 

This is mot mere instruction as the boys carry out the order 

appropriately and return with three billion naira to Ogenero the youth leader. 

Similarly, the king and Elder Eriri are reported to have collected money from 

the companies on different occassions. The king also collects twenty 
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thousand dollars for a start to negotiate for the release of the kidnapped son 

of one of the oil companies’ staff which he knew was not possible. 

Theme of unemployment of Nigerian graduates abounds. Most of the 

youths involved in criminal activities all over Nigeria are trained graduates 

of different disciplines. Most of them are youths that have the capacity to 

contribute positively to the development of the society. But unfortunately, 

they do not have the access to positively achieve this. This is fully articulated 

in Youth 5’s statement: 

Youth 5: Just look at me, I graduated with first class honours degree 

in petro-chemical engineering, Tega, are you not a Master 

Degree holder in Environmental Management? There are 

also amongst us here Ph.D. holders in remote sensing, 

electrical engineering and the like. Also here are many 

highly skilled youths, but what has our education given 

us? 

Youth 6: Unemployment and derivation (Dandaura, 2010, p.13). 

It is ludicrous for graduates of Niger Delta extract to roam the streets 

in search of what to do to fend for themselves. It is also absurd for graduates 

in petro-chemical engineering, environmental management and petroleum 

engineering to be left behind in an oil producing region such as the Niger 

Delta. 

 

Conclusion 

While the numerous themes explored in Dandaura’s Venom for Venom have 

been fully articulated in this chapter, it has come to the fore that the numerous 

pan-Niger Delta groups do not really have the interest of the region at heart. 

Instead, they simple engage in their liberation struggle, for selfish gains. This 

is replete of the attitude of Ogenero. To solve the problems in the Niger Delta 

would amount to reorientate its leaders on their need to rise up to their 

responsibilities as patriots in the region. 
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Emmanuel Dandaura’s Venom for 

Venom: A Review 
 

Samuel Ayedime Kafewo Ph.D 

 

The best two plays I have read on the Niger Delta crises have incidentally 

been by non-Niger Deltans. Ahmed Yerima’s Hard Ground is one of them. 

The second is Venom for Venom by Emmnuel Dandaura which is the subject 

of this short review. The nation called Nigeria has been boiling lately with 

one form of crisis or the other. If one region is not fighting over land, it would 

bereligiouscrisis. The most recent of these is the use of religion as a medium 

for causing confusion on political grounds. However, the crises in all the 

regions of Nigeria (perhaps the Boko Haram insurgency exclusive) cannot 

be equated to that of the Niger Delta. 

Historically, these flash points have always been there but gained 

momemtum with the return to civilian rule in 1999. The major reason stems 

from the fact that the preceeding Military Junta had always muffled the 

voices of opposition. The return to democracy set gagged tongues loosed as 

anarchist dramatist Jean Genet writes: 

I chose to be a traitor, thief, looter, informer, hater, destroyer, 

despiser, coward. … I cut the bonds that held me to the world 

of customary morality. … I monstrously departed from you, 

your world, your towns, your Institutions. The greater my 

guilt in your eyes, the more whole, the more totally assumed 

the greater will be my freedom … By my guilt Ifurther gained 

the right to intelligence (Thody, 1964, p.84). 

These statements seem to summarise the current state of militant 

activities and the level of violent conflict in the Niger Delta. The total effect 

seems to be to inflict maximum pain on the psyche of the local population 

on whose behalf the militants claim to be fighting.Dandaura captures the 

volatility of this region as almost all communities are held hostage by youths 

who protest long years of injustice, corruption and neglect of the oil 

producing communities. The complication in the struggles is the fact that no 

one can really tell on whose side the youths are and for whom their liberation 

effortsare directed. 

Ogenero the leader of the militant youths wields enormous powers, 

using his influence to acquire wealth and chains of foreign bank accounts 

with which he hopes to escape and marry his heartthrob one of the Chiefs’ 

daughters. Thus emotion leads the leader of the gang to fall in love with his 

arch enemy’s daughter. But is he any different? Because of this, Tega holds 

a different opinion of the way the struggle should go and he is violently 

attacked. His attack takes place in Mother Tombo’s local liquor joint where 
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the villagers gather to drown their sorrows and discuss their common plight. 

The violence claims the life of his mother a lifelong pacifist. Her death 

influences her son (Tega) to withdraw from the violent group since ‘venom 

for venom’ does not pay. 

The Niger Delta is an unstable area in Nigeria, and inter-ethnic 

clashes are common. Access to oil revenue is also the trigger for the violence. 

Pipelines are regularly vandalised by impoverished residents, who risk their 

lives to siphon fuel. Vandalism is estimated to have resulted in thousands of 

barrels of crude oil wastage every day-a loss to the Nigerian economy of 

millions of dollars annually. However, mismanagement and successive 

military governments have left the country poverty-stricken. 

Many observers of the South South miasma think primarily of youths 

invading the properties of oil companies when they think of the conflict 

there. In fact the roots of the conflict there lie deeper in history and the 

contemporary social circumstances of the area. Contemporary history of the 

Delta can be summarised as economic decline and broken promises. 

Historically, Delta communities prospered as “middlemen” controlling trade 

with the interior, particularly palm oil products and slaves. But with the 

development of the colonial state and independence, the region experienced 

a steady decline and stagnation, for no new sources of wealth developed there 

to replace these activities. More recently, the failure of the early independent 

Nigerian government to follow through on a promise to treat the Delta as a 

special development area, the steady reduction in the share of oil royalties 

that states in the Delta have received, and, the habitual disregard of state 

needs by non-indigenous military state governors, continued and worsened 

the problems in the region. The FGN’s neglect of the Delta’s development 

(roads, schools, electricity, and health services all ended well inland before 

reaching coastal communities), Nigeria’s overall economic decline since the 

mid-1980s, and the tendency of educated Delta youths to leave the area, have 

confirmed its status as an economic backwater. The people who remained 

behind simply lacked prospects elsewhere.  

One often neglected and critical element in the Niger Delta conflict 

situation which Venom for Venom brings succinctly to light is the role of the 

local elite. In the play, the King demands ransom from oil company workers 

for his kidnapped son to be paid into his foreign account. One of the chiefs 

is caught with a large sum of money and the King is jittery that he might be 

implicated. The young militant leader Ogenero also owns series of bank 

accounts and he is powerful enough to monitor the movement of every dollar 

in the King’s account. 

For so long, the oil companies have found it convenient to connive 

with the local elite to cheat the local population. Instead of spending 

something in the region of fifty million naira to provide basic infrastructure; 

the companies bribe members of the select elite with a lesser amount. It is 
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common to find the most influential chiefs in the Niger Delta living in their 

state capitals far away from their subjects. Indeed, the struggle to become 

chiefs in the Delta is a titanic one since they know what is in stock for 

whoever becomes a chief. Traditional leaders have lost much credibility and 

respect as they have been corrupted by payments from the military 

government and the oil companies. 

So many aggrieved youths in the Delta resort to direct action to 

extract compensation for their perceived losses. They invade oil company 

properties, take employees hostage, and shut down facilities. Oil companies 

typically negotiate release of captured personnel and properties with relative 

ease by paying the youths’ modest ransoms. This strategy of the oil 

companies creates a moral hazard. The willingness of companies to pay 

ransoms stimulate imitators of this lucrative business, leading to sustained 

disruptions, at times to competition among youths, and to a general sense of 

anarchy in the Delta. 

No doubt the playwright has been influenced largely by his Theatre 

for Development (TfD) background. The playwright firmly believes that 

something is needed to encourage multiple and historically 

competing/conflicting communities to start working together, to bring more 

moderate and mature leaders back into the centre of decision making, and to 

find constructive and promising avenues for a lost generation. This is why 

he invites us at the end of the play to come and reason together and think of 

ways through which the community might embrace peace to engender 

genuine development. 

When will our leaders stop undemocratic tendencies? When will they 

stop repressing large sections of people and by implication ignoring their 

aspirations? When will they put an end to the culture of greed? These 

questions lead to further questioning the legitimacy of degenerate regimes; 

which in turn push them towards more repression. Alas, more repressions do 

not necessarily produce compliance. Decay in governance only produces 

sectarian violence which is seen as offering security no matter how 

temporary. Overall, this play offers deep insights into the anatomy of 

violence in the volatile Niger Delta region of Nigeria. We expect more from 

the pen of Dandaura where this came from. 
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