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About this course manual

About this course manual

Modern African PoetryENG328 has been produced hiyassity of
Ibadan Distance Learning Centre. All course manpiadduced by
University of Ibadan Distance Learning Centrearecstired in the same
way, as outlined below.

How this course manual is

structured

The course content
The course is broken down into Study Sessions. Extady Session
comprises:

» An introduction to the Study Session content.

= Study Sessionoutcomes.

= Core content of the Study Sessionwith a varietgafhing activities.
= A Study Session summary.

= Assignments and/or assessments, as applicable.

= Bibliography is provided while starting the course.

Your comments

After completing Modern African Poetry we would apgiate it if you
would take a few moments to give us your feedbackmy aspect of this
course. Your feedback might include comments on:

= Course content and structure.

= Course reading materials and resources.

= Course assignments.

= Course assessments.

= Course duration.

= Course support (assigned tutors, technical hetp), et

Your constructive feedback will help us to improaed enhance this
course.
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Getting around this course manual

Margin icons

While working through thiscourse manual you Winotice the frequent
use ofmargin icons. These icons serve'sgnpost” a particular piece «
text, a new task or change in activity; they hagerbincluded to help yc
to find your way around thicourse manual.

A complete icon set is showbelow. We suggest that you familiari
yourself with the icons and their meaning befosegtstg your stud

=

Activity Assessment Assignment Case study
Discussion Group Activity Help Outcomes
o |

...
Note Reflection Reading Study skills
[o7

Summary Terminology Time Tip
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Study Session 1

Modern African Poetry: Origin and Scope

Introduction

In this study session you will learn about the ssaey background to ti
origin, scope and classification of Modern AfricRoetry. Specifically,

you will be exposed  some of the pioneers and their major the

Learning Outcomes

When you have studied this session, you shouldleeta:

1.1 identify the pioneers of Modern African Poe

1.2 highlight major thematic concerns thie poems of the pionee
Outcomes

1.1 Pioneers of African Poetry

Historically, it is possible to trace the beginnioigAfrican Poetry in thi
European Languages, not in Africa itself but amdygcan exiles in
Europe and e-slaves of the New World. As a res African writing in
European Languages betrays its deepest characteristst, alienatior
from African soil, both physically and psycholodlga secondly, ¢
consciousness even though sometimes agonizingfyrssged, of politic
as the conditions ofts operation, while those writers and poets °
would carry out the task of defending African iests, and those who f
whatever reas(- of convenience or necessityvere content to hid
behind a ‘mask’ of a newly assumed culture (1983)MNbtably, amng
the exiles, the various forms and degrees of tlisdhge had son
consequences. After being taken into captivity, s@iaves were taug
to read and write, as a result, some of them vedtunto the art of musi
painting and literature. ‘Works of rican exiles and ¢slaves such as
Olaudah Equiano, Ignatives Sancho, Ottalah Cugwsanb others ther
were also reports that, individual Africans wrotrse in both classic

and modern European languages which was of monegpidissing interes
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Importartly, some of these early poets, for example, thexaihy, dwell
on Christianity and God, and Poets like H.I.E Dhtofrom South Africe
dwells on the theme of protest, religion, Christyanthe Zulu 1zibongc
(Praise Poetry). The pioneer poets saw thction of poetry as one «
public posturing; they "see the role of a poethas of a converter. Mo
of them were not poets with individual voice, betsifiers, and echot
of what the public approved. The tribal boarderemield to accommoda

Christianty and elite.

Modern African Poetry began among African exiles in Europe and ex-slaves
of the New World.

1.2 Thematic Concerns

Style

The way in which something

6

Naturally, a tension is aroused in their worksgaming towards the lif
of the soil (innocence) and Westernization (coiaupt They wrote abot
race, politics or God or curiously “poetic” in alite 19th century we-
poems on death, love, sunrisunset. However, with the Second Wc
War came poems pledging unstinted support to BritRiE.G Armato:

(European Mat

“Consuming love for Africa,” Armatoe and his contemnaries sav
themselves as committed to express their viewsvighaally. Most were
concerned with what they wrote, few with how theidsit. In ‘The
Lonely soul’, Armatoe, expresses ‘disgust’ and edishantment,” whic

is characteristics of the pioneer pa

I met an old woman
Talking by hersel
Down a lonely road.
A man talls to himself
If showers of sorrow
Fall down like arrow

The love wayfarer.

As earlier noted, most of the poets in this catggaere 1ot committed



is written that makes it
typical of a particular
author, movement or
historical period

Study Session 1Modern African Poetry: Origin and Scope

to style. They merely wrote to convey their messages. Hosy tsaid
what they needed to say, does not bother themBé&tween the Forest
and the sea,” Armatoe claims that, African poettesfamiliar with his
past, and express that past in authentic and ustkaisle accents, without
a conscious appeal in any racial context. In hioise volume: ‘Deep
down the Black man’s mind’, “our God is Black”, “@hHuman race,”
most of his poetry are dominated with the issugaae. Some of his

personal poems are sad and sentimental.

Dennis Osadebey (Conflicting attitudes) Unlike Atogg Osadebey does
not work through the medium of the individual toice a public
statement, as earlier noted, these group of pastshe stage for the
others that came after them. They were mostly gealo had received
British education in England, who were attractedvistern culture and
civilization and became fervent adherents of thgligh poetic tradition.
Most of the poems they composed were fashioned #ifécold English
Christian hymnal style with many of their poemstten in quatrains, or

guasi sonnet form According to Babatunde Omobowale:

... this reliance on Western Literary traditions wad
peculiar to Anglophone West African Poetry alonevas

everywhere on the continent (1997:130)

The pioneers blossomed between the early 20th meand 1960s. In
their formative years, there was a conflict amdhg pioneers as a
handful of them, regardless of their intellectuackground that it was
necessary for them to infuse aspects of their ticadiand culture into

their poetry to illustrate whatever's they wereisgy
According to Omobowale:

We find that despite the large number of poems and
vastness in cultures and languages. Anglophone West
African Poetry has always been indivisible spring o
similar poetic expressions since the days of toagers
(1997:130).

This indivisible cord becomes more conspicuous lseaf the general

African belief in the existence of the world of thapernatural that wields
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domineering influence on the lives of mortals. Thisreflected in the

poem of Michael Dei- Anang, “Let’s live in peace,”
In frailty upon the earth
Whereon, they rot
And we, in foul disintegration,
Will be identified-

With dust
(1977:13)

Another important aspect of the pioneer poetry le tbelief in

supernatural. This is well represented in the gaatDennis Osadebey
...O mortal man,
And know that since this world began

Men and stars have fallen low
(1977:14)

Osadebey aside his commitment to Africa and hyratydé for which he
was known, he was well versed for his realisticdezing of Igbo Oral
tradition and folktales in English. Thus most o8 lgoems draw their

inspiration from the cultural heritage of his peofiie Igbo.

However, with a poet like Gladys Casely HayfordGifana, the idea of
the supreme-being or supernatural is symbolizedhbyChristian God.
Her poem, “Rejoice,” is largely informed by her Waa and religions

background:
If God has been so gracious
As to make you black or brown
For you are great nation... (1977:14)

Almost all the pioneer poets have been influencgecChristian religion
and we have some of the Biblical themes refleatethéir works. At its
early stage, the poetry of the pioneers was qugtndtive, due to the
very simple style and language that the poets uSbdir works was

devoid of complex images and diction. As earliesifgal, their themes
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revolved round nature, love, beauty, philosophyméland, and of
course, the supernatural. At the earlier stagehef Anglophone West
African poetry, issues like emancipation and freedaf the black race
from the Shackles of colonialism, notably, apadhand civil war were
not really the concern of the pioneers. Their pograse also devoid of
humor’, Omobowale, (1997:132).

According to Lewis Nkosi (1981), later on the aitti¢ of the pioneer
poets changed from moralization to public. Despiteir acquired
education from British colonialists felt the need uplift their people
through the art of Poetry According to OmobowalEhis was a new

commitment to ensure the development of the black’'r(1997:132).

Most of the poetic output of Michael, Dei-Anang®hana became very
revolutionary and nationalistic as exemplified lne thematic focus of the
poetry, coupled with a sense of pride in their colthey saw that the
advancement of the black race could only comdgfforeign civilization
accommodated them (the blacks). This however, didstop them from
eulogizing Africa and re-echoing the right of thefridans, self-
determination. Poems like Dei-Anangs “Dear Africeghd Dennis
Osadebey’s. “A young African Plea,” are ardent epl@® which show
the pioneers’ new thrust and concern about the &bteAfrica and

Africans. Below are few lines from Dei- Anag’s paem
Awake, thou sleeping heart!
Awake and kiss
The love-lorn brown
Of the ebon lass... (1977:23)

Lewis Nkosi also identifies an “ambiguity” textasks and Masl(d.981).
He believes that the ambiguity has resulted froenddnflict of the poets’
cultural background and their British education niding. He points out
that:

...this ambiguity acquired its most authentic arttian

in the successful fusion of African and Europeaages
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Reflection

contained in the poetryhich came to be written by tl

writers of the next generation (1981:124)

Before we round up this study session, it is imgartto note th
exclusion of North African Poetry; this raises arwdundamenta
qguestion about criteria for inclusion and exion of what Moderr
African Poetry is. The reason might be adduceddaghers of Africal
Poetry on grounds of race, language and religitis i informed by th
fact that most of the poetry written by poets @8 tiegion is in Arabic
and is about Islaic (and Arabic) themes and experiences. In otheds
North African poets are not black Africans but klgg of mixed
Caucasian. The truth, however, is that not much Iesn done b
scholars to make the poetry of the region geneealbessible to the her
regions. According to Uche Mowabh: ‘If this regiapart of Africa it will
be impossible not to have poetry that deal withstheiological as well &

of the Africanness of its people’, (1997:1

One might say the needed requisite is the transleof the works
composed in Arabic into English and French. If tBiso as suspected
some quarters, it follows, therefore that the peoblof Languag

(indigenous) is the same for all the regions ofds.

Many North Africans are Arabs. Most of their writers write in Arabic and on
Arabic and Islamic issues. If those are included here, do you think the term,
African Poetry would not turn a misnomer?

North African poetry, because of the regions r-experience of Arabic
European, Islamic and Christianity colonialism, dbaracteristicall
defined by moral and political themes. We have pdiéte, Ahmac
Shawgqi al fajari, Mahmed al Banidi of Egypt, — Baji, al Masudi of
Tunisia have clearly depicted moral and religiowsctureswhich serv

as masks for more committed aesthetic and -political issues.
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Study Session Summary

o7

Summary

In this study session, you learnt 1 pioneer poets saw thenction the
function of poetry as one of public posturing, tlsee the role of a po
as that of a converter: most of them were not paétsindividual voice
but versifiers and echoes of what the public apptdovlheir theme
revolved round nature, lo, beauty, philosophy, and homeland anc
course, the supernatu

Assessment

Qg

Assessment

SAQ 1.1 (tests Learning Outcome 1.

a) Modern African Poetry originated among African esilin
Europe and eslaves of the New World. Identify some of th:
earliest pioneers.

b) Why did Modern African Poetry not originate in Afa’

SAQ 1.2 (tests Learning Outcome 1.

A yearning towards the life of the soil (innocends)one of the theme
in the poems of pioneers of Modern African Poetfyhat are othe
themes?

Bibliography
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Study Session 2

Anglophone West African Poetry

Introduction

In this study session you wiexplore how Anglophone We African
poetry came into bein its history, genealogy and how the various p
from West African descent responded to the realitigheir domait

Learning Outcomes

When you have studied this session, you shouldleeta:

2.1 highlight dehumanizing features of colonialism in Anglophd\est
Africa.
Outcomes 2.2 establish colonialism as a major catalyst and maspn for

Anglophone West African poetry.

2.1 Colonialism in Anglophone West Africa

Abiola Irele noted in ‘The Development of Contemporary Afric
literature that:

Writing by Africans in the European languages daisk tc
the very beginning of active contact between laggsaanc
the civilization which lay behind thefmave come to assur
such a significance on this continent as to hagated a ne\
literary culture alongside the oral traditional kit which
literary expression has been largely confirmed ifticA
from the immemorial, (1974:481).

As a result, poetry Is always been in existence in the-literate African
societies through the use of oral medium. The WAfitof Africans ir
European languages began with Africans taken capds slaves 1
Europe. Among these personages we have, Ottobaba@ag Ignatiu:
Sancho and Olaudah Equiano. The resultant effectthef 188-5

13



ENG328

Modern African Poetry

partitioning of Africa left Britain with West Afrian Colonies which
comprises four countries: Nigeria, Sierra Leoneatizhand Gambia.

ITQ

o True or false: before the advent of Modern Africametry there
was no poetry in Africa?

Feedback
* False. Even the adjective, modern, presupposesxiseence of

another which was before it. In this case, that eraspoetry.

The predicament of Africans during colonialism wasught about by
the ‘material gods of the Whiteman, as embodiedthia trinity of
imperialism, capitalistic exploitation and militan,(1920:9). Aside these
forces, there were the cultural ones which wereritaplly and
psychologically exploitative in the sense that thiegd to remold the
Africans afresh. It is against the backdrop thet Qldham warned when
he posited that:

No more fatal mistake could be made than to suptietehe West alone
has something to give and the African has nothindd but to receive.
The African is not clay to be cast in to westernuide but a living type
which must develop in accordance with its own laav&l express its
native genius (1955:174).

Disregarding this warning, however, colonial agergspecially the
Christian religion with its education not only ingea a strange cultural
self on the African. According to P.C. Lloyd cortlgcput it, ‘the
missionaries introduced to the rural areas of Vésta faith with a new
cosmology, in which ancestors and native duties had place...
(1972:101). It has often been said that colonialigas not totally evil, it
has been pointed out that colonialism put an endtes-tribal wars and
brought relative ‘peace’ to the warring tribes ifriéa, more so, that it
made nationalistic spirit possible: Without the Wwarich the British did
in opening up the towns, no national leader wowldehbeen able to
gather an independence party: According to W.F W&aime of the
defects of colonialism, the colonial masters ditladmenough good work
in the area of development and social servicegifgdfrom the fact that
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they ‘made good profits from African Tin, Copper,0l@ Cocoa,

Diamond and Ivory: The British especially defaultedyiving Africans a

‘total education because they were jittery of thetfthat it might equip
them for revolution and stiff opposition. As a neattof fact, those
Africans who managed to obtain secondary educatier® not accepted
by them: ‘it is a pity... that so few of the Britistere able to give real
understanding and friendship to educated Africamksveork with them as

colleagues on equal terms: According to Ward:

The evil thing about color-bar was that it refustm
distinguish between one African and another. Whiere
existed, no amount of education, or professional
qualifications or culture, or home background mautgy
difference. An African, no matter how thoroughly
Europeanized, would not be allowed to live in thedpean
area, join the European salary. The only thing tmainted
was his race. If the British had been able to ahde color-
Bar, to forget the color of a man’s skin and trigiat on his
merits as an individual, much bitterness would hbheen
saved (1971:213-6).

As a matter of fact, ‘color bar’ was not limited $outh Africa alone, but
had its rooted tentacles in West and East Africanr@ries.

ITQ

o Colonialists were credited with dousing inter-ttib@ars and
bringing peace to the colonies. Was there pea&urmpe, from
where they came, was Europe free of wars? If n@e gkamples

of such wars.

Feedback

* The answer is no. World War | and Il were triggeaed raged in

Europe, the land of the ‘civilized’ colonialistsh& Holocaust, in

which Jews were drastically depleted, about sitionilof them

murdered, was initiated and instituted by Europealsis

doubtful if anything near those ever happened m ‘Darkest
Africa’.

15‘
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When European missionaries brought missions to Africa, was it for the love
of Africans, for curing Africans from their perceived barbarism or for using
the bible to explain away colonialism so as Toraise converts who would see
nothing evil in colonialism?

Another evil perpetrated by the British was theigylof indirect rule
which the British said meant ‘the development dfvearesources for tr
natives, by the natives, under British supervisid®71:216). this wa
indeed a verbal cov-up for what didactually obtain. In the words of |
Egudu... whatever development there was, benefitecdhonial maste
more than the natives. This was done with regarthéoexportation c
raw materials from Africa. And in the second plaite ‘ruling’ was no
carried out by the natives, who were merely pawns orches-board of
the British, the ‘ruling * especially in Southerngdria, was actually dor
by the British themselves, whose activity could meten be merel
described as ‘supervision.” (1978:8). What« virtue that could b
attributed to colonialism, it was nevertheless kimel of huge impersoni
machine moving its callous way through the Africavorld and
subjecting the Africans to anything but truly humzonditions. It is ir

this perspective that Aican poets have rightly perceivec

The real benefits of colonialism for the colonialists and its perceived benefits
for the colonies: which outweighed the other?

2.2 Colonialism in West African Modern Poetry

The art of poetry, like alothers, is a plethora symbol of variege
reactio- mental, and emotional -arraigned by the zeal of arde
imaginative response to what had been, what is, whdt will be

.R.Egudu puts it this we

The African poets who have handled colonialism feesr
subject are to what extent concerned with what iheeh.
with a past that was overwhelming in it and stdhwains

overwhelming in its undesirable intrusion into tiresen
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(1978:8).

What we now have before us is not just life, butamsmutation of life
and that is art. The kind of transmission or pietaf the colonial forces
as they operated in Anglophone West African Poettlyich has been
transfused by the poets, depends largely on thdividual imaginative

dexterity and the influences of their cultural amllectual backgrounds.
To read their poetry therefore is to be treatedtamal exhibitions held
together to varying imaginative and by a centramb- colonialism-
which has had a terrible impact on their life anttwwe. (1981:8). In the
words of Wilfred Cartey, ‘the theme of colonialissione of the most
persistent notes in African Literature and in factthat of all newly

emerging nations. It appears of historical necgssild will continue to

be present in many literatures, for its effectdrahividuals and societies

have been deeply wrenching, precipitating....” (183}

The images of colonialism dominated the poetryhef Anglophone West
African poets, among them we have: J.P. Clark, Kafioonor, Wole

Soyinka, Ottobah Cugoano, Raphael Armatoe and Areang the poetry
of the three Anglophone writers, Soyinka, Okigba &lark, according
to N.J Udoeyop:

The poetry of Soyinka, Okigbo and Clark- their suabj
matter and development of new forms- based as we ha
suggested on bending English and traditional Afripaetic
traditions to new environment, is in the mainstreainthe

new poetry from African...

Criticism of their poetry must at all times reléite poems to

their environment and the poets, growth in it (1a97).

In the succeeding study sessions, we shall exathneorks of some of
these poets individually and bring to the fore, wagio significant and
vivid images to constitute a synopsis of the pietaf colonialism which
the Anglophone West African poets to be discusaser lexpanded and

developed with imaginative vigour and vision.

17
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Study Session Summary

o7

Summary

We have note that the earliest group of the AngbohWest Africar
poets were the pioneer poets which included, Gladgsel-Hayfod,
RaphaelArmatoe and Michael Deknang of Ghana, Dennis Osadel
of Nigeria. The groups were mostly people who wattacted tc
western culture and became disciples of the Englisétic tradition.
Later on their poetry, became revolutionary andonatistic, ttereby

became overwhelmed with the theme of colonia

Assessment

Q)

Assessment

SAQ 2.1 (tests Learning Outcome 2.

Britain used the system of indirect rule in the adstration of its Wes
African colonies. What was this indirect rule irtiy and what was
in praxis?

SAQ 2.2 (tests Learning Outcome 2.

Why and how does colonialism emerge as the majpiraton for the
poetry of many Anglophone West African po

Bibliography
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Study Session 3

Christopher Okigbo: Idealism and
Commitment

Introduction
Christopher Ifeanyi Chukwu Okigbo was born 16 Augd932 in Ojoto

a Small Village some ten miles from Onitsha, AnaanBitate, Nigeric
The fourth of five Children, Okigbo received hisirRary education at
Umolobia Catholic School. He developed an inter@st music,
mathematics, literature, and latin, and also becamautstanding athlet
excelling in soccer and cricket. He passed the Ciaigdy exams witl
distinctions: which guaranteed his cission in to the University Colleg
Ibadan in 1950, then the only University in Nige(i& is now the
University of Ibadan.) To study Classic which hagreat in influence o
his poetic works. In this study session you wilirle about Christopht
Okigho, his life, the style of his poems and social itieal informing

them

Learning Outcomes

After the Study Session, you should be able to:
@ 3.1 point out realities in Okigbo’s life which influead his poeti
sensibility as encoded in his early poems.

Outcomes 3.2 analyse Okigbo’s poetry.

3.1 Background and Early Poems

The poetry of Christopher Okigbo is autobiographicdigious, political,
imagistic and he began his poetic career by diatiagi himself from ide.
of categorizing writers by race or reg. He was determined to be a pc
not an African poet. Okigbo envisioned poetry asnaans of se

expression, for projecting the many moods of tieiirself, as a record
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inner conflict within the context of the dynamidsrituals and myths. He
embraced the “Old Classic” as well as the “new wH#ide was
influenced by Horace, Catullus, Ovid, Virgil, Tagt Aristophanes,
Aeschylus, Sophaocles, Aristotle, John keats, Saniiaglor Coleride,
Robert Browning, T.S Eliot, Ezra. Pound and Alleimgbery of the Beat
Generation in the United States. This made him alectc poet,

(borrowed from different traditions).

Okigho'’s earliest poems, all included @ollected poems,are “On the
New Year” (1958-1959), “Moon glow” (1960),:Love Apa(1962), and
“Four Canzones” (1962). (The Four Canzones- Lyderms often set to
music- are “song of the Forest,” “Debtor’'s Lanedrhent of the Flutes,”
and “Lament of the Lavender Mist.”) The motif ofede apprentice
poems is the poets Lament of his exile from hidlidyural origins, and
his unease out the “endless succession / of tengmersnoods” of high
society in urban centers like Lagos (“Debtor's Lar{@958:9) Okigbo’s
celebration of the fruitful fields” in Songs of ti@rest,”. In addition to
the theme of return to origin and tradition in berly poems, they also

signify the nature of Okigho’s poetics as an eatestylist.

Okigbo’s choice of the instruments to which the Zares should be
performed (drums Ogene, a hollow metal gong, ames) is evidence of
his commitment to the African heritage even whik borrowed freely
from other cultures. He sees himself as a musicemak sound
composer. Hence, in “The Orpheus” the personagarded as a bird

singing and the image is maintained with differtypies of birds.

3.2 Analysis of Okigbo’s Poetry

20

3.2.1 Heavensgate: the Poet at Childhood

Heavensgate is explicitly autobiographical. In thkilection, Okigbo
reveals the nature of his formal and informal etlooa recalls people
from his childhood who had influenced his conscmass, and commits
himself as poet- priest to the services of mothetd, the river goodness
as well as the village stream from which he drankl @& which he

washed himself. In the Labyrinths, the person&époem, like Orpheus,
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is about embarking on a journey of self- discovang self- realization,

and must submit himself to the cleansing poweth®fwvater spirit.

Heavensgate begins as the personal return to staurparification, he is

so contrite and repentant as he pleads to return:
BEFORE you, mother Idoto,
Naked | stand,
Before your watery presence,
A prodigal...
Under your power wait |
On barefoot,
Watchman for the watchword
At Heavens gate; (1958:19)

According to Okigbo, “I do not feel that in fact asChristian | have ever
been uprooted from my own village gods... | beliemefact all these
gods are the same as the Christian God — thatatteeglifferent aspects of

the same power, the same force” (1965:30).

The rest of Heavens gateveals the process by which Okigbo's
cosmopolitan and holistic intelligence was creatadThe passage” the
same light is also presented as a hint of the éuflesstruction of the world

by fire:
Rays, violent and short, piercing the gloom,

Foreshadow the fire that is cleaned of.
(1958:20)

The above lines clearly intimate the biblical starfythe creation, the
Flood, and the promise of Armageddon; they alsalfedfrican myths,
especially those linking the rainbow and the bd#e fainbow is linked to
the boa in Igbo mythology as a premonition of samesterious event,
especially death. Among the Yoruba, the rainbothéssign that the boa
has excreted, whoever gets a piece of the excremetamatically

becomes wealthy.
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In “Initiations,” the second fragment of Heavensga®kigbo focuses
attention on education, both formal and informdle Tormal represented
by Christianity, Captured in violent images (“SCAW the inflicted ...

1958:27) crucifix by blade and concretized in tleespn of Kap Kanly,

the mythologized version of the drillmaster fromighlo’s School days.

Essentially Heavens gate portrays poetry as a degban intelligence
engaged in a multilayered and cross-cultural sg@itiguest. It is Okigbo’s
offering to the divine essence of Idoto, his cheserse. The imagery
here strikes a not different from that of the intggef Christian forces:
there is here genuine humility, a sense of secarity hope, For Okigho
and other Anglophone West African poets, that whschfrican is rich

and meaningful and that which is not African (whituropean,) is

disruptive and destructive.

3.2.2 Limits: a Prod into the Public

With limits we come to a new phase in the develampnod the quest. In
his introduction to Labyrinths Okigbo declares tHairen Limits’
presents a protagonist in pursuit of the white ledep (1968:6).The
protagonist’s search for Salvation that startebl@avensgate continue in
siren Limits,” but in the second part, “Fragments of the Deluge,” the

focus has broadened to encapsulate a communahdearalfillment.

“Siren Limits” opens with the image of a vociferoasd confident
protagonist (weaverbird, he-goat-on-heat) who wadtsticipating his
acceptance by Idoto, the “Queen of the damp hait1i(1986:39).

Following his dialogue with the self, the poet pgnist becomes
invigorated to address his society. He can now melvavith “eve-mist on

shoulders: with “brand burning out at hand-endd &mg:
...tongue-tied,
Without name or audience,

Making harmony among the branches
(1986:41).
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“Fragment out of the Deluge” brings to the foreg ttonflict between
Christianity and traditional Africa. According taufiso Aiyejina, “This
fragment signals the sociological dimension of ®kig poetic
consciousness, (2002:589). Before now, his poetdytbnded to focus on
the individual and the search for self-realizatilbn:Fragments out of the
Deluge,” Okigbo presents, in retrospect, some etabout his
protagonist and his milieu. He examines the calteatape of Africa and
its “mysteries” by colonialism- as a major themapieoccupation of

Modern Anglophone West African Poetry.

According to R.Egudu:
The African poets who have handled
Colonialism as their subject are to that
Extent concerned with what had been,
With the past that was overwhelming in
Itself and still remains overwhelming (1978:8)

This chronology also relays the destruction of itradal African culture
opens with the phases of Egyptian Pharaoh intonaelebranch- a
metaphor of resurrection or reincarnation. From fiEigyn Civilization
Okigbo moves to the figure of Christ as Messiahpwin spite of his
miracles, was rejected and crucified. Hence, tlieagpof Christianity as
represented in Irish Missionaries. Who “ sow theeseed among
grasses’ (1986:46). The protagonist, portrayed asndird, sees this as
the beginning of larger tragedy- the tragedy ofdbetruction of African
culture predicated in ‘limits viii,”

A fleet of eagles,

Over the oil bean shadows,

Holds the Square

Under curse of their breath (1986:47)

3.2.3 Silences: in the Eye of Turbulence

In silences, Okigbo advances his preoccupation filmencolonial era to

the contemporary. In the introduction to Lybyrinbkigbo reveals that
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silences was informed by the “events of the day’first part, “Lament
of the Silent Sisters” (1963), by the political il of Western Nigeria
in 1962 and the assassination of the anti-impsti&#atrice Lumumba,
the first prime minister in the Congo (now Zairbky, reactionary forces,
the second part, “Lament of the Drums” (1965), Iy imprisonment of
Chief Obafemi Awolowo, the leader of the OppositioNigeria, and the
tragic death of his eldest son in an automobilédact. Silence is as a
matter of fact, a dirge (Song of Lament ) inspilgd the tragedy of
independent Africa. Okigbo presents his lamentiwithe dirge tradition

of Africa with its Call-and-response (audience fpenance) structure.

Although, Okigbo’s focus is Awolowo, he sees himaasembodiment of

the larger tragedy of Africa and the victims oftttragedy.
FOR THE FAR removed there is wailing:
For the far removed;
Far the Distant...

The Waiting is for the fields of crop

3.2.4 Distances: Apocalypyic Vision of Utopia

This fragment is considered by Okigbo, as a poerhashecoming, in
both the Spiritual and the psychic Sense. The gootiat finds fulfillment
in a form of psychic union with a supreme Spiritonk imbued with dual
potency; Aiyejina: “in this poem, all of Okigbo’®wflicting emotions in
a phantasmagoria during which the protagonist isepted into the
Cavernous bridal Chamber of mother Idoto, thuslfiai§ his desire for a
spiritual fusion with his goddess. (2002: 591).tBices, Okigho’'s most
beautiful poem sequence, operates at the levdieofranscendental and
the Surreal. Inspired by part of the poet's acewderience of Surgery
under general anesthesia, Distances, presentagirfgrprotagonist in a
state of possession, having been transmitted ftesh to phantom” on a

horizontal plane (operating table or alter).

According to Emmanuel Ngara: “...Distances representajor turning
point, it comes at the end of a long quest for atipovision. The quest

results in a positive development both in Sociahgdiousness and in
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artistic Excellenc- it is more graceful and enchanting Rhythmic bez
deals with issues thiare of Public concern and it communicates b
with the Reader , (1990:41

Can you interpret and relate Okigbo’s poetry to the predicaments of Africa?
How about his styles, indebtedness to tradition and colonialistic experiences
at varying levels?

3.2.5 Path of Thunder: a Final Testament
In “Path of Thunder,” Okigbo has accepted the dduiaction of poetry

He has adopted Critical realism as an aesthetimladg and eschewe

the philosophy of art for art's sake. He has indemuiehome, 1990:47.

This collection was published posthumously in 19&&th of Thunder,
continues in its examination of Nigeria’'s politicanflict, the theme ¢
“Laments of Drums.’ It can be divided into poemsaldey with the
situation in Nigeria immediely before the January 1966 Coup detail

poems relating with the coup and its aftern

The precoup poems (“Elegy of the Wind”) and “Come Thund
encapsulates the general anarchy, te- Laden situation in Nigeria, .
the period; as a result che constitutional fracas caused by the rig
federal election in 1964 and the rigged regionattbn in the West i
1965. “The poet Laments the arson, the deaths, taadarroganc
displayed by those who have aborted the happirfetbe @lectorate, al
warns (prophetically) of an impending revolutiokfithe thunder amon
the clouds”), (1968:92) Many had believed that daauary 1966 Col

would be the medical leaf that would hthe nations “bleeding phallu:

In the other Segment, which deals witle post-coup poems, Okigb
brings to bear the techniques of a fabulist, celsr the huntel
(soldiers) who have deployed thunder (guns and spamgainst th
elephants (politicians) who had been feeding fat te fores
(nation).Although, he is enchied at the extinction of the elephi
Clique, the poet is quick to warn of the probabbsmsequences of ¢

impending betrayal of the people by the emergingtdruclass: “Bu
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already the hunters are talking about pumpkin§:tihidy share the me

let themremember thunder” (“Hurrah for Thunder,” 1968:¢
In the words of Aiyejina:
By May 1966, it had become obvious t
The generals who had sidelined the archi
Of the January coup and appropriated the
Of power were bent on creeg an “iron
Dawn” (a military dictatorship) (2002:5¢

The eagles, which had held Sway over the ritualbeijan, had no
metamorphosed into robbers (soldiers and their tipali allies)
descending “to strip us of our laughter, of oumither” (1968:98 Against
this background of continuing carnage, Okigbo affiy in “Elegy for

Alto, humanity’s unending circle of hope and dissiionment

THE GLIMPSE of a dream lies smoldering in a caegether with the
mortally wounded birds.(1968:¢

On “path of Thuder,” Aiyejina opines:

“It represents a successful blend of theme ance sand o
the personal and the public. It is an artisticrinpln and ai
affirmation that Okigbo, the poet’s, has becomepeeple’s
poets. Its lyrical intensity, its incantatory ure, and its
fabular construction are descended from traditigkfalcan
folk poetry, especially the dirge form, which Okay
gradually grown to favor, even while writing ab@usubjec
as western as Yeats, (2002:594).

The thematic progression of Okigbo’s poetry runs as follows: Emerging from
his journey of self-discovery in Heavensgate, Okigbo in ‘Limits’ ventures into
the social sphere, documenting the tortures colonialism has wreaked on his
continent. In ‘Silences’, he deals principally with the political problems of
independent Nigeria. In ‘Distances’, he operates at the level of the
transcendental and the Surreal. In ‘Path of Thunder’, he climaxes the
lamentation of the political problems by calling for a revolution;
subsequently, after his coup prophecy had been fulfilled, he warns the post-
coup rulers not to miss the purposes of the coup.
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Okigbo died during the 1967-70 Nigerian civil war fighting on the side of Biafra.

Study Session Summary

Okigho has remained a source of inspiration andhalange to othe
poets, especially African poets and those who vedoknical excellenc

and the possibility of articulating complex ideasdamotions. He i

Summary
more than a poet of Nigeria as he is withrica and humanity. The
Vincent, described him as, “the best and most rkalde poet ir
African literature,” (2002:59&
Assessment

O SAQ 3.1 (tests Learning Outcome 3.
e a) Studying Classics at the University of Ibadan, ®kigwas

influenced bywhat classical and English literary figur

BEFORE you, mother Idot

Assessment

Naked I stand,

Before your watery presen
A prodigal...

Under your power wait |
On barefoot,

Watchman for the watchwc
At Heavens gate; (1958:1

b) As encoded in the poem abowehose figure and influenc
from his early life looms large in Okigbo's earlgeiry”
SAQ 3.2 (tests Learning Outcome 3.

In ‘Limits’, Okigbo shifts focus from the individliand the search fc
selfrealization to the public. How does he do this?
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SAQ 3.3 (tests Learning Outcome 3.3)

What is the major thematic issue in ‘Silence’?

SAQ 3.4 (tests Learning Outcome 3.4)

Operating at the level of the transcendental aedStirreal, ‘Distances’

was partly Inspired by what experience on the p@kigho?

SAQ 3.5 (tests Learning Outcome 3.5)

a) In the pre-coup poems of “Path of Thunder,” Okighments
the political crisis engulfing the nation and cuhaties it with a
prophetic call for what?

b) Apart from celebrating the coup in the post- cooems, how
does Okigbo further does his duty as aconscienbéesaociety?
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Study Session 4

John Pepper Clark: Social- Political
Commitment

Introduction
John Pepper Clark was born in 1935 in Kiagbodda Western Delt

region of Nigeria. He was educated at Umuahia &daddn. Clark is on
of the foremost poets in Africa and a contempordryole Soyinka, an
Christopher Okigbo, who published Clark’s ly poetry. Clark ha
written ten poems in which he laments Okigbo’s itageath. In thit
study session you will learn about his life, thglestof his poems an

social realities informing thel

Learning Outcomes

When you have studied this session, you shouldleeta:
4.1 identify the major issues and the atmosphef&ark’s early poem

4.2 discuss the themes of Clark’s s-political poetry collection
Outcomes

4.1 Early Poems

J.P Clark is one of African’s forerst poets whose poetic Career spar
from the pr-independence era. His poems could be categorizex
philosophical, nature, sensuous, social and palifppems. Clark’s firs
four collections of poet- poems (1962)A Reed in the tic (1965),
Casualtes, and A Decade of Tongu€$981)- not only reflect his
developing poetic sensibility, but also point toezging social vision an
voice. Poemscontains most of his early poetry previously puigid in
The Horn a literary Magazine for creative writinthe second collection
A read in the tide, contains most of the key pomes from the -
collection and nearly all his poems about the Uhittates . It i

remarkable for its central image of people as lobildren and victims ¢
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nature. We also have the images of post-colonigefiin.A decade of

tongue,is a combination of poems from this earlier cditats .

A decade of tonguare explications of individual childhood experience
The collection is loaded with personal images @faald through which
the poet has forged from the childhood days inr@igve community.
Clark conveys the innocent wonder of the child re thewness of
everything, a novelty of experience inquisitivelyn ‘streamside

exchange’
River bird, river bird
Sitting all day long,
On hook over grass,
River bird, river bird,
Sing to me a song,
Of all that pass and say,
Will mother come back today? (1962:20)

According to Osita Okagbue : “ An atmosphere ofggepervades the
entire landscape dPoems with an occasional hint that nature can be
capricious and the world an unkind place. In theoed part of the poem,
for instance, the bird reveals that the child’s Imotis never coming back
(2002: 155). This theme is also present on ‘ABIKMhere the born —to
— die child persist in tormenting the unfortunatetiner, and ‘Night Rain’
where even though the child innocent fascinatiorthat waterchriops
“telling like orange or mango/fruit showered forththe wind” (1962:6).
One is awra that not only the poor family’s slégphreatened but also
their home and lives are at risk of being washedyaly the rain. “Clarks
strength as a poct are his cyiceim and his remackadbilify to capture
the fixture and rhythm of the delta camoscapeigifAgbor dencer” or

the sprawling nisty city of “Ibadan” (2002:155).

A reed in the tidecontains the experience wigoems “flight Across
Africa” records the journey away from home forwéng new experience
of another culture brought about by the catalyierds of “lvbi¢ A

read in the tidereflects Clark’s quest out of his native ljaw eoviment
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and begins to reflect on the larger Nigerian cantex poems like
“Emergency commission” , which trills on the palal upheavals and
state of emergency in the Western region of Nigearad “The leader”

which is about Obafemi Awolowo:
Who unannounced home from abroad
Wrestled to a standstill his champion
Cousin the killer of cows (1965:36)

There is also “Cuba confrontation” (a referencethe 1962 Cuban
missile crisis between the United States and thésanion) “America,
their America” (1964) this collection suggests tHas experience in the
UnitedState was not a very pleasant one. Suchantids when he was
told to bathe more often or when he was told he avasmbarrassment to
the entire group on a tour to the Parvin centemstie extent of the
severed relationship which he had with his hosiesally, the hasty
manner of his departure from the country askedeéwd. According to
Akagbue he was on the whole, the American expegienarks a turning
point in Clark's career: from then on he was noglEmthe private
romantic concerned with expressing the personakmeice in poetry
that is sometimes very intimate and privately aeisbut always lyrical.
As a result of his visit to the UnitedState, Cldngan writing public

poems.

According to Kolawole Ogungbesan, a foremost Nayercritic: the
writer is a member of a society and his sensibitgonditioned by the
social and political happenings around him (19722ark’s commitment
to scio-political happening around him is a prodofchis rich intellectual
background and the fact that he ranks among teedfrAfrican writers
to emerge on the continent prior the exit of thimialists. In the words
of Egudu: African poetry is intimately concernediwihe African people
in the African society with their life in its vatis ramification — Cultural,
Social, Economic, intellectual and Political (19T8is in this regard that
we shall consider Clark’'s commitments as contaimedCasualties,
(1970) andState of the unior{1985) andMandela and other poems
(1988).
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4.2 Socio-Political Concerns in Clark’s Poetry
4.2.1 Casualties

“Casualties” is J. P Clark’'s contribution to the gWliian civil war
literature. In the collection, the remote and imm&xl causes of the war
are highlighted. He goes ahead to bring out thiétyubf the war and its
effects on the people whose community became theditevar. The
political predicament of Nigeria since she becantependent in 1960 is

also highlighted.

History: Nigerian civil war: On January 15, 1966, a military coup by army
officers toppled the government and led to the establishment of military rule
under an Ibo general, Johnson T. U. Aguiyi-Ironsi, who surrounded himself with
Ibo advisers. Northern resentment led to attacks on Ibos, and on July 29 the
regime of General Ironsi was overthrown, and Lieutenant Colonel (later Major
General) Yakubu Gowon, a Northern Hausa, became the chief of state of the
Federal Military Government (FMG). In September some 20,000 to 30,000 Ibos
were massacred, and many more were attacked and maimed. Having reason to
believe themselves marked for extermination, Ibos from all over Nigeria
returned in a mass migration to the Eastern Region, where, under their regional
military governor, Lieutenant Colonel (later General) Chukwuemeka
Odumegwu Ojukwu, many pressed for local autonomy and the more militant
called for independence. The break came on May 30, 1967, three days after the
federal government divided the four regions into 12 states in a move to
decentralize and thereby reduce tribal antagonisms. Cut off by the division
from coastal trade and oil resources which would have made them
economically viable, the Ibos declared the independence of the Eastern Region
under the name of the Republic of Biafra (taken from the name of an inlet on
the Gulf of Guinea). Fighting broke out in June, and despite Biafran forays
during the early months of the war, the federal forces had, by the end of this
year, closed an ever-narrowing ring around Biafra, which continued to resist in
guerrilla fashion.

--Microsoft Encarta, 2009.

In “vulture choice” Clark sees Nigeria as the vrdtua bird of bad omen
that symbolizes cannibalism and death at variousdi. Nigeria, having
been granted independence finds it difficult tondtan her feet just as the
vulture whose wedlock for six years just like Nigés first civilian

experience, epitomizes futility:
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The vulture wanted a child six years was a longtimbe married am no
child ... what if another and child should die theshiall eat both for
right(1970).

This particular poem can be given two interpretegiorirst, Clark sees
the independence granted Nigeria in 1960 as aldragiangement which
could collapse. The political set up which was fasbd on the British
parliamentarian model could not serve the bestraste of the
Anglophone West African Masses. Politician at thed were too self-
centered to allow the model succeed. Consequetitéy,six years of
independent, in Nigeria was characterized by pmalitichaos, arson,
killings, thuggery, unjustified detention and lowti of the national
treasury. Secondly, in Clark’s explanatory notéht® poem, he says the
poem explains the dilemma or choice facing the 1&66 plotters on the
likely outcome of the coup. The atrocities perpgetlaby the Nigerian
political class at that time were many and great ithwas not long before
the five young majors seized power in order to éistea festival of flood”
and “stem a tide”, that is, to prevent greed, a@eand corruption in high
places, The atrocities which the five military offrs considered
sufficient for the military take over of governmeate contained in

“seasons of Omens”

WHEN CALABASH HELD Petrol and men

Turned faggots in the streets

Then came the five hunters.

When claws were discovered that were not in thé&boo
And cattle counted for heads of men (1970)

In this poem, justification for the coup is gives arson, falsification of
the 1963 census figure, rigging. To Clark, thesgplkaings facilitated the
disaster and holocaust that was to overwhelm thgeidin society. In
“The Usurpation”, Clark recounts the period of omcertainty

immediately after the coup. Some of the plotterd fhiad and there was
no government in place. Surprise, awe, and pandemogripped the

entire country as there was a kind of vacuum.
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The evil of war and the loss of friends and relati@re recounted in
“skill and Cup”| where Clark laments the death lo¢ friends. In the

“Death of a weaver bird”, he laments the death lfisopher Okigbo, a
fellow poet and friend. According to R.N Egudu, Rlhas “Succeeded”
in creating for us, by means of a series of metegphend many other
literary devices, unmistakable pictures of thelitytand sorrows of our

historic wars” (1978). To Egudu. Clark’s war poeatgs artistic success.
The image of flood, dragon, hawk, fire, funerakpiind madness which
describe the war are effective for their vigor amhakity, Causality, is a

journey through madness and hell, but in spitesablieak outlook, it ends

in hope.

4.2.2 State of the Union

In the collectionState of the Unioii1985), Clark reflects and refracts on
a number of issues in the society. Reading thrabhghpoem, one finds
nothing dignifying about the monstrous politicallclkemy” called
Nigeria (“The Sovereign”). Clark's indirect and weairony is
appropriate for presenting the unwholesome pictidra country where
nothing works; this is the subject and title of thest poem, “Here

nothing works;”
Here nothing works services taken
For granted elsewhere either break down
Or do not get started at all

When introduced here...
(1985)

There is no doubt, that Clark in this poem is eeghaip an appraisal of
social services in Nigeria, water supply, eledyicitelephone, road
network and Aviation are strange to our land. Ihé&TCleaners” Clark
criticizes political office holders who sees nothigood in whatever their
predecessors had done. “Return of the Heroes” ntsaine return of
Baifran warlords from exile. It is typical of Nigan government to grant
state pardon to such people and even allow theoontest election on
the platform of the ruling party. “Easter 1976” hiights the execution of
the plotters of the February 1976 Coup in which &ah Murtala
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Mohammed, the then Head of State, was assassitistietbria Island”,

highlights occupation of family land by the goveemh and the
allocation to themselves, cronies and foreignerssacrifice” and “song
of the Retired Public Servant”. Clark laments thight of those who
have served Nigeria meritoriously. Some who havenelost a limb
properly or even life do not have anything to sHomnthe love they have
for their country. “One Country”, shows the pligbt the people the
Niger Delta who in spite of the fact that the nasiovealth is derived

from their soil, they suffer most in the Nigeriaadération:
They draw waters up coufftom the rivers
The aborigines upontihes are left

Dry in their tenementEl985).

Amalgamation of Nigeria ~ “The sovereign”, is a poem in which Clark criticiztheamalgamation

The bringing together of of Nigeria and the “so called” oneness of the country.
the Northern and Southern

Protectorates to form a He says:
single colony named

Nigeria, effected in 1914. “It was never a union. It was at best

An amalgamation” (1985).

Clark sees the forceful unification of over foumkued tribes without a
common link as fake and unworkable. However, theagee and
controlled passion in this collection; the richualbns, and complete
metaphors that give€asualties,a depth of emotion and intensity of
language seem markedly absent fretate of the unianin spite of the
starkness, some of the poems achieve a brilliandepatency of image

that one has come to associate with Clark’s poetry.

4.2.3 Mandela and other Poems

Mandela and other poemgl988), has three parts, “Ceremonies for
Departure” and “Departed”, cast a “recessive light the controlled
image of “Mandela.” The first section, entitled “Niela, “deals with the
liberation struggle in south Africa, which the pdefieves in taking too
long to conclude. The title poem, “Mandela,” loaksthe life of Nelson

Mandela as he wastes away in the Robbenlslandnpaed at the huge
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sacrifices that the struggle entails for all itaders. This section also
celebrates great freedom fighters like Samora Machéozambique

and the heroic children of soweto who,
Afraid dige
In the concentration camp
He has made of their land,

Stampede barb —wire and bullet
(1988:9)

According to Okagbue: “nothing in “Mandela” cometose to the
haunting beauty of the poetry of “Ceremonies forp&ure” and
“Departure.” The two are made up of a series afiekon the subject of
death, a brooding sense of loss of close friend$ ratatives to the
relatives to the “vagrant guest,” whom no one wdnitseveryone must

entertain someday” (20@2).

Mandela and other poemsare exceptionally moving .In them Clark
achieves a unique fusion of emotion, imagery,amgjyage to produce
poetry that is part elegiac, part nostalgic, and gsigned rumination on
the passing of time: “All under spell of day /mowas into night” (The
coming of Age,” 1988:47).

The collection does not end quite so hopelesslyitddast poem , “The
order of the dead,” promises a life after deathe’ dead of this land,
praising God / may come again into town as childiérat their first

coming /They went away with a sign of great wrofi§88:36-37).

According to Okagbue, “The modification of Clarkisagic vision
provides the hope that rescues the volume fronpétyasive sense of

registration to the finality of death, a view tli@hot particularly

African... for his readers; this is not the end of tlvad, for there is life

and poetry after middle age.
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Study Session Summary

o7

Going by our review of Clark’s poetry, we can caratd Clark shows h
concern for the plight of members of his societyd dhe instability

which is characteristic of war situations; the eedult of which is

Summary
always sorrow, agony and death. Clark also quagtside Anglophone
West African, to explore the plight of South Afri
Assessment
O SAQ 4.1 (tests Learning Outcome 4.
e a) Clark’s early poems mostly have what thematic com?
Assessment b) As observed in ‘Streamside Exchange’, what atmas

pervade$?oemsand many of Clark’s early poen
SAQ 4.2 (tests Learning Outcome 4.

While Casualtiess based on the Nigerian Civil WeState of the Nation
andMandela and Other Poentsvewhat principal theme
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Study Session 5

Wole Soyinka: Myth, Indictment and
Liberation

Introduction

Akinwande Oluwole Soyinka was born to Yoruba Paem 1 July
1934 in ljebu- Isara, Western Nigeria; he received his educatic
Abeokuta, Ibadan and Leeds in Great Britain. Heesfirst black Africar
to win international fame and the first black Afmct win Nobel Prize il
Literature (1986). He is an innovative poet, a dednag critic and editol
His poetic works reflects African realities; at -colonial and post —

colonial levels. This study seon introduces you to his work
Learning Outcomes

When you have studied this session, you shouldleeta:

5.1 identify the myth in whichdanre and other poer is founded.
5.2 locate the phase of Nigeria's history around wtA Shuttle in the
Outcomes Cryptis thematically woven

5.2 highlight the pan-African cause to whic®gun Abibiman is
committed.

5.1 Analysis of Wole Soyinka’s Poetry
5.1.1ldanre and SelectedPoems

Wole Soyinka's multifarious identities are, howevéributaries of ¢
single stream, fed by distinctive currents of hisroa culture. “On
must never try to rigify the divisions between one experience
another ....all experiences to flow into one anothér® has insiste
(1973:42). Soyinka's poetry has been said to bermmts for its clottet
syntax and knotty grammar, its tortured diction astter overloade

metaphors, most especially for its tendency to wueshuman emotior
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Mount Idanre

A rocky mountain in Idanre
town in Ondo State, Nigeria

Ogun

One of the deities in the
Yoruba pantheon; others
are Sango, Obatala,
Orunmila Orisa-Oko,
Yemoja etc.

40

and experience into mythic archetypés. Idanre and other poems
(1967), the twenty-five-page epic title poem isragque collective. Here,
the reader needs to be equipped with the full Yanuythological belief
prior to an assault upon the text, and Soyinka&fgme and notes are
more confusing than illuminating. “Idanre” whichrmbines a mystical
overnight experience oklount Idanre with the mythology ofOgun’s
descent among men, is a magnificently jumbledofigly inspirational
piece, written in a kind of cosmic delirium, andl fof intellectual loose
ends as a result of its crossing of different leigeBoyinka as a poet loves
to celebrate the tribulations of experience ratfiean the joy of
innocence. His tragic vision extends to the opensti of natural
phenomena; likewise his tragic imagination, asiemaplosited is linked to
the tragic experience of his personal muse, Ogttencappraised by
Soyinka as the origin of the tragic spirit in Yoautmythology and as the
first tragic actor since his successful invasiohef dark irrational forces
that inhabit the gulf of transition. Soyinka seetoshave had certain
epiphany, calling him to fulfill a vocation, in thmanner of Okigbo’s

response to ldoto, the river goddess. He dramatizesxperience thus:

Three years later and some two hundred miles away,
rainstorm rived apart, the intervening years andcsp
leaving, unresolved sensations of my first climb up

Idanre. | abandoned my work. It was middle of tight —
and walked. Idanre is the record of the walk throwuget
woods on the out skirts of Molete, a pilgrimagddanre in
company of presences such as dilate the head asd er
known worlds (1967:3)

Hence, Soyinka has turned himself into the pridsOgun. Idanre’s
thunderous phrases and flashing images convey se sehtremendous
scope and power, transcending its individual opeg;ibut the final effect
is more high-sounding than meaningful, and the esrfrequently

collapse into incoherent esoteric verbiage:
As the First Boulder, as the errant wheel

Of the death chariot, as the creation snake
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Spawned tail in mouth, wind chisels and rain

pastes.
Rust from steel and bones, wake dormant seeds
And suspended lives. | heard

The silence yield to substance
(1967:65)

Here, the various facets of experience collidehat very core of the
initial stimulus. The favorite method in Idanre tis situate impacted

images in a poise of action, as seen above.

The Yoruba religion, just as other forms of African Traditional Religion, has
many deities and deified heroes through whom Olodumare, the Supreme,
thought to be too unreachably great and aloof, is worshipped.
The archetypal, elemental struggles of mythic ferae not informed by
any humanizing perspective, and today the poenitf efalue is a mine
of images and motifs. According to Obi Maduakoro“an uninitiated
reader, Soyinka's modernist technique is bountetabstructionist ...
Roderick Wilson claims that it leads to complexétgd confusion and
Chinweizu et al charge Soyinka with indulging in taphysical
obscurities for their own sake. Soyinka’'s poetmyuiees the same kind of
mental alertness that we have been accustomedais fm the poetry of
Donne and that of the neometaphysicians. Poundehod He resembles
these in the dynamism of his mind, the resourcefgnof his intellect,
and in the habit of yoking together heterogeneoess and concepts”,
(1986: 7-8).

Against this backdrop, Soyinka’'s poetry, accordimdcmmanuel Ngara,
“fails also to appeal to the emotions, the imagorabr the intellect. It is
much too abstract, all dry bones without any juscel no flesh. Such
poetry, according to Ngara, does not speak to e¢adar or listener and
cannot be classified as good poetry’. (1990:95)ndde if art has no

appeal, it is not art.

Nonetheless, one cannot totally condemn the woikayinka; as Idanre,

marks a developmental stage of his poetics. Hex labems collection
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Ogun Abibiman(1976) is more developed in terms of socio — alit

consciousness and ideological thrust.

5.1.2A Shuttle in the Crypt

A Shuttle in the Cryp{1972), is a collection supposed written as a
response to the Nigerian crises; civil war (19671970). According to
Maduakor: “Soyinka was opposed to the war in pplecihe condemned
the massacre of the Ibos in the North, and welcothedlanuary 1966
military coup as an event motivated by a “genuieeotutionary zeal”.
When the war broke out ... he tried without successtoncile the two
parties in the dispute, the federal governmentthadbo .... The attempt
failed, and, for his activities in Biafra, Soyinkeas imprisoned. The
failure of the revolutionary objectives of the firsoup and the Third
Movement is lamented in two poems”, (1990:38%huttle in the Crypt,
(“Conversation at Night with a cockroach” and “Amdhat if thus He
Died?"):

Saw teeth, dribbling a caress

Of spittle on the wound, you nibbled

trust

From the heart of our concerted bond
(2972).

The shuttle next recalls the victims of the massaar Northern Nigeria:
Not human faces, hands, were those
That fell upon us nor was death withheld
Even from children from the unborn

And wombs were torn from living

women
And eyes of children taken out

Oh the points of knives and bayonets
(1973)

After the massacre, after the lament of the victithe cockroach has the
last word:
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All was well. All was even

As it was in the beginning
(1972)

A Shuttle in the Cryp(1972) is the bitter distillation of Soyinka's
imprisonment, the testament of a poet driven tohttiek of madness by
the “mind — butchers” of military power; it is tHigerature of survival
more functional than meaningful. Importantly, theuttle of the title is
the poets imprisoned mind that shunts back anchfortit solitary
confinement, first finding relief in the vexed daism leveled at the
federal regime (“Background and Friezes”); thenelfdiing itself
imaginatively into world literatures, using sheechnical execution as a
disciple to hold itself together (“Four Archetypgsand finally, as the —
landmarks of being subside and materials realityiskees, relocating to
the remote, mystic inner reaches of consciousnesgortantly, the
archetypes are metaphors for the poet’s destirg @stim of injustice.
Sometimes an event in the Nigerian Civil War drasnprovided with an
analogue from history or literature. According taddiakor, the use of
archetypes as a poetic device has enabled thegaedress his readers
directly through the voice of a personal. Furthemnde universalizes his
experience through that strategy, thereby using” “fs signify the
recurrent pattern of human stupidity’. (1986:44dded, | was not
Joseph, a cursing martyr I, No saint — are saiotts moved beyond
Event, their passive valor turned to times slowoldihg.? A time of evils
cries Renunciation of the sanity vision summonsaimshand of truth to

tear all painted masks

The story of the first archetype is taken from Bible. Joseph was a
servant in the household of Potiphar, the captéiRh@mraoh’s security
guards. His wife attempted to lure him to her badd when all her
strategies failed she accused Joseph of attemingplate her honor.
Joseph was immediately clamped into prison withoisl. Likewise

Soyinka was locked up prior to trial like Joseph.

However, the Biblical Joseph resigned himself tte favhile Soyinka

becomes a “cursing martyr” who renounces” the auigion:
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All whose dreams of fire resolve in light
Wait upon the old ancestor in pursuit
Of truth, and to interpret dreams.’

The biblical Joseph as we know was endowed withgtfieof prophecy
and the interpretation of dreams. The creativestaitialso an interpreter
of dreams. The second archetype is Hamlet who bditothe category of
“fanted Prometheans” in Soyinka’'s aesthetic phipbgo Joseph
sacrificed a .sense of injustice to the saintlyovisand Hamlet, to his
penchant for metaphysical speculations. The sinaith Hamlet could
only be applicable to victor Banjo, the Commandethe expeditionary
forces of the Third force, which invaded the Midwigsthe early days of
the war. Victor Banjo’s Third force failed to makedecisive sally into

Lagos.

The Third archetype, Gulliver, portrays Soyinka'salr alter-
ego."Gullliver was humane, long-suffering, law-abgl and
accommodating but would never compromise his ppiesi of justice
(1986:45). The particular episode that brings dugsé qualities in
Gulliver is Soyinka’s role in the war between thdlijputians and the

Blefuscudians:
| could not choose but serve
| took their measure in the depth
Of sea-beds, gallery-slave to claims
Of bread and call. | brought the enemy fleet
To port, and pressed a reasoned course
Of Temperate victory. It did not suffice
| pledged reversion of any strength

To arbitration, they pledged extinction of theiindk
(1972).

In “Chimes of Silence,” which presents the climak tbe shuttles
personal purgatory in the abyss of the crypt. ftgmnization according to

Maduakor or is ritualistic, and its basic metapisoone of a journey, that
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is a rite of passage. The poem'’s ritual structsre deliberate conceit for
Soyinka who views his incarcerations in the cryptaare-enactment of

Ogun’s trial in the abyss:

When Man is stripped of excrescences, when disastdr
conflict... have crushed and robbed him of self-
consciousness and pretensions, he stands in presdityt at
the spiritual edge of this gulf; he has nothing lefphysical
existence which successfully impresses upon théusdior
psychic perception. It' is at such moments thanditzonal
memory takes over and intimations rack him of thtgnse
parallel of his progress through the gulf of tréiosi, of the
dissolution of his self and his struggle and tritnmgpver
subsumation through the agency of the will, (1972).

In “chimes of silence” Soyinka works out his owrvséion through the
metaphor of a ritual journey. These technical dewvidave helped
Soyinka to discipline the emotions and tighten, vesse while at the

same time lending sophistication to the exploratibthe emotions.

A shuttle in the Cryptjs the poetry of private mystic revelation in
extremis, nonnegotiable and often impenet rablike searing vision

cannot easily be transported back into the dimo&esdinary reality

5.1.30gun Abibiman

Ogun Abibiman (1976), Soyinka’'s next excursion iMexrse was the
twenty-two-page epic in which he combines a diregil to frontline
states to take action against south Africa withyghwlogized Menifee for
its liberation (in which Ogun, Yoruba god of wamrths forces in violent,
mystical union with the legendary Zulu Chieftainagh). Section 1 is
devoted to Ogun’s military preparation prior to thetual launching of
the great offensive. Here, he laid aside his resipiities a farmer and
carver and becomes the technician of the forgeseletion Il Ogun’s
military intentions are approved by the great watlof the velds himself,
Shaka, portrayed by Soyinka as “African’s most wemed nation

builder’and  as a “Military and socio-organizat@bigenius”.
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Shaka readily associates himself with Ogun’s mmjitprowess and

provide the reader with a most revealing attritmftéhe god:

Felt the rain of sand as nerve-ends

On my hairless head, and knew this tread

Of wooded rockhills, shredded musts of

Idanre,
The heart of furnaces, and pulsing ore,

Clang of anvils, fearsome rites of

passage

Harvest in and out of season, hermit
Feet perfumed in earth and dung of all

Abibiman - shape of dread whose

Frames the awesome Act of origin — |

feel,
and know your tread.

As mine. (1972)

Ogun Abibimanjs a poetry of the public voice passionately cottedj

but curiously impersonal and unengaging, carryingdeep emotional

conviction. Although refreshingly lucid after Sokais earlier two

volumes of poetry, its forced doggerel rhetorics&lly lacking in the

inner tensions that give the earlier lyrics the@argmnal intensity and

human resonance.

As an African poet, well rooted in his Yoruba ttéati, Soyinka infuses,

music and rhythm to a heroic and sublime pitch gu®Abibiman:

Rogabodiyan Rogbodiyan Turmoil Turmoil
Ogun re lee Shaka Ogun treads the earth of Shaka

Rogbodiyan Turmoil on the loose
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Ogun gbo woo Shakagun Shakes the hand of Sh
O di rogbodiyan all is in Turmoil

Ogun is commissioned by the most authove voice of revolution ii
the precolonial history of Southern Africa to carry themof liberatior

to its logical enc

In part Ill, Soyinka returns to Shaka's war crygi8i! Which She
translates as ‘The song of the spear blade ases:li have ean!. The
acceptance of the necessity for violence in thaeggte for the liberatio
of South Africa. According to Ngara, “.... The poeidagriot rejects th
claim of those who plead nc violence ... After all nor— violence is

returned with violence: (19€100).
Will love survive the epitap—
Another Kaffir gone saves us the swi
Can love outrace the random bt
To possess the heart of black desj

Soyinka ends the polemic on violence and-violence with a referenc
to Yeat's ‘The secor coming; the second coming of Ogun and Sf

signals the end of hostilities and the extinctibmvbite rule in Africe.

Study Session Summary

o7

Summary

To an uninitiated, Soyinka is an obstructionist.t Boyinka’'s poetn
requires the same kind of alerts that is associated with the poetry
Donne; whom he resembles in the dynamic of his mittk
resourcefulness of his intellect and in the habiityoking togethe
heterogonous ideas, particularly in Idanre and tkhuin Abibiman,
Soyinka has create(minor epic which is direct relevance to the Afric

predicamen
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Assessment
O SAQ 5.1 (tests Learning Outcome 5.
e Idanre is steeped in Yoruba mythology. What paldicunyth is
Assessment principally employed in the collectio

48

SAQ 5.2 (tests LearnincOutcome 5.2)

Around what phase of Nigeria's history A Shuttle in the Cry
thematically woven’

SAQ 5.3 (tests Learning Outcome 5.

Ogun Abibima is committed to what paAfrican cause
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Study Session 6

Negritude

Introduction

(Francophone West African)
Poetry

In this study session you will learn aboutthe Idé&egritude. The terr
was coined by Aime Casaire of Martinique in his poéReturn to my
Homeland”, in 1934, ancwas later associated with the movenr
inaugurated by some West Indian and African Sttedam Paris. Th
movement asserted African values; it later becomappropriate startin
point in any analysis of the cultural and litereggponse of the Africato
European colonialisr

Learning Outcomes

Outcomes

When you have studied this session, you shouldleeta:

6.1 establish the link between the policy of assimilatihe rise of thi
Negritude movement.
6.2 Explain the nature of Negritude poetry

6.1 Origin and Bases for Negritude

Assimilation

A colonial policy in which
Africans are promised
French citizenship in
exchange for stripping off
of their African personality
and adopting French
culture

The term ‘Assimilation’, is used to describe therteh colonie policy in
Africa. It encouraged the educated African to sdwematural ties to h
land, culture and then adopt the French culturerder’ to be reckone
with as a French citizen. As W.E.F. Ward clearlysgy the price paid b
the African was hig: he must cut himself off completely to the Fre
ways of life” (1952:58

This was precisely what French wanted and desighea result, a larg
number of African students were sent to Francerdeioto accelerai
their adjustment to the norms anclues of a modern society, which
course translate to their being separated fronintbiens and values’ ¢
their own indigenous society. Notably, these Afnsavere incorporate

(assimilated) into the French culture but whetheytgained equal soci
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status and recognition with Frenchmen is a differeatter. According t
R.N. Egudu “Assimilation was not aimed at elevatihg African but a
devaluing his culture, and that was why it was tiduinecessary to str
him of his true cultural self and pon him a foreign one which he w
later to revolt against. The contemptuous attitafléhe French towar
the African and his world was vindicated by thagcdimination betwee
‘metropolitan France'- the original, undefiled Franc— and ‘France

oversea which was there only for economic purposes. (19¢-31).

The alienation of the African from his cultural roots triggered negritude.

Conscious of their cultural heritage and seeingutgency of assessil
Western Cultural values and their corrupting infloe, the foundin
fathers of Negritude quests to rediscover their ogwuitural roots
Incidentally, some of them had enjoyed a mre of acceptance with
the French cultural arrangement owing to the piors of the Frenc
colonial policy of Assimilation. According to Okupe O, “The policy
succeeded in alienating the average educated maantis own culture
people and cultural wvironment, offering him instead, a false sense

acceptance intthe French society” (1997:144).

ITQ

0 True or false: the African under the policy of asation, upor
stripping off Africanism, is fully welcomed into &nch society

Feedbacl
* False. The African he is merely given a false atzege intc

French society. He becomes neither French nor #ir

It is against this background of cultural and otf@ms of dominatiot
that negritude poetry has been written. The Neggittinovement
essentially a cultural one, though some of its adbje are political

About negritude Aime Cesaire s¢
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To set our own effective revolution, we had firstput off
our borrowed dress, those of assimilation, andraffour
being, that is our negritudeto. be truly ourselves, we ouc
to embody the negro African culture in the realities of tt
twentieth century. For our negritude to be an eiffec
instrument of liberation... we had to shakeffthe dust an
assert it in the international movement oé txtntemporary
world. (1967:45).

ITQ

0 While the French used Assimilation to govern tiAdiican

colonies, the British used what policy?
Feedbacl

e Indirect rule

Leopold Seder Senghor, says that, “negritude isstima total of the
values of thecivilization of the African world”. It is not racism, it is
culture? The tenets of the negritude movement abyuterive from the
definitions, especially Senghor’s extended definisi especially Sengh
extended definitions of the concept, negrit Some of the tenets
according to Egudu are: “the doctrine of identityhich states that tt
black people have an integrated separate identiking them out fron
other peoples in the world; the doctrine of innaiteity, the doctrine ¢
originality or raturalness as against the artificiality of the peans, thi
doctrine of beauty as incarnate in the black wonthe; doctrine o
universal role which presents the black man asreékervoir of world's
humanity and assigns to him the role of rejuvematiankind that has
been impoverished by the abstractness and impaitsonof the white
world. This perhaps is the essence of that commwaainth, the imag
symbol and the cosmic rhythm which instead of digdand sterilizing
unified and made fertile(1978:32)

. The French promised the African assimilation into French society, the British
o’ maintained the distance, aloof; which to you, is more dehumanizing?
Reflection
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6.2 The Nature of Negritude Poetry

The whole focus of ‘negritude poetry will becomeasi once we rightly
place emphasis on the ‘being’ of the Blackman ashéart essence of the
concept of negritude. More so, for instance, tlwatatl the poems written
by the francophone African poets can justifiablythgged as ‘negritude’
poetry: Mary of them are protest poetry like thatheir south African
counterparts: and Many wrote against neo-colommeléd oppression

like Anglo phone African poetry.

On negritude poetry, Egudu has this to say: ‘nedet
poetry must be seen to consist of those poems vdhiol
that the blackman has something rich and valuablkis
nature and culture .And it is natural that francmud
African should be concerned with showing thus redm
and value in some of their poetry, because theye iee
direct victims of ‘assimilation which deride theigence of
black humanity and culture (1978:35).

As a reaction to this attitude, the FrancophoneécAfr poets have shown
through negritude poetry that black humanity anttuce have always
existed. As a result, negritude poetry is theretoiend of ‘epiphany’, a
demonstration of what black ‘beings’ is. The idstafichool of negritude
Leopold senghor has written more than any otherituelg writer and he

is easily the most renowned

Negritude poet. Negritude will always remain oneh&f most significant
literary movements to have arisen in Africa .AS ratgst movement,
Negritude was a product of concrete historicaldiesctAccording to kinfe
Abraham:

The black protest writer these dwells on his paesttly
because of an attempt to escape contempt due tonige
history which has demeaned his person and belittlisd
culture. But it is also partly because of a strodgsire to
negate the pernicious propaganda and non-trutbishwh
have haunted him over the years ... the black whigs the
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twin tasks of responding as the insulted party amd
explaining as the spokesman of his own past andepte
(1982:1)

Negritude, was a product of bourgeois intellectlié, the intelligentsia,
as earlier posited, it makes an important develapnie the political
consciousness after years of colonization and saegation, the
African elite was pleasantly surprised to realizbat African had
something to be proud of after all —they need moathamed of their race
and colour as Europeans had led them to believat ©) African
inteligentsia was beginning to question the dontingeology and to use
literature to attack it (1990:24)

ITQ

0 The Negitude movement extended to West Africa?

Feedback
* False. It dominated principally the Francophone Wafica
poetic landscape

Negritude later became a rallying outcry of thecklantelligentsia of the
African Diasporas especially in the Caribbean. Mafsthe problem of
colour: the beauty of the Negro race, the courdgbklack people, the
warmth and humanity of the black race and so onsanfdrth. According

to Franz fanon:

The Negro, never so much a negroas since he has bee
dominated by the whites, when he decides to prbae he
has a culture and to behave like a cultured persomes to
realize that history points out a well-defined patthim: he

must demonstrate that a Negro culture exists (1987.

As an extremist, response to an extremist situaiamationalist reaction
to the distortion of European cultural imperialiddegritude was in
danger of demeaning into fantasy and romantic isi@alThis is true of
Leopold Sedar Senghor, he exalts the virtue ofAfieean race in the

most exuberant manner, just as he levels criti@sfBuropeans for their
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inhuman treatment of Africans and their lack ofshaualities which

make black people fully human and natural.

In writing about the Africans’ belief in the guaadship of the dead,
Senghor is demonstrating that, as against Christighe African has his

own indigenous religion:
Let me listen in the smoke but where there comes
A glimpse of the friendly spirits
Let me breathe the smell of our Dead, gather
And speak out again their living voice ...

In ‘Murders’ he extols the praises of Senegalesgsgeho have been
‘captured’ and made prisoners in France. To himstlatue, symbolizes
the black race, are ‘the flower of the foremostubgan a world devoid

of beauty and elegance. To him:
... You are the flower of the foremost beauty
In stark absence of flowers
Black flower and solemn smile diamond time out
Of mind, you are the day and the plasma of thedsio
Virio spring, Flesh you are of the first couple,

The fertile belly milk and sperm....
(1875:96)

Senghor in ‘prayer to masks’, he posits that withibke black race, the
whites can not survive, he sees, the black raeeAfhican as ‘the leaven
that the white flour needs’, the black race, isnsag bringing light and
life to a world that has fallen victim to the perdf negative technological
influence. To him, it is the Negro who is to infusesliness, spontaneity

and Joy into their world:
For who else would teach rhythm to the world
That has died of machines and cannons?

For who else would ejaculate the cry of joy, that
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Arouses the dead and the wise in a new dawn?
We are the men of the dance whose feet only gain

Power when they beat the hard soil
(1975:97).

In the above according to Ngara, “we see not ontgreservatism which
leads the author to a romantic ... Rejection of moitleand escape to an
idyllic pre-rational past, but also a suggestiaat thhe African as a race is
endowed with certain psycho-physiological qualitiasking in other
races”, (1990:25). Those ideals include, body B#ity, associated with
the Negro, which signals, harmony and togetheraegscommunalistic
spirit. In “New York”, his belief in a symbiotic lationship between
European and African values, which may have befemrived by his deep
involvement with, and knowledge of the two culturde is aware of his

own indebtedness to Europe and Africa:

New York! | say to New York, let the black blooaW into
your blood, cleaning the rust from your steel atations.
Like an oil of life giving your bridges the curvé e hills,
the Liana’s suppleness. See, the ancient times @amam,
unity is rediscovered, the reconciliation of thenlithe bull
and the tree (1975:98)

In like manner, the whiles of New York are picturad cold, lifeless,
heartless stripped of human feelings. This is atstched by their
physiological inflexibility thus, they have hipsathare as rigid as
bridges” this inflexibility is contrasted with tHiweliness of black people
who dwell in the other side of New York Harlem.the words of Ngara:
“this is a philosophy based on race, which claihat & certain race will
for ever possess qualities which will make it sigrela philosophy that is
both subjective and idealistic’ Ngara states furthe is the same
philosophy that inform the theme of Bernard Dad@em ‘I thank you
God’ a simple but rich poem, full of subtle irongut nevertheless

declares in subjective terms:

| thank you God for creating me black white is aloc for

special occasion black is a color for everyday arhve
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carried the world since the dawn of time and myglaover
the world, through the night, creates the day,ankhyou
God for creating me black (1978:99).

Kinfe Abraham proportionally defends Negritude odeological
grounds, but failed to realize is that, in the $®m@n or subjective
school, projected Negritude as an ideology of thellectual's elite.
While it portrays the general political consciousheof the African
people at a given historical moment... of a class lilaa fallen victim to
acculturation and was only beginning to accept vthatAfrican masses
had never rejected. To Ngara, the poetry consfgtsnaantic and abstract
philosophizing which bears in direct relation tmeemics realities. The
Senghorian school is preoccupied with the cultugadychic and
physiological aspects of the African and does a&etinto account the
level of economic development which shape humaraviebr. To this
extent, the Senghorian school of Negritude doesagotirately reflect,
the real conditions of existence of black peoptegxaggerates and

falsifies particular qualifies of the Negro raceptesent distorted picture.

The realistic school of Negritude-David Diop hisefiy,according to
Okunoye, “do not rival Senghor’s in quantity bdteos us a radically
different rendering of a similar experience andovis The anger and
nostalgia that serve as the informing spirit, faofs poetry stemmed
from the prolonged, alienation from Africa and higpatience with, and
reflection of Europe and all that it offers (19947). The theory that
black race possesses certain genetic qualifieshwinigke it superior to
other races is no longer a central theme in th@rkwthey are now
concerned with the fact that, black people havéesed at the hands of
white people, that the African has been made thecolf history by

resisting white domination and asserting his hutgafihe work of these
poets (David Diop, Agostinho Neto and Variato daiZJrAfricans are

presented in terms of the harrowing experienceg theve had, the
suffering they have endured and the new form ofasamnsciousness
they have acquired. They are concerned about degpidh concrete

terms, the sruggles of black as opposed to absttedrizing about their
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race. In Diop’s “Africa,” he decries the coloniat@unter and lamen

the loss of the seren of the past.
Africa my Africa
Africa of proud watrriors in ancestral Savann

Despite her faraway river...

Though all Negritude poets are unanimous in reversing European’s forged
history of Africa, David Diop, Agostinho Neto and Variato da Cruz have a
vision characterized by revolutionary nationalism and realism while Senghor
and his school of thought have a vision characterized by subjectivism,
fantasy and romantic idealism.

Diop according to Okunoye, is concerned about thgstice, the
oppression and the dehumanization that Africanfesed in the hands «
the colonizing powers. This is why he depicts imaete terms, th
colonizer as in human, heartless and greedy. Hadsdahe woes of tf
African continent on the rather tragic ant of European, the enduril
complicity of the Christian mission (1997:150).the Vultures

In those days

When civilization kicked us in the fa
When holy water slapped our cringing brc
The vultures built in the shadow of their tal

Thebloodstained moment of tutel:

In those days...

In Viriato da Cruz’'s poem,’ Black Mothe

Your presence, mother, is the living drama of @
Drama of flesh and blood

Which life has written with the pen of centuries likm the
SenghorianSchd, concrete representations are portrayed in thalif
School

In Agostinho Netro’'s ‘The Blood and the seed, “ti@rrowing

experience, the future and pain are symbolizedniggies of bleeding
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grief and cries become a source of hope symboligedhe seed and

various
Image if growth
Our cries
Are drums heralding desire?
In the tumultuous voices, music of nation

Ngara a Opines, “this is the school to which DaWibp belongs. He i
indeed a Negritude poet but one whose vision isratherizd by
revolutionary nationalism and realism as againstdbjective idealisn
the poetry, throbs with the rhythms of Africa claesistics if Negritud

poetry, them black coaur is celebrated.

Study Session Summary

3y

The picture of the blacman given by the negritude posts is one dr
on the black man’s experience in history. For @vgf what it is to be
negro in the world of men. Furthermore, the pictigebased on th

Summary
culture and intrinsic nature of the Blackman, ani ithese two Ictors
which give man his essential human tr
Assessment
O SAQ 6.1 (tests Learning Outcome 6.
e Discuss the distasteful human conditions that étigd the negritud
Assessment movemen

SAQ 6.2 (tests Learning Outcome 6.

What made many negritumwriters to dwell much in the past of Afric
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Study Session 7

Okara and Awoonor: Realistic

Introduction

Traditionalism

In this Study Session, we will explore the worksGxbriel Okara an
Kofi Awoonor. Awoonoris Ghana’s most famous poet and major Afri
Literary figure who has worked in many genres.Cel Imomotime

Gbaingbain Okara wefrom Bayelsta Statean ljaw nation in Nigeri

Learning Outcomes

Outcomes

When you have studied this session, you shouldleeta:

7.1 establish the centrality of the images, the bacet #re front, tc
Okara’s poetry.

7.2 discuss the traditional models employed in andilessage of son

of Awoonor’s poetry collections.

1.1 Gabriel Okara

60

Gabriel Imomotime Gbaingbain Okara was born 24 Ad®21at
Bumoundi in yenagoa, of Bayelsta State the ljawonabf the Nigel
Delta in Nigeria, he was educated of Umualia and Yaba €l ol

technology

Okara started writing poetry in the early 1950s,ii@ne the olde:
contemporary writers from English speaking Afriedthough they ar
extensively anthologized, Okara’s extant poevere collected in a slir
volume, The fisherman’s invocatio(1978), a quarter of a century af
he received his first poetry prize for “the call tbe river nun” in 195:
Okara share the same landscape, with Clark, tragdag the many inle
and rivules of the west African seacoast and, more partilsulay the

mass of creeks around the mouth of the Niger D¥k4,. both were als
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influenced by European modernist school of T.StENE.B Yeats, an

the Irish pries-poet G.M Hopkins.

The tone that precominate inThe Fisherman’s Invocatit is one of
gentleness, as a when one meets Okara in persomired with ar
overwhelming sadness as he moves effortlessly amadlognically amonq
private public and cosmic levels. His use of nataey come in part fro

his reading in the English Romantic poets, espgciaVilliam

Wordsworth. (His poems” spring” is rereputed to éna@purred Okara 1
write poetry.) However, such familiar bearings argckly shaken b
mutual and at times violent imagery and a beat miscent of oral
traditional songs. Although Okara’s prosody is tetbe analysed his
sonorous verse undeniably has some of the “sphigthm” quality of
Hopkins verse, which went so far as to foregroured“speech framed -

be heard” at the expense of ring.

‘The Fisherman’s Invocatior abounds in nature imagery. According
Ngara’, there are constant references to waterstim the moon, tr
earth and so on. Also running thoughts are imaggsring to fishing—
canoes, paddles, nets and water'other aspect is the use fertil
imagery which has sexual connotations. There ayelier, twc
dominant image— the Back and the front symbolizes the past anc
future, or tradition and modernity respectivelyheltwo are depicted
dialectical intraction with each other. As a result, the themthefpoern
can be summarized as the reconciliation of these #apparentl

contradictory force

e the back—the past / tradition
* the front—the future / modernity

Okara’s poetry often depicts them in dialectical interaction with
each other.

In the view of Okara, the only way for the Africantelligentsia, place
on the horn of a dilemma by the contradictory detisaand pressures
tradition and modernity. That is, the combinatidrth® idealsfrom both

sides

It's only the back caught
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In the meshes of Today

And | see moons past suns

Past nights and past gods reflected
By the back trying to slip

Through the meshes like a fish

In The Fisherman’s Invocatigrthe major motif used by Okara is that of
fishing, which he skillfully weilds into artisticcons. The fisherman and
his cohorts are fishing from a canoe. The canoebsligally is that
which ferries it is the modulating principle of dif without which one
cannot survive the pressures of history; it is thiaich provides one with
moral principles and social values. The net, is theans, the apron
strings by which the necessary network betweempést, the present and
the future can be affected. The Canoe must advdndeto do that, it
must draw substance from a source with the hethehet. Now the net
brings nothing from the right side, nothing frometheft side, but
something from the back. However, the back is rastyeto catch and
bring up into the canoe. It comes after an endurimgticulous and

preserving quest. It is heavy and can see eagilylsbugh the net:
Draw gently
Draw carefully
Don't let it slip
Draw it up into
The Canoe and lets hold
It in our palms
The Back, the gods,
Even for only
One still moment...
One teaching moment

“The Fisherman’s Invocation”, is Okara’s most andris poetic work

because, while adopting a deliberately non-politisiant, it reflects
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through indigenous imagery the tribulations of atbuilding as well as
the traumas that befall the self.

Interestingly, what Okara calls “the Front” (as oped to “the Back”)
signifies both the present and the future, aswfdte a translation of the
imperfect tense in the sub-Saharan African Langsiatpereby setting the
poem against a nonwestern conception of time. $ddairful companions
nightmarish vision of the past as a desert oreddup well, the fisherman
insist that the past may turn out to be a fertikaninine body, an

archetypal mother not to be defiled:
There’s water from a river
Flowing from the bottom of the Back

Of the womb.
1978:5

The fisherman briefly becomes a cosmic hunter, tfee teacher’s
“‘invocation” is to

Stalk the Back in the forest

Stalk the Back in the heavens

Stalk it in the earth.

Stalk it in your umbilical cord
(1978:5)

Which entails looking for the past in one’s origind development as
human being. The mention of the “umbilical cord™ist fortuitous, for,
in ljaw belief, it is buried at birth in the natiw®il and thereby forces its

owner to return to it at the moment of death.

ITQ

o0 How does Okara’s poetry expose his landscape?
Feedback

* In The Fisherman’s Invocatiothe major motif he used is that of

fishing,consequently there are recurrent referertoeganoes

paddles, nets and water, common sights in hiseatiger Delta.
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In ‘Piano and Drum’, the drum is a symbol of traait and it is
associated with natural images — ‘the mystic rhythihe panther ready
to pounce’, ‘the leopard snarling’ and the ‘the edikvarmth of hurrying
feet’. The drum also associated with naturalnessldé®. Everything is
galvanized into action by its sound. The protagdmimself is turned into

a frenzy of activity:
And my blood ripples, turns torrent,
In my mother’s lap a suckling;
At once I'm walking simple
Paths with no innovations,

The piano, on the other hand, only manages to pmdiscordant and
futile tunes. It speaks of complex ways’, in teafurrowed concerto’.
Instead of making him feel at home with his envinemt, it takes him to
‘far-away lands’ and ‘new horizons’ speaking in Isigtrange sounds as
‘diminuendo’, counter-point and ‘crescendo’. Tharm is so much in
disarray with its own complex system: ‘it endghe middle of a phrase
at a dagger point’. The poet is ‘lost’, he keepsraering’ not knowing
rhythm to follow the tension between the past dredgdresent in relation
to the future, between tradition and modernityatsits worst in this

poem.

According to Ngara: ‘There is a strong elementashanticism in Okra’s
traditionalism. This romanticism comes out in th®quitous images of
nature that occur in ‘You Laughed’ and other poefitfirough this
collection of poems there are references to thi giwe sky, fire, the sea,
rivers, waves, fish and other natural objectsthis set of images we can
see a combination of romanticism and traditionalisi refusal to come
to terms with world of modern technology. The drisnalso a key
symbol”. (1990:51). Okara is anxious to be guidgdhe rhythm of the
drum, and following the rhythm of the drum symbe$izobedience to
nature, being guided by tradition. He or She whiniges to obey the

drum is heading for destruction.
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1.2 Kofi Awoonor

Kofi Awoonor is Ghana's most famous poet and m#&#fiican Literary

figure who has worked in many genres. Retliscovery night of my
Blood (1971), this is one of the lyric lament, expregsihe western —
educated Africans drifting sense of loss and amguws his or her
severance from indigenous cultural traditions tieate been cut away by
a perverting modernizationNight of my Bloodpermeated by the
returning exile’s complex mixture of feelings: arywdatalism alongside
nostalgia for childhood joys and lost harmonies)giags as well as

forebodings about what he will find. Awoonor's mbethe Ewe dirge.

Hence, a recurrent motif in Ewe dirge poetry is tiwarted or painful
return: the ancestral pilgrimage after sojournalien and hostile worlds,
leads back to desolate land of neglected and rustethes, eaten by

termites:
It came one day at the dead of night,
Destroying the cement walls,
And carried away the fowls,
The cooking pots and the ladles,
The sea eats the land at home...

In Awoonor’s much anthologized poem in “The Weavke, Bird’, which
originally appeared in Rediscovery, the rediscodesierines are defiled
by the metaphoric droppings of foreign religionsd afalse political
messiahs. The image of the weaverbird, notoriousitk colonizing
habits and its destructive effects on the host albews Awoonor to open
out into the larger theme of Europe’s colonial altsan Africa’s material
and cultural wealth, envisaged in the poem as ags® of desecration
that leaves contemporary Africa with the task djuilding everything
anew. Once invited in, the weaverbird returns ‘fre tguise of the
owner™” the tenant turns landlord, and the invadeindulged by the
misplaced gratitude of indigenous hosts: “we did want to send it

away” (until the morning after)
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Awoonor models his Rediscovery night of my Blood after the Ewe dirge, as
such he carries over into it the dirge’s recurrent motif ofa thwarted or painful
= return.
Tip

The Brooding, sorrowful tor of those poems is offset by pointed sé
denouncing corrupt, neocolonial traitors who haabjtred the magic ¢
being themselves” (“we have found a New land”,). the lament fo
neglected gods and decayed shrines of African irggnce movemeni
According to Derek Wright: “The dirge’'s format of wdly
disappointment and frustration is a rea—made vehicle for th
expression of the dwindling millenarian hopes ofiédn nationalism an

the subsequent post independence disillusionmgi02:65)

The persona in these poems undertakes a journeig thath realistic an
mythical, leading both outward into society anddepectively into th
self. The speaking “I” of an Akpalu dirge is sinarieously the grievin
individual singer and the voice the whole community, plunged in
mourning by a death. Thus it is through him that ¢cbmmunity— and in
Awoonor’s imitative elegiac songs are not isolatedbursts of privat
melancholy and statements of personal alienatather, they function &
expressions of a collective desolation and as an efegyhe spiritua
death of an entire culture and the passing of an(€his is the “night” o
the poet’s “blood” in “Night of my blood”.) Sup-imposed, in turn, upc
this pilgrimage is the modern pc— exile’s circular passage of depart
and return, rediscovering at last the wisdom okatars and ritual poet

traditions and submerging himself in their sustagntommunal ethc

Ride me, mema (1973), this volume is based on the first yearie
experience in the United States between 1968 arith.1%frican
memories crowd in alongside its anecdotes andigrgéical statement
as Awoonor moves away from the dir-lament into other oral style
and into literary traditions outside his ance: heritage. The range

Ewe forms is extended to include the halo, thehgavitriolic song ol
abuse, and the praise song. Under the first categome jocularly
caustic portraits of meddling fir— world scholars, under the secc

earnestly adulatoryf black American writer, singers, and jazz musisii
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A violent energy coincides with a tightening of thends of politica
commitment in these poems. Awooner testifies to sh#ferings an
struggles of victims of the black Diaspora, esdbciander the brutalities
and hypocrisies of the modern United States, wkaxps breaking int
his enjoyment of the company of the American hokisfi Anyidoho,
have commended Awoonor’s continued more sparingofitiee dirge (ir
‘African memories’)and his richly mic deployment of the halo (

‘songs of Abuse”

Model for Ride me, memory: the halo, the earthy vitriolic song of abuse, and
the praise song

The house by the < (1978), recounts the prison experiences
Awoonor, having been enmeshed in political trouddfier his return t
Ghana in 1975.The prison poem at the centre ofwbigme, in theil
remorseless examination of the nature of politicalolvement ant
respmsibility, reveal a harsh, distilled intensity, &ty sharpness ar

brittle clarity that are new in Awoonor’s wo

This is raw, survivalist poetry (some of it writtem toilet paper an
smuggled out of his cell), urgently confronting ttealities ofpolitical

repression, torture, and assassination of Afriaaoh global contexts ar
posing ultimate questions about the nature of fse-whether it is best
served by the private pursuit of s—fulfillment or by the public servic

of unromantic revolutinary labours.

In his next collectionthe latin American and caribban notebr (1992)
The harvest of his diplomatic employments and fsavre Brazil, Cuba
and Nicaragua. In this volume the poet is by tused defensive (of his
Nkrumah period and afr) and selfaccusatory. He presents himself.
the historical present, as ‘the braggart loudmootiastful uncertai
diplomat’ (‘Rio de Janeiro; fearful and lovely cjtghunned off abroad 1
serve another country while his own is being wrecks fools and
criminals. The ambassad«poet then proceeds, from a position
comfort and privilege, to project his own sensedidplacement upo

victims of the black Diaspora in other lar
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As we have noticed, Okara and Awoonor are guided lmpnsciousl
formulated aesthetic ideology realistic traditionalism. Their poet
reveal certain patter- the use of image of nature, and things assoc
with the African traditional mode of life, the usé simple words th
creation of rhythm patterned after drumbethe use of ljaw and Ew
modes of expression and so on. All these are gldarked to their
authorial ideology, and in those few poems wherages referring t
modern technology are employed it is quite cleat they are used -

show the contrast in lues that the poets are anxious to artict

Study Session Summary

o7

Summary

A close examination of the two poets reveals thate is no emotion i
the manner in which they give expression to thelwmigical imperatives
except for few of latter Awoonor's poems. Therenis attempt tc
sentimentalize the problem, yet the genuiiss with which the poe

articulate it and the lyrical quality of the veigmeak of deep feeling.

Assessment

Q)

Assessment

68

SAQ 7.1 (tests Learning Outcome 7.

The back and the front are two dominant imageskiar@s poetry; hov
do they define ththematic concerns of Okara’s poe!

SAQ 7.2 (tests Learning Outcome 7.

a) What does Awoonor'sRediscovery night of my Blo
principally lament using the model of the Ewe d#

b) While Ride me, memoyyestifies to the sufferings and strugc
of victims ofthe black Diaspora, especially under the brutal
and hypocrisies of the modern United States, Thesdidy the
sea is woven around what adversity in Awoonore:
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East African Poetry: Social Disparity

Introduction

The social dislocation, which incidentally is atte@ not just of the Ea
African situation, but of the po— colonial African situation in general,
very well illustrated by the case of the privilegede. An observer onc
remarked hat ‘there are many indicators that the ruling €lasrapidly
becoming closed with seperpetuating through the monopoly

European language. As a result, East African pgetpple with the
current problems in their society; by domesticatimgr literary works in

this study session, you will examine their literaoyrks

Learning Outcomes

Outcomes

When you have studied this session, you shouldlegeta:

8.1 explain social inequality as the main theme of Bdistan Poetr

8.1 Social Inequality and East African Poetry

One major reason for corruption in East Africahie tnsatiable quest fi
wealth, particularly among the civil servants aodtigzians. According tc
a political analyst, Herbert Spiro, ‘the old trib@istoms of exchangir
presents and the insufficient administrative training of thavil
servants’, hence, one cannot easily distinguistvéxt an uncommittin
and uncommitted present on one hand, and a brilteeoother, and it ce
also be noted that many people who have no forrdministrative

training at all are not corru,

The masses have also become poorer, not becayseahaeot compet

with the existing oppressive structure in pace,thay have lost the littl
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they have been able to gather looking for employmenthe fice of
increasing unemployment. This is because indepesddas brougl
with it an increase in the status and wealth oitip@ns and governmeil

officials and a corresponding decrease in thogbenmasse

It is the presence of such vices as these he absence of the so mt
‘preached virtues of socialism, according to R. diguvhich constitute i
the main the subject matter of much of East Afripapetry’, (1978: 129
which inform it with a human consciousness thainisscapable for it
tragic reility. As a result, various East African poets hagacted again:
these social ills in their various ways, notabhgyt have all condemne
them. It is also noteworthy, that, these sociathifit has eat«- deep into
the fabrics of East Africa is alsoesent in other parts of the contine
The only point of divergence is that, while the fogihone West Africal
poets are concerned more with colonialism and Nedgi the Eas
African poets are more preoccupied with the curgmablems in thei

society.In the words of a Kenyan poet, Lennard Ok

The East African poet seems in his relative alosgnieom
negritude enthusiasm, to be striving to come tpgwith the
present. Perhaps he feels, subconsciously, thah muthe
colonial situation has beesxplained away for him by tt
longer established West African poets and, theeg
considers negritude a dead subject which wouldpdits his

creative energy in vague nostalgia (1967. 13

O = Major theme in West African poetry: colonialism and Negritude.
- = Major theme in East African poetry: social inequality, suffering of

the masses

-
=

Hence, we shall focus more in this study sessionthe contemporar
lifestyle in East African poets. In Jared Angirdo Coffin, No Grave’.
We saw the diarof a wealthy politician where he made known, whet

be buriec
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Capitalism

An economic system in
which private businesses,
not the government, control
the means of production
and distribution, doing so
primarily for profit making

72

Well, his diary, submarine of the Third World wdrosved
he wished to be buried in a gold-laden coffin l&ké&/. I. P
under the jacaranda tree beside his palace a shaitéis

grave and so much beer for the funeral.

Against this backdrop, the poor people frustratelwish of this selfish

politician.

He was buried without a coffin without a grave; gwavengers
performed the post-mortem in the open mortuary oith

sterilized knives in front of the night club...

In the above poem, the Ugandan poet, the peopldfigds their
annoyance, for while the rich man had surplus nessuto be buried with
excess money for making ‘beer for the funeral cemyhand even the
fact that his grave would be sheltered, the masses:

Brood on books

Brood on hunger

And school girls

Grumble under the black pot

Sleep under torn mosquito net...

We only cover the stinking darkness

Of the cave of our mouths

And ask our father who is hell to judge him

And quick and the good...

The poem depicts the evils cédipitalism, neo-colonialism and greed. The
land that would have been need to produce food,evas slotted to be
the burial arena of the rich politician; therebybdeing them from

utilizing the land for productive use.

In another poem, ‘The street’ by the same poetrggsta picture in
which the agreement between the haves and the ‘avkeis sharply
placed in focus: as worms crawl, and Mercedes amhys cars slide

past, Wananchi the poor man who has his nostridsked scratches his
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body with his tiny nails; and as the ‘vultures whiand ‘the band
splashes / up the night club 'Rolls-Royce /sleeld anol 'drives past.
Significantly, the use of ‘worms’ and vultures’ agmbolic. Worms are
parasitic and vultures are birds of prey. Both d¢fmme represents the
oppressive owners of the Rolls Royce,zephyr anccedez Benz cars,
who like the parasitic worms drains the economik-lbging of the social
commonwealth , and similar to the activity of theltures devour the
lives of their squalid compatriots. According tgugu, ‘The effect of
those images is to show the degree of contemptwihibh the poet holds
those capitalists who have taken more than thepgnr share of the
national wealth,(1978;13). He also appeals to tbeahrconsciousness of

the populace in order to facilitate social regetienaand alertness.

In ‘The song of the common man by Crispin Hautoth Tanzania ) , we
could situate the issue at stake, social inequatigre, it is portrayed in

the form of physical and psychological suppression.
These my brothers no longer brothers
Their hands are whips, along they drive me,
These my sisters no longer sister
Their mouths are cannons, spittle of fire,
These my playmates no longer play mates.
Their actions are fates, my life they decode,
Fellow humans load me a poor ass,
To be driven pushed, kicked and abused.

This is indeed the anthem of sung by ‘common mardjrge, regarding
his plights, in the society where, few, privilegedividuals devour the
nations wealth, and leaves a wide gap, between sblges and the

poverty —stricken populace .

These people, in the words of Okot p’ Bitek,fromadda, have their
grabbing tendencies upset The social balance afidtien so much that,

the gap between the ‘haves’ and the ‘have-npiears unbridgeable;

And you eat green vegetables
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Without the simsim paste

And your thin children

Collect the odir and ocenne insects

And they roast the odir and ocenne

And cat them

And the children of others

Are fat,

And their wives grow large buttocks,
They eat meat from the chest of bulls
And the skin of their legs
Shines with health

This is another aching scenario, in which therendgs balance in the
distribution of the societal resources, while soi@ed-fat, others have
nothing to eat some children of the privileged ticiins and their

capitalist cohorts feed on expensive, imported fio@ms.

In another poem, ‘The Death of an Eland’ by Henrgrl8w(from

Uganda), here, an invalid woman, portrayed witloteand pathos, is
‘emaciated with hunger and pain and on whose bodyes ‘Fat... blush
green,” and ‘numerous small brown’ ticks are swagnand feeding, is

pleading for mercy and help from the passers-by.

However, one of these passers-by sees her ands aiterhelp; It is
however, a hunter who had pity on her. As the husags,’ It is kinder to
shoot her’ as a result, he raises the gun and shoet neatly. The
hunter’s action here may be seen as sinister, gnwve realize that
both the hunter and the invalid woman, belongh&some social class,
we appreciate the step he has taken. He might tiiak due to her
condition, and that if the poor are not taken aafieit is better to Kkill
them, rather than constituting visual disharmonyhim society. Indeed, it
is better for them to be dead than continuing fifesimg.
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In another poem by Laban Erapu (from Uganda) ‘thét @f giving’,
here an attempt to help the needy is rebuffedhey society. Infact,
according to Laban, givers are chastised and flicuo such a society,

the beggars waylaying his to such a ‘betters’ felphs a mere:
Heap of rags
That pollutes air-conditioned
City centre
Whose silent presence
Intrudes into your preoccupation.

The sympathetic man who once found occasion to g@igein was found

guilty by the scandalized crowd.
Of recalling attention
To the impenetrable patience
They had learnt not to see

The ironical situation here is striking: first thelper is rebuffed rather
than commended, and secondly, the crowd that comelérthe helper is

said to be scandalized.

For Everett Standa (from Kenya), the poet portridnes callousness of

urban dwellers for pretending not to notice thegaeg in the cities:
But, my friend, do men
With cripple legs, lifeless eyes,
Wooden legs, empty stomachs
Wander about the streets
Of the civilized world?
To teach me my friend, the trick,
So that my eyes may not
See those whose houses have on walls

But emptiness all around;
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Show me the wax you use
To seal your ears
To stop hearing the cry of the hungry.

In this poem, the hypocritical attitudes of the ilied people are
portrayed in the poem ‘I speak for the bush’ thegensitivity towards
the plight of poor people, particularly in the rdueaeas. According to
Egudu... Of more significance to the subject of thelg session is the
fact that those who are blessed with wealth haveyss for seeing the
poor and have sealed their ears against the a¢hediungry, (1978:138).

Another poet's perspective, Henry Barlow, ‘builditige nation’, non-
challance to the suffering of the masses is camged with dishonesty
and hypocrisy in high places. The poem is preseintethe form of a
dramatic monologue spoken by a high governmentciaffi of his

occupation with nothing ... What he calls ‘highly idate diplomatic

duties was actually, ‘beer’.
Cold beer with small talk,
Then fried chicken with niceties
Wine to fill the hollowness of the laughs
Ice cream to cover the stereotype jokes
Coffee to keep the PS awake on return journey.

To the poet, these were the ‘dedicate diplomatteedu Mostly those are
the preoccupation of most African government offii Lavishing and
wasting resources on things that are not benefitrige common people;
what concerns them according to Barlow, is whay twuld grab within

a short period in government.
So the PS had ulcers too!
My ulcers think are equally painful
Only they are caused by hunger,
Not sumptuous lunches!

So two nation builders
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Arrived home this evening

With terrible stomach pains
The result of building the nation
Different ways.

The chauffeur, who knew that 1 PS was trying to deceive him ma
known the above lines. What he is trying to sayhiat, there is th
chauffeur, who is representative of the poor pedMiose job is to driv
the PS around in the car, for he has performegitaper function. Th
PS is not a nation-builder but a natioleoter motivated by avarice al
greed.

In the words of Plato, the essence of foundintateds not to promot
the happiness of a single class, but, so far asiljes of the whol
community’ (1955:157). As eesult, the principle has been gre:
violated in the community which the East Africarepohave dealt witl
In that community, the guardians, unlike the b#liparent (father
would give their children (subject) a stone fordateor a serpent for h
:(1978:141). As seen in the above example, urliké@ Anglophone an
Francophone poets, deals with in practical ternesréality dawning ol
justice, equal distribution of social amenities aogportunities an

fellow- feeling have been most fervently dispelled.

Study Session Summary

o7

Summary

The East African poets seemed to be preoccupidd twé suffering o
their fellow citizenry in the face of abundance aptbnty, beel
squandered by the privileged political class. Thds been their maji

thematic concern in this study sess

Assessment

Qg

SAQ 8.1 (tests Learning Outcome 8.

Establish social inequality as the main theme et Bérican Poetr
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Study Session 9

Okot P’bitek: Alienation and Cultural

Introduction

Nationalism

In this study session you will learn about colasml alienation an
cultural nationalism as the main themes around hvidkot P’Bitek

works revolve

Learning Outcomes

Outcomes

After the Study Session, you should be able to:
9.1 EstablistSong of Lawin@andSong of Ocoas allegorica

9.2 Identify the main issue Song of a Prisoner.

9.1 Biography of Okot P’'Bitek

Okot P’Bitek was born in 1931 inGuhi, Acholiland forthern Ugand
His writings are influenced by oral literature, hi®ther's songs, and tl
stories his father performed around the evenirg fite has been laud
for his successful use of oral fornn his English language poems. O
P'Bitek (193:-82) the singer of satiric songs was throughoutsbjsurn
on earth, and in his consciousness, a rustic baxcdas to weave th
ironies and contradictions of contemporary -colonial Africa into
symphones that would caress and at the same time prickahéobes o
his audience. P’bitek-Brief stay at the Obafemi Awolowo Universi
lle-Ife Nigeria, must have irked most of his intelledteolleagues wh
saw in him a “renegade”, lectures for P'Bitekre village squares fi
entertaining his stunned but thrilled student:vmuld perform som
Acholi songs in his high pitched voice and the stud would respon
with ovation! After the performance, P'Bitek wousduttle to Oduduw
Hall with a few ‘brave students at his heels for some pints of b
P’Bitek argued that his salary was ‘loot’ which thevernment paid fc
his ‘antics’ as a professor. Few however knew thase bouts of beer
Oduduwa were masks worn by an anguished soul eweia exile as
his fatherland Uganda was under the maiming gradpsdi Amin.
Among his works are: Song of Lawino (1966), SongQufol (1970)
Song of a Prisoner (1971), and Song of Malaya (),9ie Horn of my
Love (1974)
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9.2Analysis of Okot P'Bitek Poetry

Hint

9.2.1 Song of Lawino and Song of Ocol: Voices in the
Wilderness of Alienation

Song of Lawino is frequently seen as the publicatitat brought p'Bitek
to literary prominence because it openly stoodAfricanness at a time
when the forces of progress, development and nkgiore s scared most
people away from asserting their African identitieawino the main
character in the poem not only makes social antir@llcomments but
also speaks for the voiceless majority who helpjessand between
modern and traditional cultures. Lawino, the protagt in Song of
Lawino, can be seen as the embodiment of mosteofaipirations and
contradictions of the Ugandan wretched of the edmthpeasantry and the
peasant laborers who have all been violated byn@liem has shaken
their economy, world view, and cherished spiritustitutions, thus, the
world in which they are now thrown into is one imigh things are no
longer at ease since the colonizer put a knifelbthe things that hold
them together. Consequently, they are stunnedusedf dispirited and
utterly alienated in various shades from the ingths erected by
colonialism. Lawino can be seen as personifying #pirit of despair

waiting in the night of the conquerors and theiriédn heirs.

Idi Amin became the dictator of Uganda in 1971 after he overthrew President
Milton Obote in a coup. Clearly the most barbaric dictator Uganda ever
knew, he ordered the deaths of approximately 300,000 persons considered
to be intellectuals or political opponents. Few intellectuals werefortunately
able to escape, among them Okot p’'Bitek.Amin expelled about 70,000
Asians, who owned most of the country's businesses and nationalized their
companies.In1979, he was overthrown by the Tanzanian army with help
from Ugandan rebels operating out of Tanzania. He was rescuedby Lybian
troops from capture and lived in exile in Saudi Arabia until his death in 2003.

It is crucial that we stress the class dimensiobaotino if her cries are to
be interpreted meaningfully within the context dfriéa’s neo-colonial
existence. Though Lawino is individualized as agudistled wife
engaged in a domestic brawl with her husband Odw Wwas literally
abandoned the countrified Lawino for a citied aodhésticated mistress.

Tina, yet, Lawino’s trenchant criticism of Ocol & collision of two
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antagonistic classes and their values. Lawino'stiea to Clementina,
her husband’s westernized lover, creates the imjmeshat Lawino is a
newly married woman, for a woman seasoned in ngeriaould not be
bothered by the likes of Clementina. To p'Bitek, wiao is a
spokeswoman for her people (i.e. people who newst o university).
Lawino’s estrangement from her husband is the bafsi®col’'s public
ridicule since he considered her out dated “like tthings left behind/ in
the desert homestead/like a wild goat campaigniog power thus
neglecting his meals “as if | do not cook!” it lig estrangement of wife
from husband that facilitates the verbal tusslevbenh Lawino and Cool.
Lawino can be regarded as the encapsulation ofdlilgieasant culture.

In the words of Cabral;

. Culture is the result, with more or less awakkne
consciousness of economic and political activitiee, more
or less dynamic expression of the types of relation
prevailing within that society on the one hand lesw man
(considered individually or collectively) and natuand on
the other hand, among individuals socials stratalasses
(1980 : 141).

Lawino therefore personifies the resilience of Alcipeasant culture in
the wake of the corrosive effects of colonial aed-eolonial domination.
Thus she celebrates with glee Alcholi moves: stiklieeen ‘chief of girls’
as a Youth, is a good dancer at traditional feltjvia well grounded in
the Alcholi names for surrounding phenomena and kadn the
enslaving religion of the colonizer: “ | refused jmn/ The protestant

catechism class/ because | did not want to beconaene-girl.

Lawino can be fierce in her defense of Alcholi atdt but she never
degenerates to being a cultural chauvinist. She gnafers her peasant
songs to the colonizer’s, is contented with heditianal meals utensils,
ways of life beliefs, superstitions philosophy anen accepts polygamy
‘1 have need of it’. All she asks for in the neacety is an affirmation of

the authenticity and validity of her peasant c@tur

| do not understand
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The ways of foreigners
But | do not despise their customs
Why should you (Ocol) despise yours?

Lawino’s belief in her peasant culture can be daidaffirm Ngugi's

observation that despite the corrosive and alingatature of colonialism
only a figment of the conquered people imbibe thageeror's credos
and mannerism thus leaving mass of the people dtife to the soll
without completely losing contact with their tradits. Hence, Lawino

extols the magnitude of this mass culture:
Listen Ocol, my old friend
The ways of your ancestors
Are good,
Their customs are solid
And not hollow
They are not thin, not easily breakable
They cannot be blown away
By the winds

Because their roots reach deep into the soil Bat'adulterated’ Ocol,
representative of the educated native is uttergnated from his cultural
heritage and declares that he could uproot and ligmthe entire

homestead:
To hell
With your Pumpkins
And your old Homestead
To hell
With the husks
Of old traditions
And meaningless customs,

We will smash
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The taboo s
One by one
Explode the basis
Of every tradition
We will uproot
Every sacred tree
And demolish every ancestral shrine

Ocol’'s cultural alienation cuts him off from hisqpe’s dances, rites,
ancestral worship, communal ethos, gerontocratioega medicinal herbs
and philosophical interpretations of surroundingemdmena. Thus
disconnected from this cultural umbilical cord tlwatuld nourish him
with spirit won energy, he looks with disdain ats hpeople’s

technological level, their history.

The political parties are pierced by the searcimbglligence of Lawimo,

they are exposed for what they are; lies and deceit
The woman Yodel
And make ululation!
Not because they understand
But, because they are tired
Tired of the insults and the lies of
The speakers
As a result, there is a wide gap between the pialits and the masses:
And while those inside
Eat thick honey
And ghee and butter;
Those in the Countryside
Die of the smell

They re-eat the bones
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That were thrown away

For the dogs

Ocol personifies the class of educated Africans awen his creator,

P’Bitek affirms this ‘He’s a voice of stupidity @eople who went to the

university ‘, thus imbued with this Eurocentric adilectical outlook,

Ocol inveighs against his people’s cultural hedtagd history and vows

to uproot Lawimo’s romanticized and symbolic punmpkind hopes to

replace it with the tree of capitalist individuatis

| see an homestead in the valley below
Huts, granaries....

All'in ruins

| see a large pumpkin

Rooting a thousand beetles in it;
We will plough up all the valley,
Make compost of the pumpkins
And the other native vegetables,
The fence dividing family holdings
Will be torn down, i will uproot
The trees demarcating

The land of clan from clan....
124

African history is negatively perceived by our ‘edted native’. Africa

becomes in his consciousness, “the sleeping iddatfpiseased with

chronic ilinesses. Africa’s forms of social conssoess are superstitions;

his technological inventions become mere toys:

Look at his toy weapons
This utensil, his hut....
Toy garden, toy chickens,

Toy cattle,
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Toy children.

Songs of Lawinas entertaining and teaches a sense of self-wbeh
resists the effects of Western Cultural dominati8ong of Ocglis a
typical male song because it is a response to d¢besations irSong of
Lawina. It is Okot's way of agreeing with Lawino and hesistance to
Westernization, while also accepting the social anttural changes
taking place in Africa. In song of Ocol, Lawino nedéer match. She is
silenced because her song is viewed as “the cahfiugise made by the
rain after the Butcher's knife has sunk past thadwpipe”. (1996:10).
Lawino actually upset those who thought leavingasin traditional for a
western way of life was fashionable and progressiveey thought they
had come a long way and were upset when Lawinotedijgtg them that

they were misguided.

On the other hand there were those who cheereérmcwliraged Lawino

because she spoke for those who were intimidatedsilkence.

9.2.2 Cultural Nationalism: Song of a Prisoner

Song of a prisonewas written while Okot was in exile, it may haveeh

influenced by the feeling of abandonment, and gicts what he saw as
Africa’s struggle with the evils of Uhuru — confasi unpleasant
experiences, doubt and regr8bng of A Prisionerjoined a chorus of
voices that said national leaders had been Uhurpdisonal gain. While
government leaders benefited from Uhuru the poarevieaten, jailed,
and even killed without cause. The poem is generaiderstood to be
Okot’'s examination of the unfulfilled expectatioosUhuru, but it may
also reflect his community’s struggle to understdahd meaning of
independence. Notable Acholi political leaders loé 11950s failed to

communicate the essence of independence to thaitgpe

The anger of those who have lost their freedom xgressed very
effectively in the last lines of is expressed veffgctively in the last lines

of Songs of a Prisoner:
| want to drink

Human blood
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To cool my heart

| want to eat

Human liver

To quench my boiling water thirst,
| want to smear

Human fat on my belly

And my forehead.

Song of Malayacould more readily be seen as a companiolVtite
Teeth,if Okeca'’s story was viewed as the beginning dfanr migration.
While Okeca went to town to save up money to mgneygirl he loved
most Acoli young men in the 1960s went to townearsh of education
and white-collar jobs. And, unlike Okela, who reted to his rural home
after he felt he had achieved his goal, most o$¢hyoung men become
acclimated to urban life and came to view the aiytheir homeSong of
Malaya is primarily the story of urban dwellers. Imporisn there is
something common to Okot’s ‘Songs’ and that is tise of traditional
modes of expression and African imagery. In Ngara@rds “The
imagery similar to that of Okara, but the binarypogition between
nature imagery and metaphors derived from modermtadogy is not as
strong in the Ugandan poet as it is the Nigerigd0(162). Even while
depicting modern life, P’'Bitek makes use of imageken from a

traditional set-up
Two bulls wrestle
With their horns
The horn of the ruling bull
Breaks
And he tumbles down
The smooth breast
Of the hill

And plunges
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Into the River.

Study Session Summary

&y

Summary

In this study session, we learnt thaiSong of Lawin andSong of Ocal
Okot spoke out on the cultural changes taking plac&choliland anc
beyond.Song of Malayas primarly the story of Urban dwellers and t
myriads of challenges encountered by young pedplke.can also sa
that Okot P’Biket’'s achievement iSong of Lawin is unparalleled in
African poetry to date. ‘Using traditional modeseafpression and trop:

he creted a memorable poem in the medium of Enc

Assessment

Q)

Assessment

SAQ 9.1 (tests Learning Outcome 9.

Song of Lawino and Song of Ocol allegorize whatdatable Africar
situation’

SAQ 9.2 (tests Learning Outcome 9.

What is the main issueSong of a Prisonér
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Study Session 10

South African Poetry: Dennis Brutus

Introduction

In this study session, we will examine the contiidtms of Dennis Brutus
whowas born in Salisbury, Southern Rhodesia (now HaZmbabwe)

of South Africarparents in November, 1924.

Learning Outcomes

When you have studied this session, you shouldleeta:
@ 10.1outline the condition of black people in South A#iduring the
Apartheid regime.
Outcomes 10.zexamine the response of Dennis Brutus to the Apatthegime

through his works?

10.1 Short Biography of Dennis Brutus

Dennis Brutus was born in Salisbury, Southern Reiadénow Harare
Zimbabwe), of South African parents on 28 Novemié&?24. Educate
South Africa at FortHare UniversityCollege in Aliemd the Universit
of the Witwaterstrand in Johannesburg, he tau¢nglish for fourteen
years in South African high Schools. A coloured sper Brutus
participated in many ar-apartheid campaigns, particularly, th
concerned with sports. Eventually, The South Africgovernmen
banned him from attending political andcial meetings and made
illegal for any his writings to be published in Sofrica. In this stud

session you will learn about his wol

10.2 Apatheid in South Africa

All our land is scarred with terror
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Apartheid

The former political system
in South Africa that
effected a rigid racial
division between the
governing white minority
and the non-white majority
and gave all political
benefits to the former.

The apartheid laws
classified people according
to three major racial
groups—white; Bantu, or
black Africans; and
Coloured, or people of
mixed descent. Later
Asians, or Indians and
Pakistanis, were added as a
fourth category. The laws
determined where members
of each group could live,
what jobs they could hold,
and what type of education
they could receive. Laws
prohibited most social
contact between races,
authorized segregated
public facilities, and denied
any representation of non-
whites in the national
government. People who
openly opposed apartheid
were considered
communists and the
government passed strict
security legislation which
in effect turned South
Africa into a police state.

The apartheid reign
spanned over four decades,
from 1948 to the early
1990s.

--Microsoft Encarta.
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rewarded unlovely and unlovable;
sundered are we and all our passionate surrender
but somehow tenderness survives

(Dennis Brutus. “Somehow we survive”.)

The modern African poets who wrote about colonmalisvere
preoccupied with a past problem. Their work, likaryshoots, flowered
out of the corpse of colonialism (though its ghissstill living among
Africans). Contrary to this, the South African ppétve painted and are
painting from life: their modelApartheid, is before them and very much
alive in all its ugly aspects, brutalizing the poets they write and

demonstrate various antics towards that enemy.

hydra-headed beagtpartheid, which more than its mentor, colonialism,
has terrorized and dehumanized the black Southc#is. Mbuleto
Vizikhungo Mzamane graphically captures the natuwe racial

discrimination in Brutus Apartheid South Africathme following words:

You are born to parents who have had to beat tfiexin
control regulations in order to live together andten your
“locations” which have been divided along racialel in
accordance with the Group Area Act. You are taught
Based very often by teachers who really know ndebet
under the Bantu Education System — at University gice
taught by third rate lecturers’ who have failedntake the
grade at Stellabosch or Pretoria and have therdfesn
relegated to teachings blacks: when you compleate, gay
not do certain category of job, even if you arelifjed for it

because of the Job Reservation Act...

Here is the same type of contradiction that indmsthas tended to
present despotism as benevolence; the same typeymadcrisy that
presented colonial oppression and exploitatioméduise of civilization

and salvation. According to R.E. Simons:
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Three centuries of white settlement (is) phasectdignial
wars, expropriations of tribal lands, slavery, cixt
labor and industrialism... color prejudice was eniteamd
deeply ingrained among whites; but their policy ratial
discrimination, through vicious and degrading, elffd in
degree rather than in kind from the discriminatgracticed

elsewhere under colonial rule, (1967:7).

Apartheid (or apart-hood) is therefore the highewvamark of the colonial
movement, comprehending in one breath oppressimtrimination,

exploitation, enslavement and estrangement’. InttSddrica, strangers
have become landlords as it were, and forced theemof the land into
cultural and physical exile. According to Egudut i this hostile
situation that constitutes the background of mo@®muth African poetry.
This poetry is prefaced with the struggles and atigihs of earlier
freedom fighters, such as the League of AfricarhRidormed in August
1929”, (1976:46). Their freedom song, like Modeouth African poetry,

is both an expose and a reaction:

We the Black Race, cry for freedom!
Africa Our MotherLand,

Was taken from our fathers

When the darkness hemmed them around.

As a result of the inspirations from the above sahg South Africa
poets have responded to the Apartheid situationvarious ways.
According to Egudu, ‘a number of the poets haveetgesung their
sorrows, and their poetry reads like a weak — lirabedirge. Arthur
Norje (1970), for example, is mainly concerned ws#if-pity resulting
from loneliness in exile and general racial disanation. His poetry is

therefore sentimental and tends to sap the energgction.

10.2 The Poetry of Dennis Brutus

In examining the work of Dennis Brutus; there haerb five distinct
phases in his development as a poet, each markimrbgl and thematic

shifts that not only reflect his changing preocdigre and professional
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concerns but also document profound transformatiortsis conception
of the nature and function of poetry. Each new pHass grown out of a
personal experience that made him question hisiqusvattitudes
towards verbal art and seek a more satisfying bidiehis energies of
articulation. His collections includeA Simple Lust(1973); Sirens,
Knuckles and Bootg1963), was published in Nigeria through the
assistance of his friends while he was in a Soutit#ns Prison from
Prison, he used to smuggles out series of poelis twife writing about
his Prison experiences. Those were later publistsddetters to Martha
(1968). His later collections includ€hina poem$1975),Stubborn Hope
(1978),Salutes and Censur§$982) andAirs and Tribute€1989).

Brutus reacts with vigor, integrity and defiant bégness to the
Apartheid police regime in South Africa. It is Busts temper, intellect
and imagination that save the protest from soundiegely strident from
degenerating into blubbering emotionalism or matvlgslf-pity or naive
malice. Brutus have demonstrated through his potttay he is fully
aware of and responsive to the Brutal world of Boéfrica. ‘In the
words of Egudu, ‘Brutus is fully alive to his sdci@sponsibility as a
south African poet. He once said: ‘I think it isngly true that an artist, a
writer, is a man who lives in a particular sociabhd takes his images and
ideas from that society,” This is tantamount toirsgythat the nature and
magnitude of a person’s behavioral response, id Wwhaays, thinks or
does, is some function of ... the stimulus situatiomvhich he is placed

and of ... the nature of his personality.

Dennis Brutus poetry is the reaction of one whméntal agony whether
he is at home or abroad. This agony is partly chuse harassments,
arrests and imprisonment, and mainly by Brutus’aceon for other
suffering people. This Brutus feels psychicallyuigid in some of his
poems. When he traverses all his land as a ‘traubdd finding
wandering ‘motion sweeter far than rest’, he islifgethe pinch of
restiveness resulting from dislodgement. All thetdes that make life
uncomfortable are assembled in the poem: banningngdiry and
movement’, ‘Saracened arrest’, and ‘the captorisdhand against them

Brutus takes to roaming in freedom, ‘disdainingquixoting’ (i.e.
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pursuing an ideal honor and devotion), singingtta time. His fight is
purely psychological, not physical, for he putsampattitude which the

oppressors would least expect and which would dised them.

Brutus is combating the forces of oppression with ‘tenderness’ which,
though it is ‘frustrated, does not wither'. (S.l4P.as in the previous
poem, the agents of pain here touch the mainstalyeoimind. Perhaps a
good place to begin would be with one of the firehdon poems i

Simple Lust:

| walk in the English quicksilver dusk and spreag mands
to the soft spring rain and see the streetlightd gie
flowering trees and the late light breaking thropgiiches of
broken cloud and I think of the island’s desolatrsk$ and
the swish of the island’s haunting rain and thepdeste
frenzy straining our prisoned breast: and the mérmo w

are still there crouching now in the grey cells,tbe grey
floors, stubborn and bowed. (1973:102).

The painful recollection of his imprisonment on Reh Island, the
contrast between freedom and confinement, the wildnicensory
perceptions — all these are typical of Brutus’ ppéh exile, but even
more noteworthy is the full-bodied texture of theem. Brutus is no
longer writing unornamented verse. The diction iimpte, the form
irregular, the line length flexible instead of fikéut there are also traces
of alliteration, slauted end rhymes (dusk/duskslstie rain/rains
cloud/now/bored). In the same poem, there are tmestigating
searchlights’; there is the monolithic Decaloguef@$cist prohibition,
and above all there are ‘patrols’ which, like srakencoil along the
asphalt dark/hissing their menace of our lives. sehdorces have
organized that ‘terror with which all our land isasred’ and which
‘rendered (it) unlovely and unlovable’. The facatiBrutus emphasizes
his use of ‘tenderness’, and not malice or evensighy action, as a
fighting weapon does not mean that he is not ajgiree of the ugliness
of his situation. He clearly states in ‘| am thalex(S.L.,P. 137), that

although he is ‘gentle’ and ‘calm’ and courteousstvility’, yet ...
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Wailings fill the chambers of my heart and in myatebehind my quiet

eyes | hear the cries and sirens.

And this goes on to emphasize the point that his iganental rather than
physical. For this kind of pain, Brutus devises ental weapon, as he

indicates in ‘off the campus’:s

So here | crouch and nock my venomed arrows ta@ideaf eardrums
waxed by fear, and from the corner of my eye cgtthpses of a glinting

spear.

In warfare it is the nature of attack that detemsithe type of weapons to
be employed by the attacked for defence. In Soutitd it is not so
much the physical destruction of the blacks andwed by the whites,
as the dehumanization, that is painful to Brutus. aélulthood, his
experience which included deprivation of fundamkertaman rights
through coercion and other pedagogues of aparthestem, incessant
brutalization and harassment, was largely resptengibp his ‘perception
of South African reality, and the shapening ands@ng of his critical
sensibility’, (1997:180). It also informed his selgsent reactions which

are readily predictable’. One can notice this inrflgk Sermon”:
This cold reflection
Of our interlocking nudity
Moralizes ascetically

On sensual intellection or morality
(A simple Lust 21).

According to Dassylva, ‘The ‘cold’ raw, enshrouded unflavoured
presentation of reality of man’s inhumanity to manapartheid South
Africa is suggestive of sheer ignorance of the faat man, regardless of
colour or race, is born equal....our interlocking ityiddhe poet means as
in love (-making) or in death, one thing that mammot help is being
voluntarily naked”, (1997:180).

The poet goes further to portray the macabre daimat is apartheid

system while still using (love-making) images ie fbllowing lines:

... Our images cavort
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In silent dissonance
Or graceless dance

Slow sarabands of passionless lasciviousness aoel through a
cacophonous gavotte MarionettesDevoid of gracefub@edents we
pirouette in senseless choreography or jerk orchivig strings of lust...
(A Simple Lust, 21)

Brutus’ artistic and critical vision transcends theestion of apartheid or

racial problems. As expressed by him in “Their Bebar”.
Their guilt
Is not so very different from ours exercises
Who does not joyed in the arbitrary of power
Or grasped for himself what might have been atth

And who has not used superior force in the moment

when he could.
(and who of us has not been tempted to thesgsB)n-
According to Dasylva:

“The point the poet seems to be making is the rfeed
victims of apartheid not to see the issue of wicless as a
monopoly of the white, it is inherent in man redess of
color or race”, (1997:181).

It could therefore be said that, Brutus made a esgm®f his poetic
response to the apartheid situation in South Afri¢ia concern for the
suffering of others, his intellectual protest witihanalice, and the hope
which has defied cell despair — all of which he pastrayed through
images and diction that are imbued with freshnesisvision — show him

to be a capable poet fully committed to his so@aponsibility.
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Study Session Summary
Throughout much of his career the hallmark of Bsutmnost maturt
poetry has been a consistently resonant luc conched in a variety (
Summary expressive forms. He has also remained a steaolifigeent of socie
injustice and political oppression, speaking ouaiagt the evils o
apartheid and other institutionalized forms of ahdiscriminatior
Assessment
O SAQ 10.1 (tests Learning Outcome 10.
e Outline the condition of black people in South A#&iduring the
Assessment Apartheid regim
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SAQ 10.2 (tests Learning Outcome 10.

Examine the response of Dennis Brutus to the Apattiegime throug

his works*
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Study Session 11

98

Mazizi Kunene: Traditional Aesthetic
Ideology

Introduction

Kunene’s poetry is based on a profound understgndinthe mores
culture and cosmology of an African nati-the Zulu, for kunene, tt
utilization of traditional material involved a edwl study of the Zul
literary tradition, Zulu literey forms and the effects of colonialism &
the Christian religion on Zulu literary forms. Irodusing on Zult
traditions, Kunene does not degenerate into na— mindedness and
ethnicity. He does not write as a Zulu who is un@naf Africa. In this

study session you will learn about his works.

Learning Outcomes

When you have studied this session, you shouldlegeta:

11.1situate Kunene’s attempt to reconcile the worldwand linguistic
repertoire of a traditional society with the resdistruggles against
Outcomes oppression.
11.zdescribe the effectiveness of traditional materigsKunene’s

poetry

11.1 Review of Kunene's Poetry

A poet or for that matter any creative writer, caincontrive hissubject
matter or themes. He must know what he is wrig about. If he does
not, he will come up with something unnatural, afistic and downrigh
phony. Only a Jewish poet can write about barmiizv®nly an
Afrikaners poet can describe Nagmael. A typicatbklman can tell hoy

he slaughters a black goat his ancestors.
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Poetry is the language of emotions. Only words @avey the meaning
of this language to the heart, where emotions aré ® be situated.
These emotions are only existent in human beindk thie result that
creatures other than Homo sapiens are said to \@iddef love, hate,
fear, despair and hope. Consequently, every pesbonld, because he
has emotions, understand and appreciate poetrgrwide he is no

different from a brute or a stone.

Like people all over the world, black people of BowAfrica have

emotions. They love, they hate, and they fear, tespair, they aspire.
For too long, they have been muffled by unfound=dd which cannot be
suppressed any more. Though, there have been easd Df being
lynched, murdered and imprisoned if they darecertigir voices to what
they know for a long time to be wrong and expedtetde righted. Their
fears have been compounded by the teachings ofiomésges about
heaven and hell. Acceptance of the injustices pexfeel in their lives
would be rewarded with heavenly bliss, and the efijam of this

oppression would lead to perditions they were tatmbelieve.

Of course now they have been through this in thiet lof these realities
as inherent in South Africa, that we shall exantme poetry of Kunene
Mazizi;who is commited to the use of oral traditiom proferring

remedies through artistic means, to the harshtie=alin South Africa.

According to Kunene:

Oral literature constantly projects the examplesadially
desirable actions making series of those who uphiod
highest communal values and villians of those wiudate
them. Its strategy is therefore to be effective ediately
and to be of immediate application ... to maintadniriterest
oral literature of necessity links itself with vaws social,
political and religious events Any gathering becenaefit
place its expression be it a work party, a circlsoci
school, a diviner’s get together, a family reuniardance, a
feast, a festival, an evening gathering by thesithe, or a

shepherds’ gathering. The participation of the comity is
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an essential part of a literature that is not dinhg’ but also

communal in its intent  (1976-32).

The communal quality secularizes the literature arakes accessible
what would otherwise be a highly moralistic or ditia literature. The
fact that is based on concrete social and histoemants brings closer to
everyday morality and action. It deals with theiedh challenges of
things that can be achieved and therefore becomes than a litany of

super human ideals.

To Kunene,the Zulu thought is seen as represeatabfy African
thought.In Zulu poems he uses traditional modesthifiking and
expression without advocating a return to the pasir does he
necessarily glorify the past like the Senghoriamost of Negritude. On
the contrary, Kunene’s writing is preoccupied bglegtical thinking, this
poetry portrays a world which is constantly advagdio a higher state,
and this partly accounts for the strong elemenbmimism that runs
through the poem on resistance to apartheid. Améamene’s
collections areAnthem of the Decades: A Zulu E®79) and a second
collection of short poems, thAncestors and the sacred mountains.
Emperor Shaka the great : A Zulu Efi®79)

Kunene’s as a poet that prides himself in Zulugduphy and culture.
This is well exemplified in few of this poems randy selected from
some of the earlier mentioned collections. Theskide “ In praise of the
Earth’s: ‘stages of Existence’ , ‘The Bound’ andf&e worlds’ In these
poems Kunene's explores the cosmology of the Zudople, their
attitude to moral issues, social relations, deaith @ther related issues.
Kunene’s uses Zulu beliefs and cosmology to adieudnd propagate his
own personal philosophy of life. Zulu traditiondetature and thought
are therefore used to illuminate the present aeduture. In Zulu poems,
there is no advocacy of a return to the past, mdireentalization or
idealization of the past. An interesting examplehofv Kunene uses
traditional material to project his own ideals inlZ poems is ‘Anthem of

Decades, which dramatizes the Zulu creation myth:

The belly of the earth split open
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Releasing animals that crawls on the earth

And others that drum their hoots on the ground.
The .lion roared thundering the fruit fear

Other beast less ferocious stared

Until, aware of the satisfying taste of blood,
Joined in the general carriage.

So the lesson was leant. Life must continue

And good things must feed the ruthlessness oftappe

ITQ

0 Negritude poets portray the greatness of Africaditions, as

does Kunene; why is Kunene not classified as ailelgr poet?

Feedback
» Kunene does not romanticize the past, as do Negripwets, but

maintains a realistic view of the society as chaggi

Kunene admits in the introduction to the collectibat not everything in

* Anthem of Decades’ is taken from the Zulu creatioyth, according to
him, | have used the story of the origin of life, $ays and added my own
detailed description according to the dictates wiuZulture, (1970:41).
It is important to note that, while Kunene may haeen influence by the
Christian story, Kunene has been careful not taéhice into his poem,
elements that are deviously alien to Zulu culttine idea of good and
evil does not appear as such, | have not howeesepted Sanwaz as the
devil since such a concept does not exist in im@dit Zulu thought ,
what matter most there is that Kunene’'s myth fite imodern thinking.
Kunene sees the world as a being in a constané sthtmotion,
progressing from lower to higher levels of existnidis worlds is not a
static one, it is characterized by dialectical matesm, this philosophy
permeates Kunene’s thinking at this stage of hiseaza we can
summarize Kunene’s authorial ideologyZnlu poemsas that of an Afro
centric, Optimistic and dialectical thinker wholgs Zulu culture and
traditional thought to give expression too his owsion. This is well
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delineated by those poems that deal with what neagailed themes of

resistance”. In the screams:
| offer you screams of a thousand mad men
Who scream to those without mercy
Who scream over the graveyards
Of skeletons piled on pole,

Bones dislocated from their joints

| offer you the cloth that is torn in the middleftlin the field

By those who departed before the children were egdirom the

breast
Tell me, tell me
Who wore it before the fall of winter?
The themes of resistance fall into three categories

First, Kunene's response to European culture aedlady; secondly
resistance to oppression in south Africa in anrgwati almost allegorical
ways, using the traditional idiom and those thattrpy the theme of
resistance more directly, in the modern idiom;, firet category, consist
of very few poems, the best ones being Europe’thedcivilization of

Iron. The one titled ‘Europe, begins with a celélora
Europe, your foundations
Are laid on a rough stone
Your heart is like cobweb
That are dry in the desert.
The basic idea in the poem is clear:

The hard-heartedness and complete lack of warmtEuodpe. It is this
hard —heartedness which led Europe to choose ithe ¢moom of steel, in
the other poem ‘steel’ as associated with boldvaolént diabolism:

| saw them
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In their long procession

Rushing to worship images of steel
They crushed the intestines of children
Until their tongues fell out

| saw iron with sharp hands

Embracing infants into the flames

They wandered on the roads
Preaching the religion of iron,

Pregnant with those of bloods and milk.

In the poem Europe’ the post like other African intelligentsiaho hac
went through a period in which European ideals wareepted withot

guestions, but nov
Once | believed the tales.
Once | believed you had breast
Over flowing with milk

Like other Africanpoets, Kunene expresses his romance with Afi

cultural values against the estranged European

Kunene also uses his poetry to portray the heartlessness of European
settlers.

The other category, where Kunene’'s employs theitioadl! ideal to
convey deeper meaning which has relevance to theemmporary
situation in south Africa: ‘Peace’ ‘stages of E&iste’; The spectacle
youth’ A Great Generation: thoughts at the gattedf the storm’, in th
spectacle of youth’ Youthful embrace compared with the kingl
boldness of a lion, which can confront any kind agposition ant
oppression . The youthful skill is compared witbgl of the transition:

ancient heroes ,(shaka) who fought with gallantmirdy their life time.

| love the children of the lion,
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When their manes were beginning to grow,
Simulating the ancient heroes,

| knew the greatness of their future

When they leapt on the tender rocks of antelopes
Which so long prided themselves on their fleetnes

| praised the skillfulness of their power, knogiihow
soon they will be killing buffaloes.

The images of ‘manes’ which in itself stands forthawity and
unchallengeable prowess is used to exalt the yoluthérsonalities
against oppressive domination. The poem is more #k indictment,
meant to spur the Zulu youths into ardent natismaland anti-colonialist

tendencies.

In another poem, ‘stages of existence’, the pratajases rainbow to tie
the earth so that it gives birth. Two sets of insagentend with each
other on the rainbow. First he ‘the faces of Oldnen’, who ‘raised their
heavy eyes/like the shadows of magical figuresesenare symbols of

the past. When he tries the earth another setagjesicomes out:
Beyond the red boundaries
Is the new lightening of children
Who will grow above
The shadows of old women
When they have conquered them
They may rest and create new forms
That inspire new life
Making knots for eternity
From which new generations will arise ...

The past will be conquered and a new generatidravifle. This becomes
a recurrent theme in ‘A Great Generation’, a draenpbem in three

voices, centres on two characters, Mathungo an#&@tiewho left home
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promising to return the following day but have ntaken too long to
come back. The poem alludes to the South Africherdtion struggle.
The two characters (Mathungo and Bhekani), reptedbe new
generation of fighters who left the country andéd#aken long to come
back. This is a way of expressing the idea of aracted liberation
struggle. But optimism is expressed in the mindshef majority of the

people symbolized by the voice of ‘ALL’

In ‘Vengeance’, Kunene employs an oral techniqueriich the speaker
uses rhetorical questions to address an enemypdém® is a monologue
in which the protagonist gives vent to his indigoatat the injustice of

the enemy.
How would it be if | came in the night
And planted the spear in your side
Avenging the dead:
Those you have not known
Those whose scars are hidden
Those about whom there is no memorial,
Those you only remembered in your celebration?

According to E. Ngara: “The search for the linkvbe¢n humanity and
the cosmos, a theme which is explored in a numbeoems... All this
serves to show that Kunene is a philosophical pdet is guided by a
particular conception of the interrelatedness aflitton, humanity and
the universe. It also indicates a new idealismhi@ $econd anthology
which one does not feel in the first” (1990:87).

The salient point, however, is that Kunene has lopeel a distinctive

style through which all these themes are explofde: style is a direct
product of the author's committed interest in Zaldture and cosmology.
The poetry is replete with images of the planets e constellations —
sun, moon, earth, stars and sky. According to Kanéfygain, according

to the Zulu cultural tradition, the moon, the sund éhe stars are physical
phenomena which primarily express the nature dédce and the quality

of light, while also being symbolic of (physicawer”, (1981:12).
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Study Session Summary

o7

Summary

Kunene’s contribution to African poetry is substahtparticularly if we
take into account the two epics; the importancei®tontribution lies it
his attempt to reconcile the world view and linquisteépertoire of
traditional society with the structures and rhythan$oreign language
which he is using to convey the concerns and hopes modern an
complex society. His method is faulted with ain loopholes of ove

generalization but his aesthetic ideology is enaging

Assessment

Q)

Assessment

SAQ 11.1 (tests Learning Outcome 1

Situate Kunene’s attempt to reconcile the worldwviand linguistic
repertoire of a traditional society witthe resistant struggles agai

oppressior

SAQ 11.2 (tests Learning Outcome 1

Describe the effectiveness of traditional mateiimlkunene’s poeti
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Study Session 12

Aesthetic and Ideology in Zimbabwean

Introduction

Poetry

The Zimbabwean war poetry differs from the poemareting from tha
region because, the war experiences are relayatiebyepresentative
mean, this class of poets were closer to the sustian the Bourgeol
poets. In this study session, three poeould be our focus. They a
Musaemura Zimunya’'sThought TracksChenjerai Hove’sUp in Arms
and hisRed Hills of Homeand Freedom NyamubayaOn the Road
AgainAmong the three poets to be discussed below, taandi actually
participate directly in thphysical fighting, while the third was a guerr
who composed some of her poems at the height afdimdat. Of the tw:
whom did not fight one was in the country throughitve armed conflic
while the other was incarcerated by the Rhodeggime. As result, we
would discern differences in ideological perceptiamd styles of th

poets in depicting realit

Learning Outcomes

Outcomes

When you have studied this session, you shouldleeta:

12.1point out the nature and general atmosphere of Btusea
Zimunya’'s later poetry.

12.zdiscern the main thematic concern of Chenjerai Hopeetry

12.Zsituate irony and a sense of unresolved imbrogio the

fundamental essence of Freedom NyamubeOn the Road Again.

12.1 Musaemura Zimunya

108

In the introduction to his collection, Zimunya htds to say: * At he

height of the war of Liberation, Great Zimbabwe rsed to spea
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eloquently timelessly to all who sought and fouigitthe freedom of this
land. It was a living myth. At the same time thessage which it seemed
to communicate was proportionally impossible totaep ... | realized
that while we were looking for freedom, we wereoasagaged in a quest,
a quest for an individual accommodation with existe and for the

meaning of Great Zimbabwe’, (1982: 7).

A striking feature of Zimunya's collection is itsafpiotism. Whether
Zimunya is describing the scenery, longing for hdroen across the seas
or singing songs of Great Zimbabwe, he is everaons of his duty to
the community. At the heart of Zimunya's vision as artist is the
concept of Zimbabwe as a nation, infusing into teole collection,
strong spirit of nationalism. This mirrors the dwearing spirit among
patriotic Zimbabweans during the war of nationbé&fiation. The writing
of poetry became for Zimunya part and parcel of fearch for a
Zimbabwean identity? (1990:112).

Thus, Great Zimbabwe ‘is the main symbol in somehef best poems.
Other related symbols include mountains and thebZlmve Bird. These
images are linked so that the mountains and theeEadistricts merge
into the Rock of Great Zimbabwe and the ZimbabwedBn turn

symbolizes the nation.

Zimunya'’s later work is dominantly joyful in mootidre he uses lively
mood and countenance. The mood is that of jollitd aelebration. In
‘Children’ Rain Song’, the poet captures the moddrural children

particularly when it rains:
| see little Children
Fling their small clothes away
Like merry flying termites
After their rainy wedding flights
Skipping, hopping and screaming in the rain
Rain fall fall

We will eat berries

10
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Rain fall fall

We will eat mealies
We will eat cucumbers
Rain fall fall

In another poem ‘Kisimiso’, Zimunya pictures theyfid mood of a

family that has gathered for Christmas celebration:
Kisimiso means feasting
Dozens of bread loaves,drums of tea ...
Rock —size pieces of meat of the he-goat
In takes of thousand eyed —soup
And of course, large pots of fizzing frothy beer

Nothing about the book theme of good will and

peace

Of course, good will was always here, and old

man well —known to me lost his hair.

The humorous aspect of this book is best depictgdthe poem

‘Ifulaimachina’ which gives a picaresque of an @dlftican man wonder

at the sight of an aeroplane :
Pulled a fimag whishle
To fill his heavith this wonder
And in half-empty voice
Said ‘Infaimachina’.
Following the front of smoke
With his squinting eyes
And in innocent gumful smile...

The above poems differ in contradistinction to preson poem, where
the persona is compelled to think deeply and caablyut the trails and

pillage of incarceration. In the poem entitled, an’:
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Dear mai,

As long as | can still cough and spit

As long as | can still hold this poem

| am alive, man

| hope you are well also

Please do not let your mind fill...darkness
Do not grow your heart away with grief

| am alive mai

It will be over before long

Many of the poems iThought — Tracksre very easy to comprehend,
while some are difficult, but it is important to tecthat, all the poems
appeal to the reader. Zimunya's power of commuitdnatin this
collection is laudable. His sense of rhythm andragpation of the music
of poetry give some of the poems lyrical qualityofd so, zimunya
appeal to the imagination is almost unequalled.ufipa as a poet is a
philosopher as well a poet of ideas. He seeks pboex the nature and
significance of the monument — hence the impodaattached to its
silence, the exhortation to his son to approacle fike the stone, which
is not time-enslaved and the attempt to define ahdracterize the

timelessness of the stone in ‘the stone speaks’:
| am old and age-less
Young and youth-less
Living and life-less

Dead without death

12.2 Chinjerai Hove

In Up in Arms,Hove commits himself to delineating the harrowing
experiences, sufferings and heroic exploits ofati@mon people during
Zimbabwe's war of national liberation and at othignes during the
colonial era. Hove has not set out to eulogize aaylout to portray the

effects of the war on the common people and offigiheéers as victims of
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war’'s cruelty. He therefore emphasizes its brytalind harshness of the
perpetrators. In ‘the Armed Man’, whose gun ‘matesth his
hunchback’, and those who, in the poem ‘when | EBhdismember and

disfigure his sister, learn:
Scattered fingers
Charred hair
Mangled teeth
Sprinkled with dust.

The persona here recalls the frustrations of a-w@mn wife who is tired
of a husband who never sleeps, ‘guarding, the hamm call-up/ never
sleeping! He recounts the story of a heroic grartierowho cooks for
the fighting guerillas despite ‘the coming danderkerself, but who was
forgotten by national anthem makers. In ‘A Boy’, Wdoexpresses the

dehumanizing regime of white imperialism in Zimbabw
A ‘boy’ you are called
By milk plastered lips
And you undo your hat
To bare that musty dome
Yet a ‘boy’ you remain

In the above poem, the persona is referred to'lasyawith gray hair and
after over thirty years in service. After all thegears of ‘spotless service

all he gets is a pat’ and a ‘clock’:
A pat from my tennis boss
(The first of its kind)
Plus some tinkling clock
For my withering wrist
And that’s all with me
After all the exploitation, the only thing the werkcould do is to go

home, waste away redundantly and expects accotaliEgNgara:
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Hove is the voice of the people. He

Therefore sets out to use his pen

To fire against the civilization that

Brings such suffering and humility on

The common man and woman in the

City Street and the communal areas (1990: 117)

This is the theme in ‘; uprising ‘, which gives twelume its title:

| have been up in arms

With this rinsed civilization
Civilization that walks naked

And roast brother for sisters’ lunch

Hove is explicitly partisan in these poems; he kpdar the dispossessed
peasant, the exploited worker, the butchered freefighter and all the
downtrodden.

ITQ

0o Though both are Zimbabwean poets, what is one afea
departure between the works of Musaemura Zimunyd |an
Chinjerai Hove as shown in this study session?

Fedback
 The joy, mirth and celebration we have in Musaemur
Zimunya's works are replaced with misery and plague

Chinjerai Hove’s poetry

In Red Hills of Homethe focus here shifts from socio-political issues t
personal and family tragedies. Here, Hove dwellshentragic aspects of
life. There is indeed the concern for the peasdmse way of life is
being destroyed, but the social message is overgletby the misery of

the protagonist, who laments his plight and thghtlof his dead father:
| grew up here,

Father died underground seven rainless seasons ag
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And the burial news

Was all we had to bury.

Now the fatherless eagle, like roast meat,
Recites the misery of the dusty sky

Some of the poems in this collection focus on teé sather than the
society as it is the case with Hove's earlier padmsonce partners’, the

protagonist yearns for a lost marriage partner:
We swam and sank and swam again,
But tomorrow | sit alone
Alone on the doorstep
Of a home without a fireplace
Not fearing the storm
Nor the silent thunder in my heart
The distance left behind is gone
The clouds pass me
Without even a drop of dew on my head.

In these poems, Hove makes rather a distressinigngedde dwells much

about the tragic side of life and little about flogs and happiness of
living in the world. ‘While misery and tragedy &gt of life, people do

not want to be told that misery is all there i4990: 119).

However, some of the poems in this collection iathcthat Hove has
acquired. A greatsser mastery of poetic techniduan tin the earlier
volume. While one can justifiably say th&ed Hills of Homeis a sad

poem, it is artistically a fine piece of work. Cades for instance, how in
the third stanza the poet portrays the effectecdhfiiology and the new

way of life on the peasants:
Red Hills have come
With wounds whose pus

Suffocates the peasant

114



Study Session 12Aesthetic and Ideology in Zimbabwean Poetry

The peasant’s baby sleeps

Knowing only thin dreams of moonlight joy,
Dying too are the songs

Of the seasons that father once sang...

Hove, on the whole, preoccupied himself with thighik of the common
man and woman. He expresses a general concerhefdottof the black
workers who were exploited at their work places digtl without the

benefits which accrued to white workers on retiretn€l990: 121).

12.3 Freedom Nyamubaya

On the Road againdelineates the poet's view of the nature of the
struggle for freedom, independence and socialgelsfis noted in the
introduction to this study session, Nyamubaya pigdied actively in the
arm struggle for the independence of Zimbabwe. &hged a gun lost
and buried friends and marched to victory with st of the fighters in
1980. ‘now Zimbabwe is an independent country,tbiNlyamubaya, the
victory of the freedom fighter was not the endiaf struggle’. She knows
that the struggle goes on and on’ as she declaré®ititle poem. She

makes her intention clear in the ‘introduction’:
Now that | have put my gun down
For almost obvious reasons
The enemy still is here invisible
My barrelle has no definite target now
Let my hands work-
My mouth sing-
My pencil write-
About the same thing my bullet aimed at.

This is perhaps the motif that runs out througk girichanting collection

of poems. To the poet, the war against imperialiséfrica is endless, in
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‘defeated victory’, she analyses Zimbabwe’s stragghr independence,

assesses the victories won by Africa and declares:
We surely won all battles
But lost nearly all wars
We cured all symptoms
But not the diseases
A defeated victory
Africa past, present and future.

Nyamubaya was there in the struggle and what sfestee says from the
bottom of her heart, from direct experience andhwit authority that no
one can question. She is ideologically advanced;hsts reached a very
high level of consciousness and is capable of diftg social analysis

and a clarity of vision unparalleled in Zimbabwegsnetry.

History

The first Zimbabwean nationalist parties had emerged in the 1950s, and the
early political leader of stature was Joshua Nkomo. Nkomo led a number of
political movements, most notably the Zimbabwe African People’s Union
(ZAPU), which was formed in 1962 and supported largely by the Ndebele of the
southwest. In 1963 the Zimbabwe African National Union (ZANU) was
established by dissident Marxists who sought a more radical political stance.
ZANU was led by Ndabaningi Sithole until he was replaced in 1976 by Robert
Gabriel Mugabe. The colonial government banned both ZAPU and ZANU
shortly after their creation, and the movements consequently developed as
clandestine guerrilla groups seeking the overthrow of the white government.

In the mid-1970s guerrilla attacks became more formidable, with ZANU
proving the more effective of the guerrilla movements. After 1976 the military
wings of ZANU and ZAPU joined forces to create a more powerful liberation
army, called the Patriotic Front (PF). Peace negotiations, at first brokered by
South Africa, began in 1976, but no agreement was reached. In 1979 Rhodesia’s
white regime attempted to compromise by introducing a new constitution that
allowed limited black majority rule with political safeqguards for whites. After
elections the same year, a moderate black leader, Bishop Abel Muzorewa,
formed a coalition government with the Rhodesian Front and took office as
prime minister. However, ZANU and ZAPU did not accept this arrangement,
viewing Muzorewa as a puppet of the white government. In 1980 the
Rhodesian government accepted British and American mediation and signed
the Lancaster House agreement for majority rule. In elections held that year,
the Zimbabwe African National Union-Patriotic Front (ZANU-PF), as ZANU
became known, decisively defeated ZAPU. Mugabe was installed as prime
minister, and the nation was renamed Zimbabwe.
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--Microsoft Encarta

Study Session Summary

In this study session, we have shown the appeahadinya’sThought —
tracks here he demonstrates a progressive attitude tpdhiical scene

in pre-independence Zimbabwe. Hove Wp in Arms takes a partisan

Summary
position and aligns himself with the dw- trodden and the strugglir
lots of Zimbabwe. While Nyamubaya’s strength in the convincing
manner in which she records the experiences df¢leelom fighter:

Assessment
O SAQ 12.1 (tests Learning Outcome 12.
e Point out the nature and general atmosphere of dusea Zimunya'
Assessment later poetr

SAQ 12.2 (tests Learnig Outcome 12.2)
Discern the thematic concerns of Chenjerai Hovekstny
SAQ 12.3 (tests Learning Outcome 12.

How is irony deployed to synthesize the messagmahinspiration fo
Freedom NyamubayaOn the Road Agaih
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Study Session 13

Jack Mapanje of Malawi

Introduction

Jack Mapanje is perhaps most outstanding of the Malawian poets
social critic with a strong feeling for art andistit objects is evider
from his poetic works. He has been detained a nuwittmes as a rest
of his vitriolic punches of the Malawian leadership this sudy session

you will learn about his work

Learning Outcomes

When you have studied this session, you shouldlegeta:

13.1discuss three thematic expressions from Mapanjerky
13.Zzidentify the services of images and literary devi@eopted b

Outcomes Mapanije to carry his message across.

13.1 Themes in Mapanje Poetry

From the first poem, ‘Kabula Curi— Shop’, it is evident that Jac
Mapanije is a social critic with a determined fegliior art and artisti
objects. The poet is angry, at the treatmeeted out to art and artists
modern tourist industry, which commercializes eteing. The
annoyance of the protagonist emerges from the asiniretween the fir.
and second stanzas. The first stanza portraystisg the carver, hard
work, making it clear that much labor, skill and concentrati@vé gone

into the piece of carvin
Black wood between carefully bowed |
The eyes red over bellows and s
The sharpening of axes, adzes, cal

The chopping, the whittling and st
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Carving such scooping and scooping
Then the sandpapering and smoothing

In the second stanza we see the some product basereft in a tiny

corner of the curio-shop:
Now a broken symbol thrown careless
In the nook of a curio-shop: a lioness
Broken legs, broken neck, broken udder?

There is also the issue of the artist not getthey worth of his tedious

labor: ‘Such energy release and the price / baegbaway.’

In other words, the artists is exploited and paitblken for a great job
well done. In ‘Song of Chickens’, we have the imafideader who was
once sincere in his pursuit of freedom, who gerlyirghielded his
subjects, but who has now turned against them. Tapawlje, some
African leaders have metamorphosed into despolisbooating with the
imperialist world, some have been collaborated v@tuth Africa and
with the former white — controlled Mozambique andhoResia to

suppress the citizens of their own countries.
Master, you talked with bows,
Arrows and catapults once
Your hands steaming with hawk blood
To protect your chicken
Why do you talk with knives now
Your hands teaming with eggshell
And hot blood from your own chickens?

Is it to impress your visitors?

History

Hastings Kamuzu Banda (1906?-1997), first prime minister (1964-1966) and
president (1966-1994) of Malawi. Banda led the campaign against the white-
dominated Federation of Rhodesia and Nyasaland. Following riots in 1959, he
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was arrested; freed in 1960 to aid in the transition to independence, he later
assumed leadership of the government. Banda made Malawi a republic in 1966,
with himself as president. In 1971 he declared himself president for life. Banda
ruled with an iron hand throughout the 1980s. In the early 1990s, however,
opposition to his regime intensified, as did international pressure to improve
Malawi's human rights record.

Murders and arrests marked the struggle over the eventual succession to
Malawi's aged, authoritarian President Hastings Kamuzu Banda. In March one
of Banda's exiled opponents, Attati Mpakati of the Socialist League of Malawi,
was killed in Harare, Zimbabwe, shortly after arriving on a visit from
Mozambique. In Malawi, former Justice Minister Orton Chirwa and Vera
Chirwa, Malawi's first woman lawyer, were sentenced to death in May for
treason. The Chirwas, members of the Malawi Freedom Movement,
maintained they had been kidnapped from exile in Zambia by Malawi police in
1981. President Shehu Shagari of Nigeria, the Church of Scotland, the
International Commission of Jurists, and others asked the Malawi government
for clemency for the Chirwas, who appealed the verdict.Four key leaders of the
ruling Malawi Congress Party, the country's only legal political organization,
were killed in a car crash in May under suspicious circumstances. One, Dick
Matenje, the party's secretary-general, was widely viewed as a possible
successor to the president. Suspicion in the Matenje death focused on another
candidate for the succession, Central Bank Governor John Tembo, an uncle of
Banda's longtime companion, Cecilia Kadzimira.

--Microsoft Encarta

‘The New platform Dances depicts a contrast betwesfitional dances
as acceptably performed in the past and what sezims a caricature of
them in modern Malawi. The protagonist would astfiappear to be
someone in the position of President Kamuzu Bamtmsting about
having ‘scattered nervous women’ and then entibedhtback/ with fly

whisk’s magic,, however it becomes clear that thig voice from the
past commenting satirically and butterfly , in anmer similar to that of
Okot P’Bitek’s Lawino:

Now, when | see my daughters writhe
Under cheating abstract

Voices of slack drums, ululate

To babble-idea-men-masks

Without amulets or anklets,

Why don't | stand up

To show them how we danced

Chopa, how IT was, born?
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Why do | sit still

Why does my speech choke
Like | have not danced
Before? Aren't |

Danced the bigger dance
Haven't I?

Another point of interest here is how Mapanje gieglvice to senior
government officials in poems like ‘on the Royalr8ihess paramount
chief Wangela, ‘making our clowns Martyr and ;wh&his Carnival

finally closes’ The interesting thing about Mapasjdepiction is that, it

is a reflection of the happenings in Africa. In wittais carnival.....
When this trothful carnival finally closes, Brothe
When your carnival finally veins dry, this venyfioérs
Will burn the scripts of the praises we sang fou y
And scatter the calabashes you drank from your@ha
These drums and the effigies blazing will
Become the accomplices to your lie-achieved world!
Your bamboo hurt on the beach they’ll make a benfi
Under the cover of giving their hero a true triaaial
Burial, though in truth to rid themselves of aresth
Deadly spirit that might otherwise have huntedrthe
And at the wake new mask dancers will quickly leap
Into the arena dancing to tigher skins, boasting
Other clans of calabashes as the undertakers jest:
What did he think he would become, a God?
The devil!

Mapanje’s poetry is that of a social crisis whadismayed at the way

things are going in his society, the loss of framdmd what he views as a
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degeneration of culture and other values. His wisrlprotest poetry,

performing the same function as those of other prent African writers.

According to Ngara, “Mapanje”s preoccupation asoatmare essentially
cause for satire. But how has he use satire?keth¢o his artistic method

is hinted at in the cryptic introduction to the wole”(1990:162):

The verse in this volume spans from some the tertiyears in
which | have been attempting to find a voice orceoas away of
preserving some sanity. Obviously where personegiare too
easily muffled, this is a difficult task: one ismpted like the
chameleon, who failed to deliver chiuta’s messdddey to back in
one’s brilliant camouflage. But the exercise hasrbdf nothing
else, therapeutic: and that's no mean word in drgumstance!
(1983:14)

From the above, it is crystal clear that Malawi hasome a despot state;
where oppression and censorship has become the ofdthe day.
Mapanje’'s voice is muffled, what he has to say &d scarefully,
indirectly and offer in a cryptic fashion. As aulishis poems turn out to
be very difficult to interprete, especially for treader who is not familiar
with Malawi’ oral traditions and political phasen lline with this,
Mapanje has gone ahead to evolve or consistenhetistideology
deriving from the historical and social situatiamsder which he writes.
His reveals certain stylistic features which wellsegamine in the Nest

sub-heading.

13.2 Mapanije’s Stylistics Features

The first obvious feature in Mapanje poetry is kigtensive use of
Malawian myth and oral traditions. This is evidanthe poems on chiuta
and on chingwe’s hole and many others. It is alddemt in the tittles of
his works. In these works, Mapanije relies on mytinghe interpretation
of his poems. According to Ngara, ‘in Mapanje artieo Malawian
writers myths are used primarily as away of comroation rather than a

means of recapturing the past (1990:163).
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Reflection

For Mapanje, the method gives rise to a dialeciiratess_ the use
oral traditions in pctry has led to an abiding interest in orature
evidenced by the publication Oral poetry from Afric. (1983), which
indeed helps to keep tradition alive. To Maparnigs tmythical style,’
allows a poet to be a chameleon to convert EborauBefrom ahuman
being to wood and vice versa. In Majanpe, This wettrings in elemer
of allegory with poet at two levels a superficiatea deeper level. This
evident in poems like, ‘songs of chicken’s ‘The 3lesin these poen
animals are used as embodiits and representations meant to por
individuals. Similarly Banda Becomes chiuta and &al remains

Chingwe’s Hole

In the hostile dangerous terrain within which Mapanje found himself,
allegory became necessary to divert the attention of despotic Banda.

Satire, according to Ngara, ‘is a very common fesatf African orature
and one of the forms takes is apostrophe, the e®ficspeaking as if tf
poet or protagonist were directly addressing aiqddr person o
audience,(1990:16.In Mapanje, Apostrophe has peculiar punch driv

the point hom in a hard and pinching manner.

The duality of apostrophe and the lampoon givestdsa vivid chromati

element in the poetry. In the making our clownstyrat.

Hard luck my friend but w all know what currents have stroked y:
temper. You come from a breed of Toxic frogs crogkbeside th
smoking marshes of River shire, and the first words breathed wel

shapped by the lethal mosquitos of this mo

We know you would wade your w through the arena. Though
wondered how you had got chosen for the Benz. thikeabove, to giv
the satire a bite he employs the combination oplaom and apostroph
Though he appears to be sympathising with the pargo reality he i
shedding crcodile tears. These are creative styles that coale lbeel

invented by a skillful poet as evint in the work of Jack Mapan
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Study Session Summary

o7

Mapanje’'s preoccupations as a poet are essentiallge for satire. F
also uses the myth arMalawian oral tradition to depict the realit

(political and social) in his domain. No wonderh#s been tagged as

Summary
chameleon artisi
Assessment
O SAQ 13.1 (tests Learning Outcome 13.
e Identify at least three thematic expressions fidapanje’s work.
Assessment SAQ 13.2 (tests Learning Outcome 13.

Mapanje’'s worksrely heavily on Malawian myth andalotraditions.
Aside these, what other devices are used in hiks#
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Study Session 14

Niyi Osundare: Social Commitment

Introduction

In this Study Session, you will explore the conitibns of Niyi
Osundare, a Nigerian, to the works of po

Learning Outcomes

When you have studied this session, you shouldlegeta:
@ 14.1distinguish between the poetry of Niyi Osundare tn@dgeneratio
before him; particular at the level of comprehensaad simplicity

Outcomes 14.Zzidentify themes in Osundare’s poetry

14.1 About Niyi Osundare

Niyi Osundare was born in a Yoruba family in k-Ekiti state, Nigeria.
He was educated at Ibadan, Leeds and Canada rgspechmong his

works, we havesongs of the Market pla¢&986),the Eye of the Earth
(198€) Moonsongs(1988, Waiting laughters(1990), Songs of the
seaso0(1990) and selected (1992). He also published dicalr

commentary,The Writer as Right@986 andVillage voice, (1984).In

this study session you will learn about his wc

14.2 Review of Osundare’s Poetry

The purposes of (undare’s poetry are plain in his volunSongs of
Marketplact. In which he devotes his poetic energies to tineice of the
exploited African peasantry. In the first poem, épy is” he assert h
artistic vision in conjunction with his populisteime ofsocial obligation.

To Osundare, poetry i
Not the esoteric whisper
Of an excluding tongue
Not a claptrap

For a wounding audience
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Not a learned quiz

Entombed in Grecoroman lore
Poetry is

A life spring

Which gathers timbre

The more throats it plucks
Harbinger of action

The more minds it stirs

The reference to “Grecoroman lore” is crucial toudare’'s poetic for
through it he indicate the uses to which the pwd-gvar generation of
poets, such as Soyinka and Okigbo, put their polstatal education
inheritance, these poets according to Osundareyghtothe whole
mechanistic apparatuses of European poetry... Tddemist pretension
...to African soil. That was why soyinka was diffic and Okigbo
t00...”(1985:4).

In “the poet”, fromA Nib in the pondOsundare extends his populist

theories about the function of poetry to include tble of the poet, who:
Is not a prophet,
God hollow ventriloquists,
Auguring past futures
In dated tongues
The poets eyes are washed
In the common spring
Through seeding beyond
The lazy horizon
Of lowering skies
Who says the poet

Should leave the muck
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Unraked?

In a land of choking mud
How can the poet

Strut

Clean

In feathered sandals
And

Pretend to the world

He never smells?

Though he excludes obscurity and arcane languagkeopre-civil war
poets, Osundare has in common with his peers@imgdumost of those
of the first generation) a political dimension tis kriting that makes it
potentially revolutionary and transformative. Osaired strives with the
problem of the masses and dissociating it from $leeioeconomic
processes that make it elitist. He does this bywithg on the oral
tradition of his agrarian roots. In the storieg®) moods, and tones, he
finds a model for making his poetry accessibleheodppressed people in

Nigerian society, who are victims of self-servingjifical and economic

leadership.
Note! compare:
| could not choose but serve The politician’s mouth has two edges
| took their measure in the depth Like Esimuda’s sword
Of sea-beds, gallery-slave to claims It is murders both ways
Of bread and call. | brought the enemy fleet When the man of power
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To port, and pressed a reasoned course Tell you his tale

Of Temperate victory. It did not suffice Ask him to wait till
| pledged reversion of any strength You bring a sieve

To arbitration, they pledged extinction (Osundareyillage voice¥
of their kind

(Wole SoyinkaA Shuttle in the Crypt

Osundare’s poetry combines the meditative with thetorical and
displays a wide range of topics : European cultinfiience and poetry
as well as the abstractions of love,pride, humilitgnesty, cowardice,
misery and corruption. His mood /lyrical, celebrgtdronical, satirical,
humorous, bitter-are equally various as he exposasiption in Nigeria

society.

In village voices(1984), Osundare portrays the activities, conceans
attitudes of peasants.For example in “Eating Toow's Yam”, he
details the concerns of farmers ;in “The prisor@rgs’ he convincingly
portrays the bluster of a prisoner ;and in “Al&dh he capture the
listlessness of a vagabond. He also projects ar dleeolutionary

proletarian vision.

Here, Osundare portrays the hypocrisy of Nigeriditip@ans. To
Osundare, they do not have anything good to offier masses; what

concerns them is grabbing with both hands.

In A Nib in the pondl986, he continues with his thematic concern in

Song of the Marketplace
No need hiding
In the tabernacle of words
So the storm of anger
No need camouflaging
Behind a flimsy jungle
Of occult idioms ...

There is no petname for
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Injustice
Poverty
Has no bank for nicknames.

In TheEye of the Eartl1986, Osundare affirms the origins of rural
—oral societies of his poetic materials: Farmerrarppeasant —bred,
It encountered dawn in the enchanted corridors h&f torest,
suckled on the delicate aroma of healing herbs tlamgearly drops
of generous moons. Living in those days was rugded,barns
brimmed with yams fattened by merciful rains and tempering

fore of the upland sum ... Earth was ours, and wen'aar

The poem presents a vision of a dying earth. Pdicgefrom the
acts of the “rich and ruthless who squander eartfgalth on the
invention of increasingly accomplished weapons eétt, while

million of people perish daily from avoidable hunpg 986)

Waiting Laughterg1990), is, as Osundare says in the subtitle ofay |

song in many voices”. The song has four moveménaisdll relate to the
theme implied in the title- waiting and humor. Odare draws his theme
for the most part from Nigeria specifically fromshYoruba inheritance,
but there are poems that relate to other parts fataAand the black
world- such as Thomas Sankara, Nelson Mandelag®#&w and Walter

Rodney. These poems contain an excitement, an exuteethat propels
them forward, often as a string of images and ssigtee impatience

inherent in waiting. With a playfulness in the uwééanguage.
What happens to the song which waits too long
In the labyrinths of the throat
What happens to the prayer which waits too long
Without an amen
What happens to the faces which wait too long
without the memory of a mask.
What happens to LAUGHTER which wait too long

In the compost of anguished seasons?
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What...?

Osundare has produced a volumes of poetry with eeswss an
mellowness virtuallyunparalleled in African poetry to date, anc
rhythmic beat which compares well with that of Kaéfinyidoho, whost

work, we shll examine in the next session.

Study Session Summary

=y

Summary

Osundare return to the tradition of African poetinat uses poey as
song, in order to chastise wrongdoers and crefa@ and just society
His poetry is unique by its lyricism together with insistently dramati
manner, derived from the African oral tradition.sHpoetry is bes

appreciated in performance andhin the larger context of oral poet

Assessment

Q)

Assessment

SAQ 14 (tests Learning Outcomes 14.1 and 14

a) Like poets of the former generations, Osundare evrtut
condemn socig@olitical plagues and the suffering of 1
masses. What stylistic trait however distinguishés poetry
from those of the generation before him?

b) Highlight themes in Osundare’s poetry
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Study Session 15

Kofi Anyidoho: Traditional Aesthetics

Introduction

In this study session you will explore the workskaffi Anyidoho. Kofi
Anyidoho, a Ghanian, is one of the most distingetspoets of the ne
generation. He has authored among ottA harvest of our drear. As
seen in other African poets,nyidoho is greatly indebted to traditic
which is evident in his works; especially the difgem.

Learning Outcomes

After the Study Session, you should be able to:
When you have studied this session, you shouldleeta:
15.1explain how the thematic expression Dance of Death
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Outcomes consummate that & harvest of our dreams
15.2discuss literary devices employed by Anyidoho tonw&y his

messages

15.1 Analysis of Kofi Anadoho’s Poetry

Kofi Anyidoho speaks with the voice of a revolugy who is

preoccupied with the events in the history of pestdependence Ghana,
in microcosm and Africa in macrocosm. His poetryaigeaction to a
revolution that was betrayed and it speaks witlagsertive firmness and

aggressiveness. In the poem, “Mythmaker”.
Our orphan laid an egg across the backyard ofkies.s

The rain storm came and swept it all away. Agaiddict an egg against
the backyard of the skies. Again the rainstorm cantkswept it all away
today he sows a mystery seed in the bosom of wholghts, our
predator birds shall have to prey upon their owmgeantheir own

nightmares.

The above poem is a dedication to students whdHest lives in student
risings against the panther’s boasts. The poenrtasaea lyrical almost
mournful voice, that these students will/be/homeiso day’, .In

‘seedtime’ hope for the nation is expressed thrahghuse of varieties of
images. The poem shows how attempts to advancestidution have
been foiled at various levels. However ‘this handvived the flood of

birth water, we are told.

A harvest of our dreamdgpicts the betrayal of the people’s revolution in
a more explicit way. There is the symbol of the dndoee who went
across the world gathering fragrance for his moth®ueen but then
some other gatherer came with his own planes: @er went up in
flames; so our “honeycomb” went floating througledtéme within the
soul beyond memory of this honeycomb. But he is aohe in this
because he is seeking kindred minds| for lost pasksainto fiestas of the
soul’. The poet is here re-awakening revolutiontegdencies in the
minds of other people as a way of achieving théreiggioal. The poem

ends on an optimistic note; with hope for futuretiy and success.
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Though calling for revolution and readiness to pay the ultimate price,
Anyidoho is not a prophet of doom. He is calling for those things he has

realistically seen as indispensable to change.

-]
=

i
Another important poem in Anyidoho'’s collectionT$e panther’s fina
dance. Here, three key symbols are employed in this npoghe
interpretation of which unknots the poets intentidme symbols ar
thunder, panther and hippo. Thunder referred telsiras ‘rumblings’ ol
alluded to in word or phrases connected with ligitg ‘Thunder’ is a
recurrent symbol in Anyidoho’s poem. According tgaXa, ‘The attitud
of the protagonist to thunder is sometimes ambitalas in this poer
where ‘thunder’ is criticized for picking a ‘cliquef trickster gods / fo
councilmen and minisrs of state’ but in the main thunder is portraye
a very positive light. The attitude of the protagbnto panther. I
definitely ambivalent, panther is given a negatimage except when |
smote down the rule of ‘de-dogs’ in the thid stanza of the
poem(1990:169

In Dance of Death Anyidoho advocates the promotion of revolution
action even at the Cost of death. This is in otdgyut back on course
revolution gone astray into /arms of dreams mertshaio quote the
closing lines of Elergyor the revolution! Dance of death is indeed
one poem which encapsulates Anyidoho’s vision npasisionately an
most eloquently. The poet irrevocably and openlglates his support fc
revolutionary change and calls upon his compatiwobe preparecto
make the supreme sacrifice of death so that ttiemanay be born

new
The birth of a new nation
Calls for sacrifice of souls
And our hearts are filled with
A passion for life by baptism of dec

To Anyidoho, peaceful means and dialogue which a¢dwdve been tr
best means of achieving this goal does not seeappeal to him as pa
means based on these virtues has failed; that ikaseresorted t
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revolutionary means: why our minds have labacin vain / preparing
blue — prints for revolutions of peace’. This why he has@cated unit
among the patriots to have a common front to coral@mmon enem

He therefore warns that this daring adventure reault in death

.. Dialogue, reolution: which, to you, is more effectiv

Reflection

In a powerful stanza that demonstrates the poaté&nt for lyrical anc
performative verse, various instruments are calj@sh to give rhythm t

the dance of revolutio
Put the rhythm to the loom
Weavenew tapestries for our gliding fe
This rhythm grows too urgent for our pe
Splitting our souls among a thousand desperate
The dance of death is a dance of g
Give us back these old drummers
Give them back those broken drums with NiTwang
Call them here call the owners of our to
Brings them stools to sit in state and w.
Our feet in the final glide across our twilight zon

The poet ends the poem with hope for victory andfqund
understanding of reolutionary change which involves a dialecti

relationship between destruction and construc
The god of creation rambles
Through the ruins of broken worlds
And
The process of reconstruction

Is also
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A process of demolition.

From theforegoing it is clear that “Anyidoho is not a faicabut a
committed revolution any who has strong patriogelings and wa
bitterly disappointed by the betrayal of his cowuistrrevolution in the

1970s
Study Session Summary
Anyidoho usesanimal imagery and words associated with thur
storms and lighting in poems on revolution. He alses idioms an
Summary symbol which are probably taken from the Ewe lagguand whict
certainly reflect a traditional p-capitalist world view. His style invves
a return to traditional symbols. In the whole, Adgfio has achieved
density of texture which at first makes the poequjite difficult to
perpetrate, but he is in the main extremely suéakss articulating ¢
passionate revolutionary visic
Assessment
O SAQ 15 (tests Learning Outcomes 15.1 and 15
e a) Explain how the thematic expression Dance of Death
Assessment consummate that & harvest of our drear.

b) Identify and discuss literary devices employed byifloho to

convey his messages
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Feedback to Self Assessment Questions

SAQ 1.1

a) Olaudah Equiano, Ignatives Sancho, Ottalah Cuguano

b) Modern African Poetry is a written poetry traditionhe art of
writing was non-existent in much of sub-Saharanicafrbefore
the coming of Europeans. While there were vibraat bterary
traditions, consequently, written literary traditiovas non-
existent. During the trans-Atlantic slave trademeoof the
African slaves who found themselves in Europe drel New
World learned to write and thus were able to pionedtten
literature.

SAQ 1.2

The issue of race was present. African traditioth euture as well as the
belief in the existence of the world of the supéural runs through most
of the poems, especially as observed in the poéiichiael Dei- Anang
and Dennis Osadebey. Many poems by Gladys Cassffoidarevolved
around Christian themes. Some, such as MichaelADang and Dennis
Osadebey, also became very revolutionary and reditibic, stressing a
sense of pride in their colour.

SAQ 2.1
In theory it was a rule through existing traditibmetitutions with British
supervision; but in praxis it was a rule directly British officials with

existing traditional figures as mere puppets.
SAQ 2.2

They became conscious of the evils of colonialismil aealized its

dehumanizing effects on the colonized. They thanobklled their poetic
vigour towards rediscovery of African greatness axylosing the evils of
colonialism with the purpose and expected evertyuali cessation of

colonialism and achievement of independence. Ti@atry thus became
revolutionary and nationalistic. To read their ppeaherefore is to be
treated emotional exhibitions held together to wayymaginative and by

a central theme- colonialism- which has had ahirimpact on their life
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and culture. (1981:8). In the words of Wilfred @t ‘the theme of
colonialism is one of the most persistent noteéfrcan Literature and
in fact in that of all newly emerging nations. ppears of historical
necessity and will continue to be present in matsgrdtures, for its
effects on individuals and societies have been Ilgegpgenching,
precipitating....” (1971:45).

SAQ 3.1

a) He was influenced by Horace, Catullus, Ovid, Virdikacitus,
Aristophanes, Aeschylus, Sophocles, Aristotle, Jdteats,
Samuel Taylor Coleride, Robert Browning, T.S Eli&zra.
Pound and Allen Ginsbery of the Beat GeneratiothenUnited
States.

b) Mother Idoto, the river godess as well as the gélatream from
which he drank and in which he washed himself. dmmits
himself as poet- priest to the services of Mothetd.

SAQ 3.2

His focus shifts to social realities surroundingriéd, such as the
collective rape of Africa and through colonialismdacultural cum
religious imperialism. He thus taps into the maf@matic preoccupation

of Modern Anglophone West African Poetry.
SAQ 3.3

He moves a step further into social realities idejpendent Nigeria, as
well as Africa, such as the election crisis of Western region with its
attendant woes, the incarceration of Chief ObafeAwolowo,

assassination of the anti-imperialist Patrice Lurbamthe first prime

minister in the Congo, and so on.
SAQ 3.4

It was partly inspired by the poet’s actual expacée of Surgery under

general anesthesia.

SAQ 3.5(a)Coup (b) he warns those who assumed power rsafuander

the potentials of the revolution, not to sharertteat and forget thunder.

SAQ 4.1

(a)Personal experience, children, nature are neajocerns.
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(b)According to Osita Okagbue,’An atmosphere ofgeepervades the
entire landscape dPoems with an occasional hint that nature can be
capricious and the world an unkind place.’

SAQ 4.2 State of the Natioms based principally on the socio-political
decay of Nigeria whileMandela and Other Poemis based on the

protracted freedom struggle in south Africa.

SAQ 5.1

According to Layiwola, (1997), the Yoruba phenomemdich informed
this has been the story of Atunda, otherwise terAieavoda. The story
of Atowoda is a curious one, itself deriving frometYoruba myth of
origin. It was reported that the archdivinity, la¢ tvery beginning, had the
name Orisa (i.e. one to be revered and worshipgddhg with the god
of divination and wisdom, Orunmila, he descendéd the primeval void
to begin the processes of creation as directed myduthare, the
Supreme. Orisa procured himself a slave from Enmiaeket to be his
helper. This slave was called Atunda. Three dates &t was bought,he
asked the permission of his master to cultivatéeaepof virgin land not
far from the house, on the summit of a cliff. Atandorked hard on the
land and impressed his master. Somehow Atunda leeawious of his
master and contrived to murder him. Now his magt@s wont to visit
the farm once in a while. On one such occasionjwiie master climbed
the steep hill, he heaved a heavy boulder dowrithas his master was
just in place. The result was devastating; the -dieimity (Orisa-nla),
once whole in his usually snow-whitegarment, waattghed into four
hundred and one fragments.11 The four hundred aedragments today
constitute the entire pantheon of the Yoruba ag there re-aligned and

put together by Orunmila, the agency of divinatom of wisdom.

On the role of Ogun in it all, Layiwola continuelahre represents the
mysteries of Ogun in its seven phases as the gpalanodel of heroic

existence from its birth through the inevitable qass of dissolution.
Ogun, after all, created the path of awarenesaigiravhich other gods
began the journey into the cosmic realm, when oorldvwas still

inchoate and unformed. In the present dispensaticosrelates with the
twilight of dawn, with all its formless shapes aptesences, and the

semi-conscious state of sleep.
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The Yoruba myth of creation credits Ogun with metgly. He it was,
they believe, who forged iron tools and with a as#l cut the path for
divinities on their journey when Olodumare comnusgid Obatala to

create the world of humans.

SAQ 5.2

Situations leading to and his own suffering dutimg Nigerian Civil War
SAQ 5.3

The liberation of South Africa from apartheid; dl ¢a frontline states to
take action against south Africa, symbolized inthestical ally between

Shaka and Ogun

SAQ 6.1

A discussion of the catalytic factors of Negritudeuld revolve round
colonialism, the policy of assimilation, culturainperialism and the
alienation of the Africans from their roots.

SAQ 6.2

Europeans had for a long time derided the cultesabnce of Africa, but
now‘the African elite was pleasantly surprised e¢alize that Africa had

something to be proud of after all —they need moathamed of their race

and colour as Europeans had led them to believe.’

SAQ 7.1

The images are employed to encode a dilemma opattieof the African
about whether to be immersed in the past, thetioadi or in the front,
modernity. Thus the theme is mainly hinged on diids.

SAQ 7.2

a) Severance of the African from indigenous culturatiitions that
have been cut away by a perverting modernization

b) His imprisonment
SAQ 8.1

In Jared Angira’s , ‘The street’, the rich go abisuRolls Royce, zephyr
and mercedez Benz cars, while the poorman who isasoltrils blocked
scratches his body with his tiny nails. In one &oOP’ Bitek’'spoems,

the children of the poor
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...eat green vegetables

Without the simsim paste

Collect the odir and ocenne insects

And they roast the odir and ocenne

And cat them

And the children of others

Are fat,

And their wives grow large buttocks,
They eat meat from the chest of bulls
And the skin of their legs
Shines with health

In Henry Barlow’s ‘Building the Nation’, politiciasi highly delicate
diplomatic duties is exposed to be

Cold beer with small talk,
Then fried chicken with niceties
Wine to fill the hollowness of the laughs
Ice cream to cover the stereotype jokes
Coffee to keep the PS awake on return journey.

while the poor, in ‘The Death of an Eland',is exdifigd as an invalid
woman, portrayed with terror and pathos, emaciai#it hunger and pain
and on whose body some, ‘Fat... blush green,” andn&rous small
brown’ ticks are swarming and feeding. Her pleasrfwrcy and help
from the passers-by is not favourably heard untiluater, to put to an

end her misery, shoots her.

In this way, all the poems examined in this studgsfon is either
exemplifying the social disparity or recounting théseries of the poor or
doing both.

SAQ 9.1
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The tension between African traditions and Weskation and the
alienation of the African elites to the former e tlatter

SAQ 9.2

Disillusionment with the much-desired uhuru, orépdndence; bitterness
at the interception of the benefits of independdncthe political elite.

SAQ 10.1

We have to distinguish between the condition oboi@lism experienced
in West Africa and the apartheid institutionalizadSouth Africa. Under
the former, the natives still own their own landrnfi their own land,
dwell in their own cities but are governed by aefgn power. Under the
latter, white settlers take over the land and th&vas could best be
described as tenants. At some points, blacks wemnsigned to newly
created and impoverished homelands, called Bamsistahich were
designed to eventually become petty sovereign sstaldhe white

population retained control of more th8@ percentof the land. Several
people were killed who engaged in anti-apartheitiviies. In the

apartheid the most diabolical dimension of man’Bumanity to his

fellow man was expressed.
SAQ 10.2

Brutus does not sink into the mire of self-pitysasne other poets do, he
reacts with vigor, integrity and defiant hopefulme® the Apartheid
police regime in South Africa. It is Brutus's tempeéntellect and
imagination that save the protest from soundingemestrident from
degenerating into blubbering emotionalism or matvigslf-pity or naive

malice.

SAQ 11.1

In ‘The spectacle of youth’ he used elements friw® Zulu fauna to

explicate freedom struggle, where the children lo# tion stand for

youths who must rise up against oppression. ‘Eur@pgoses the

heartlessness of the oppressors, ostensibly tifyjtise counter brutality

the freedom fighters would have to perpetrate an ¢burse of their

struggle. ‘The Protest’ resonates with protesthaf bppressed. A great
Generation is about the protraction of the freedstruggle while

‘Vengeance’ calls for radicalism in the struggle.

SAQ 11.2

Artistically, the freedom struggle themes are paiyeinsinuated into the
templates of Zulu traditional motifs. In this wae traditionalism of
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Kunene’s poetry neither becomes romantic or idedlinor does the
freedom struggle they advance become obtrusive egerterate into
message without aesthetics. Matter and manner bbemfkbctly with
neither becoming obtrusive. Unlike Senghorian Negds, the portrayal
of traditionalism is not just for its own sake.

SAQ 12.1
Zimunya's later works are dominantly joyful, lively mood, portraying
jollity and celebration. We have this for exampte ‘Children’ Rain

Song’ and ‘Kisimiso’. They are also humorous, ashage especially in
‘Ifulaimachina’. Many are easy to understand.

SAQ 12.2

The harrowing experiences, sufferings and hergboits of the common
people during Zimbabwe'’s war of national liberatimmd at other times

during the colonial era.
SAQ 12.3
We surely won all battles
But lost nearly all wars
We cured all symptoms
But not the diseases
A defeated victory
Africa past, present and future.

From the title ‘Defeated Victory’ one sees pungamy deployed to
indicate the unresolved status of the freedom gteugYes, armed
struggles are over, but there are still works todbee as it is not yet
uhuru. The victory has not yielded the expectedddivds to the masses,
so the struggle must continue, not through armsnang but through
intellectual exertions, which for Nyamubaya comes pgoetry. The

message comes out more clearly in
Now that | have put my gun down
For almost obvious reasons
The enemy still is here invisible
My barrelle has no definite target now

Let my hands work-
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My mouth sing-
My pencil write-

About the same thing my bullet aimed at.

SAQ 13.1
In ‘Kabula Curio — Shop’, Mapanje is angry, at theatment meted out to

art and artists by modern tourist industry, whicbhmemercializes

everything. The artists work hard carving, but ipleited and paid a

token for a great job well done.In ‘Song of Chickemwe have a theme

of disillusionment with the nationalists who hadigbt for freedom and

had helped won independence but who have turnethemsets of

despots from whom the masses need again to betiiger'The New

platform Dances depicts a contrast between trawditiodances as

acceptably performed in the past and what seent ta caricature of

them in modern Malawi.

SAQ 13.2Allegory and apostrophe
SAQ 14

a)

b)

Osundare clearly demonstrates that obscure digsomot a
necessary ingredient for beautiful verses. His nyoit rich in
images that are not obscure. Also,his poetry is dygsreciated in
performance and within the larger context of oxztpy.

In The Eye of the Earth Osundare celebrates the bucolic
splendour of rural existence; he celebrates théheand its
resources. Then he presents a vision of a dyin.garoceeding
from the acts of the “rich and ruthless who squarerth’s
wealth on the invention of increasingly accomplékeapons of
death, while millions of people perish daily fronvoaable
hunger”.

In Songs of MarketplacandA Nib in the ponghe discourages
obscurantist poetry and prescribes that the pottay would
yield itself to the service of the masses shouldriierstandable.
In village voices he portrays the activities, concerns, and
attitudes of peasants. He also unravelled the hgyoof the

political class.
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SAQ 15

a) A harvest of our dreamsjepicts the betrayal of the people’s
revolution; it depicts how the people’s labours dabeen
harvested by wicked, opportunistic leaders. In easp to this
injustice, Dance of Deathadvocates revolutionary actions in
order to put back on course ‘a revolution goneagstnto /arms
of dreams merchants’. He calls on his compatriotdake up
arms and fight the evil forces even at the Costeatth.

b) A discussion on literary devices employed by Anyidovould
revolve round symbols, powerful images, myths artero
allegorical motifs.
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