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ABSTRACT
. " i
The thesis is an analysis of

in one play, Madmen and Spoe Aalists,

.

perhaps the best knOWn_play@right in

today. o

The play is an anti-war statement specifically

B
P

directed at the Nigerian Civil_war (l967—l97Q)'but since
. Soyinka sees the war in terms of human nature,vthe ideas.
expressed ave relevance to humanlty in general Ideas

,ydeveloo from the spec1f1c to the general S0 do .the means

through which they are expressed ‘.SOVJnKa is a g%“uba,

'onc of the l rge ethnic groups - 1n Nigeria and- he uses. Yoruba

mythologyvln moulding the characters And becausc Soylnka

vdocs thlS,»the flrst chapter of the th051s is largely an -

lntroductlon of relcvant Yoruba myths. In Chaptcrs II and

III,:tnevldeas of thé. play are analyzed and parallels drawnm

H

‘”w1th Ehe myths. ,:‘ ; ' S o ‘

Closely llnked to . Yoruba myths is the Chrlstlan 1dea
of the constancy .of God summarlzed in the llturgy, "As rt was
in the beglnnlng, so. it is now and ever it shall be, world

‘ ‘w1thout end Amen." Soyinka uses the ‘dea of the Cnrlstlan
llturgy because 1t is 51mllar to the Yoruba 1dea of recur—
rence expressed in such myths as the .Abiku Chlld a Chlld

R
“who is born, dles and comés back agaln until: the . chaln 1s

.

v
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brbken through rituals. The parallel between the Christian
idea of the.iiturgy and” the Yoruba myths puts the thhs

within the genecral context of human experience since.the .

3

Christian idea is known almost everywhere. ) '
o Sk :

Other plays of Wolé@Soyinka and his novel have been

’used~as they help explain sgme of the ideas in Madmen and

Specialists.
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CHAPTER I
. . ’ 4
INTRODUCTION

f . {"(.

'YORUBA'MYTHOLOGY; THE OGUN DUALITY, NEGQITUDQ AND THE EARLY
WORKS; THE OGBONI CULT, SACRIFICES AND RECURRENCE

-
I3

1. Yoruba Mythol@gy . ,;‘ _i,

-

In thelr mythology,l the Yoruba peuple of South

)
Western ngerla belleve in a pantheon of lel“ltleS collec—

‘.

tlvely known as.the orisha. .The principal lelnltleS are

N ' |
Orlsha—nla, Ogun, Orunmila, Eshu Shango, Shopona and Ela. 2t

— -

; Ay
The lesser- ones are numerous ahd, unnaméﬁ except 1n theff

, N
collectlve sense, and theg orlglnated ‘from Orlsha -nla who. ‘x

QS also known aS'Obatal§ The myth says that Orlsha nla

—_—

‘4

~

- was shatt&red to bits with a rock rolledfon hlm by a jealous

~

\. ) \ .

VN

A

sﬁéve and the scattened bits wereocollected together by j’k
()n

4-\,9,‘.) . “.
Orunmlla-who dlstrlbuted\them to all parts pszorubaland/and

that marked the beglnnlng of Orisha worsh1p.3 Orisha- nla is

considered. to be the representatlve\gﬁ;slodumare on earth and
- = 7

Olodumwre is the equlvalent of the Chri tlan God._ HF dwells

in =he sky frcen where he sees everythlng done on earth by thkj
‘ %

Orlcha and the human bevngs. Olodumare has delegated his

authorltf.to the named lelnltleS, Orlsha nla and the others

to whom - spec1f1c responsnollltles have %een glven. Orisha—nla

;‘lS the most senlor4 in the group and he is sometlmes called

~ the desceéndant of Olodumare. Like Olodumare, Obatala is

6

~

-1

1



., . . .‘ . ',H t .. . N . _. . {//. "v ‘ . \
’ i ‘ o ‘ ' . [y . N o ~:‘\ "2- /t
con51dered to be an o.d- Mas dressed 1n whlte and the colour !

~

whlte symbollses purlty &s Idowu p01nts out: .

. Orlsha—nla5 represents.to the, Yoruba, the idea of .~
‘ritual and’ ethical. purity, and@ therefore the demands . <
and - sanctions of high morality. Immaculate whiteness
is often’ associated with-thim~-this symbolises "holiness® .
and purlt He is ‘often plctured as_an anc1enb>clothed J

\ in whlte nd bedecked with whlte ornaments. His temple,'

T espec1arly +or, the inside,. 1a,washed whlte, his emblems -

. ares to be }ept in white containers and oons1st among
other ﬁhlngs of white - chalk and white beads" his priests, ,
: and priestesses are robed 1n whlte and wear whlte, . s
C “\Ornaments.6 : .

- . ry, ‘ k
. The assoc1atlon of- the colour whltenwrth Oris a—nla 15“
stressed by another wrlter, Obbtunde Ijlmere w?b‘prefers

the name Obatala to Orlsha -nla. fn hls play, The Imprlson—

g g
b
ment of Gbatala, he’ compares the .whifeness of the yam and h é
o2 R . »"w‘ - . ~-r
teeth to ‘that of Obatala S gown : o 0 " o oo
N R o - &\3’ ) .
Yam yam yam . v ‘
" You are whlter than the cattle egret ; S . -
iter than teeth o 7 -
iter than the gown of Obatala (Itallcs mlne) . ! p
o) . /
As the dlrect descendant of Olodumare, Orlsha—nla_
is glven the. powefbof ‘creation. It is he who moulds the =
vphy51cal body of eachwlnd1v1dual after which Olodumare puts
\_the "llfe force" lnto the moulded body and the only other ™ ~

d1v1n1ty present on this occa51on is Orunmlla. $ne fate of'

LN at
-

" each 1nd1v1dual is sealed at the tlme the "llfe—force" is

'glven so that Orunmlla is the only lelnltY on earth who

~ knows ‘the destiny &f each 1nd1v1dual.t That.vs why Ifa8 o .
. \,’ ‘ s N ._"'

lelnatlon is assoc1ated with him. Ogun as a creat;ve ‘7

o

artlst 1s concerned only wrth the decoratlve aspects of man

R A

- L" ,l
v

after blrth and hlS .function, in thlS respect con51sts’of-%~

L



| -
making tribal markings and carrying ont‘minor surgical

operations like circumcision.” Afte:= the”release of Obatala

from 1mprlsonment in I]rnere s play, Ogun makes reference to

r

this aspect of his functlons.

Fatheﬁﬁsf laughter . o
Your ‘M&jgn has begun S
Once more you have come to us
To turn blood into children.
I bow to the master craftsman
Who moulds the red ¢lay
Who makes eyes and makes. nose. v
The child in the womb will live agaln.f &
Your shielding hand once more : :
Blesses our women..
I shall retire from your dazzllng presence, AN
Your immaculate ‘whiteness '
Drives me back into the darkness of my forest.
Now the blood will dry on. swords and arrows
" The elders forglng weapons in ‘the smithy
Will grow fat.. .
The river of blood that fed me has drled up-.
I will have to be satisfied with a trickle
- That flows from c1rcumc151ons and tribal
‘nMarklngs.g

As a lelnlty respon31ble for the- creatlon of man,
A
,Obatala has w1de powers to do as he 11kes. " He can w1thhold

3

%‘pbables and also create deformed ones like the cripple, the.

hlindman, the-hunchback the. albino, the leper and the g

- }\ . PN {;»/
bt ,epileptic. Throqgh the deformed people Obatala reveals ‘his
‘wiil 10 The Yorubg women conSLder At to thelr advantage to

- be on good terms w1th Obatala and thelr prayer to h1m says,’
1"Obatala /you turn blood into chlldren/come and create a
'baby_ln my own{bel,ly."-ll |
| One,other qnality of Orisha—nla'whi is relevant

.“rto;this‘thesis is»his patience in_suffering and Soyinka has

gy
S

. stated ti t the drama which stems out of Obatala's suffering




is equivalent £5 the European passion play-

Yoruba myth equates Obatala, god of purity, god also
of creation (but not of creativity!) with the first

7 deity Orisa nla. And the ritual of Obatala is a play -

s of form, a mov1ng celebration -hosg nearest equivalent
in the/ European idiom is the Passion play. 'The drama
is al essence--captivity, suf "ering and redemption;
Obatala is symbolically captured, confined and ransomed.

" At every stage he is the embodiment of the sufferin

_spirit of man, uncomplaining, agonised, full of the
redemptive %ualltles of the spirit of endurance and
martyrdom.l

- In The Imprisonment of Obatala, Ijimere has captured

something of this martyrdom The plot is a series of encounters

in whlch Eshu, the trlckster lelnltY, ‘leads Obatala into a
_number of unpleasant situatrons; ' The final one is a quarrel
which he instigatesvbetween Obatala and Shango. As a result
or this quarrel, Obatala is imprisoned for several years.
Durlng the period of. Obatala S conflnement Shango is punished

'1nd1rectly through his wives most of whom die because the'

3

foetuses rot in their bellies. The oracle (Ifa lelnatlon)

‘ adv1ses Shango to release Obatala so that children may be
born agaln.13 In aLl these: dlfflcultles Obatala accepts hlS
fate because he knows that'the punlshment is from Olodumare

and that Eshurand Shango are mere agents:“'He makes the
. - s . ~ v

\
BN

. following points'toKShango on his release:

He who admits his fault

Will not be kept kneellng for long.

When death is not ready to receive somebody
He will send him a doctor at the right time.
So here I am at last

Beholdinc the fire in your eyes again.
Shango

My suffering was not your doing.

I had an account to settle

With the God'of fate.

+ The owner of heaven has not forglven me

For in my drunkenness

v v - .
g
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&

I had made qﬁé Albino i

- Whose bleached skin is sore like the lepers,

T had made %the hunchback
whom women close their thlghs
2 the blind man
7> is helpless like a bat in sunllght.
Eshu, confuser of men,
ias brought my suffering about.
Throw1ng a stone today
He killed a bird yesterday,14
But let us now rejoice:
The taste of frlendshlg lingers in the mouth

- Like bitter kola nut.
Friendship like lost v1rg1n1ty P

—

Can never be undone.

True friendship never takes offence:
I asked you to be patient, .
You were wildly impatient

And I loved you for it.

I asked you to be peaceful

You steeped your arms in blood,

" But %till I loved you for it.16 o

The patience of Obatala is graphically described by the

Babalawo who In

his capacity as priest to the Ifa divination

fofetells the Future:

This was the prophecy of the ‘King of Awe

-Who conguered his foes through.patience: . %
‘The river abuses the rock-- ‘

The rock- keepsd*quiet.
The river attacks the rock--
The rock does not fight back.

" .The river shallows the rock--

The rotk holds still.

But ‘when the dry season comes

The river is lost in the sand o
His fishes turn white bellies to heaven,
But the rock remains 1mmoblle C B

" Where God has planted it.

Shango may thrive in .war,
Orunmila may thrive through W1sdom,
But you will thrive in. sufferlng 17

The Ogun Duality,Négritude'and'Early Wcrké'“

Among the Yoruba lelnltleS, Ogun is of special

1nterest in SOYl”“a s thought.j He has called Ogup the

X

S



"first actor" in the sense that according to Yoruba myth,

he was the flrst among the d1v1n1t1es who succeeded in reac™ing

)
earth from heaven by cuttlng a path through the "tran51ﬁ§5nal

gulf.n18

That daring act by Ogun made it‘possible for the
other divinities to reach the earth //Ogun is thus descrlbed
as explorer and pathflnder. On. hlS exploratlon trlp, Ogun

had two matchets, one for clearlng the path, the other for

fighting orlhu ting. After the d1v1n1t1es had settled down
among men, they decided to honour Ogun for his"succeSs-by

making him ¥ing of a town in which'they'had first settled.

Ogun was unwilling because a settled civilian life was-not

part of his nature. Eventually he accepted the honour after

-+ ¢

'a lot of persuasion. But in one 5f his many campaigns against

neighbouring towns, Ogun took palm—wine19 before he went into
'battle’and in a drunken state‘he sladghtered his own soldiers

¥ : : _ :

- as wellias enemies.’ 'The exploration aspect of Ogun represents
the creatlmef%ide but,his ekploits in the battle under the///
1nfluence of drink represents the destructlve side. Soylnka
regards the ambivalence of the creative and destructlve
aspects of Ogun as essentlal'qualltles/}n-all*human beings’

.t_and the phrase "the Ogun duallty" 1s used in this thesis to
- mean this amblvalence. ‘The concept of duallty in Yoruba

mythology extends to other divinities as well In The

Imprisonment of Obatala for example, Eshu is dressed in a
20 , .

gown half black and half red” ™ and the contrast between
Obatala and Ogun is descrlbed'in terms of the Ogun duality.

In the epilogue, Eshu says:



The time will come when the owner of Heaven ’
Will send me back to confuse the: heads of men.
Then Ogun will burst out of his forest
To cool his. parched throat with blood.
Then the father of laughter will be driven from the city.

. ', ’ /
And the rule of iron returns C
For if Obataia is the right arm of the owner of Heaven
‘Ogun is his left arm.21 :

If Obatala's 1ove 1s the rlght eye of the owner of the sun .
g

Ogun s iron is hlS left eye
For the owner Of the world has interlocked creatlon and

29 - death
Insparably like mating dogs .

Theinece851ty of recognising the co-existence of good and
evil, of creation and destruction, of left and right, is.a//

theme -with which Soyinka is ‘concern

11 the’te@yly works"
and!he brings it up in many aiff rent ways://Hé/Eeele that
Ogun, as~the‘artist;divinity,eﬁnderstands tﬂe~cqpflicts
'impOsed by thegexistenee of duality and tﬁen ?eneiﬁdes\that
the meaeure‘of any't;ue.aftist is his eapacity‘to underetand

the Ogun auality:

On the arena of the living23 when man is stripped of
excrescences, when disasters and conflicts (the material
of drama) have crushed and —obbed him of selfi-c c1ous—
ness and pretensions, he stands in present reafity at

the spiritual edge of this gPlf he has nothing left in
physical existence which successfully impresses upon his
spirit or psychlc perception~-it is at ‘such moments that
transitional memory takes over and intimations rack him
of that intense parallel of his progress through the gulf
of transition, of the.dissolution of his .self and his
struggle and trlumgh oyer subsumation through the agency
of will., It is this experience.that the modern tragic
dramatlst_recreates through the medium o1 physical con-
temporary action, reflecting emotions £ the first active
battle of the ,will through the abyss cf dissoslution.

Ogun is the first actor in the battle w«nd Yoruba tragic .
drama is the re-enactment of the cosmic conflict.

To recognize wny Ogun was elected for his role (and the
penalty of .no ror which he had to pay for his dare) is’/
- to penetrate the symbollsm of Ogun both as essence of



. suffering and as combative will within the cosmic
embrace of the transitional gulf. *We have said that
nothing but the will--for that alone is left untouched
--rescues being from annihilation within the abyss.
Ogun is embodiment of Will and the Will is the para-
doxical truth -of destructiveness and creativeness ‘in
actlng man.  Only one who has himself undergone the
experience of disintegration, whose spirit has ‘been
+tested and psychic resources laid under stress by the
most inimical forces of individual assertion, only he -

- can’ understand and be . the force of fusion between the
two contradictions. The resulting sen51t1v1ty ‘1S alse
the sensitivity of the artist and he is a profound
artist only to the degree to which he comprehends and
expresses the principlée of destruction and recreation.
Nor can we’ lose sight of the fact that Ogun is the
artistic spirit, and not in the sentimental sense “in
which the rhapsodists of negritude would have us conceive

the negro as pure artistic intuition (italics mine) .24

This lengthy quotation is necessary because the essay .from

=

which it is taken tends to be obscure and repetitious. The

»

obscurity is partly because Soylnka is discussing 1ntanglble

1deas based on Yoruba mythology without 1ntrodu01ng hlS

audlence to the basic myths, partly because he has:
so many of the mythlcal 1deas in one essay and lastly because
he is trying to formulate a theory of drama based on oruba:
‘myths but closely parallel to the Greek theories. of , drama.
The underllned«phrases and sentences in the above}quotatlong
contain the majorrideas some of which are»explainedﬂin the-
footnotes. One of‘the'mostvimportant ideas to emerge from
the quotatiod is that Soyinka'identifies himself with Ogun
‘ aﬁd»ﬁhe'ngun~duality"——thejexistenoe of two sides to a given
‘situation——which.is;at?the core of hig philosoéhy.

The phrase "the rhapsodists'of ﬁegritude" is a’
reference to the poets of Negrltude mostly Francophone black

wrlters Negrltude as a llterary movement started in ‘Paris

-



hai

™~
in the 1930's and 19 s\witb a group >f three black students

smnesd \. ‘ - ' ‘ - ’ ) 9

from the colonial terrltorles of France. 1n Afrlca and the
West Indles. The men were Leopold Sédar Senghor of Senegal
in Africa, Léon Damas of French Guiana and Aimé Césaire of
the island:of Martinique.‘-The‘last two came frou the West-
“Ihdyes.25 The poetty of Négritude was essentially'protest
upoetry by young men who found themselves alienated in the
Parls of the 1930 depression years and the dlfflcult times
of thevSecond World War. .”They went to Parls as a select
group of évolué blackskand tHe French colonial policy of
assimilation waS'aiMed at making such évolués into Frenchmen
and the theory was that the assimilated Frenchmen would aban-
don the cultures in which they were‘%orn.26 vIn Parls the
young black students found out that in practice the French

public did not ‘really accept them as Frenchmen SO that they

had to fall back on thexr own culture. At that time Léon-

.V~7

Damas and Aimé Césaire had not been to Afrlca but their
historical ties with Afrlca were strong enough on the
emotlonal level for them*to write poetry about Africa and |
Afrlcan values Because the poetry was assertlvelor angry,
it tended to be romantlc, seeing peace and innocence in
"Africa and violence in the West. - A poem by David Diop'of'
Senegal, called "Afrlca" is a good example of the poetry of
grltude Wthh tended towards protest and romanticism:.

ji Afrlca my Afrlca) _ | |

Africa of proud warriors in ancestral savannahs

Africa of whom my grandmother sings

' On the banks of the distant river
I have never known you27

U
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But your blood flows in my veins *
Your beautiful blood thatxlrrlgates the fields
The blood of yout sweat
The sweat of your wor&
The work of your slavory
The slavery of your chlldren
Africa tell me Africa
Is this your back that is ‘bent
This back that. breaks under the weight of humlllatlon
This back trembllng with red scars
And sdying yes to the whip under the mldday sun
But a grave ,voice answers me
Impetuous .son that tree young and strong
That tree there
In splendld loneliness am}dst whlte and faded flowers
.That is Africa your Africa -
*  That grows again patiently obstlnately
And its fruits gradually acquire
i The bitter taste of liberty.28

In order to understand the reactlon of E&gllsh speaklng
African wrlters a llttle background to modern African ther—
29

ature is helpful. Serlous writing in English-speaking

Africa was influenced, by a periodical ~alled Black Orpheus

-

which was established in Nigeriz “= 1957 by Ulli Beier.. .

The name came from Jean-Paul Satre's essay Orphee négre.ao’

4

Through the pages of Black Orpheus, the pcetry of Negrltude

”

was introduced to Anglophone African wrlters. In 1963

Gerald Moore and Ulli Beier published a_collection of
poetry from Africa31 in which they included translations
, : . ' D

of some of.the poetry-of the Francophone writers. Thesé two
men had 1deas of thelr own about the poetry of Negrltude and. .
they tended to select and translate the poetry that best

explained thelr point of view. Because; of lackpof adequate

1"
communlcatlons32 the.Anglophone African writers were greatly

influenced by the ideas of Gerald Moore and Ulli Beier both



" is assimilation.”

.ll

o 7

};ﬁhrough Black Orpheus and the collection of poetry, but

also they Qeré influenced by Engiish attitudes through thé
educational system in which they were brouéht u;?

, By the time the Engliéh—speaking Africén writers
were beginning tolpﬁélish, the conditions34 which léd to the
protest movementfoféfhe poetry of Négritude had changed and
almost ail the Angldbhdne African writers were under the age
of twenty35 when the Second World War ended in 1945. Thus

they had nbt experienced what the originators of the poetry

of Négritude had gone through.  One of the most freqﬁently

“ quoted anti-Négritude statement is a distortion'oﬁ.Soyinka's

more comprehensive remarks. He is generally reputed to have

it

said, "A Tiger does not have to proclaim his tigritude.h
Although Soyinka clarified the statement,36‘his'references

to Négritude are still very confused. Sometimes he distin-

guishes the poetry of Négritude (e.g., ‘the phrase "the'

rhapsodists of Negritude") but he'is not always specific in .

" his remarks. - Négritude as a philosophy is best understood

-through the writings of Léopold Sédar"Senghor who has defined

w37

it as "the sum total of Negro civilisation. A caréful

reading of Senghor shows-that»his priﬁcipal idea of culture 5
38 He belie&es that a culture which is
capable of borrowing,from the Others‘has a chance to survive

and to grow and the reason for insisting on awareness of
N . _ .

\frican cultgre was partly survival of the culture and partly

it was a mattér of pride. From his writings, Senghor s not

a narrow-minded nationalist, rather he is an internationalist
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and the phrase "civilisation of the universal">® Jccurs very
'frequently in his writingsif The main aim behind reviving
African culture as far ‘as Senéhor's ideas went.was so that )
Africa could make a contribution to the "ClVlllsatlon of the
-universal." . On the political front Senghor s ideas of Négri-
tude;helped establish the Organisation of African Unity,4p an
organisation which has combined'the Arab«countries in North
Africa with independent countries South of the Sahara41 under
African governments. . | o .

Soyinka s OppOSltlon to the poetry of Nédritude was.
based on his belief in the Ogun duality. He would question
the,validity of the sentiments expressed inlDavid'Diop's“
poem "Africa, " quoted above The fact that-Diop‘is nriting
about an experience foreign to him, JI have never known' you/
But your blood flows in my veins" constitutes an nunfelt
abstraction"42 in Soyinka's view. .He would also raise
objections:to the contrast the poem makes between the atroc-
ities committed-by Africa's "proud warriors" in their wars
and "white‘Oppression" iﬁblicit‘in-the lines, "Is this your -
" back that is bent/This back that breaﬁsknnder the weight of

nd3

Nhumiliation As far as he is concerned, man everywhere

_is prone to violence44 and the atrocities of the proud |
ancestors" were just as bad as those of the whites. In all-
the "early works,' Soyinka attempts to present "the other
51de" in order to redress the balance of opinion in whatever

he discusses.

The.phrase "early works" is used in this thesis to
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mean the sevené%ublished plajs45— ”Dance of the Forests,

The Lion and the jewel, The Trials of Brofher\Jero, The

Swamp Dwellers, The Strong Breed, The Road,and.Kongi's

_ Harvest, also the novel, The Interpreters.46 All these pre-

‘ ceded Madmen and Specialists.47 Thus the phrase is-a

—

sequential description rather than a generic one. Attemﬁ&s
to divide Soyinka's plays into genres would in any casc be

.unreaiistic because the core of his philosophy48‘in the

early works and in Madmen and Specialists is substantially "’
the same. For the present, a survey af the early works will
be made with the spec1f1c intention of show1ng how. Soylnka

\

attempts to reveal the other side of an issue or a situation. -

In A Dance of the Forests, Soyinka is concerﬂéd.with

what he'believes to be the failure in the poets of Négritude
to recognlse the Ogun duallty. The play deals with the

. theme.e£ duallty 1n terms of ngerlan natlonallsm49'and-the\
expeetatlons of change at a time of tran51tlon from colonlal

rule to independence. The temptation to see only the bright

side at this time was great and Soyinka was in effect showing

.- A
~

. the other side of'the coin. He wasvcommissione&“to write a
play for the celebratlon of Nigeria's 1ndependence ln 1960
by a committee respon51ble for organlzlng the celebratlons

and he wrote A Dance of. the Forests. The play was rejected

by the committee and John Ferguson gives reasons for the .

committee's decision:  "A Dance of the Eorests’satisfied no
one. It was rejected by the Independence Committee who did
not ‘think that corrubtioh,.violence and lust formed a proper

v
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image to set’before the public at such a time. . . .
Ferguson's statement seems valid because the play can easily

be misinterpreted as anti—nationalism. In the prologue, a
. . A

character called Afoni who is a lame spirit says:i

1w who the Dead ones are. They are. the guests
1e Human Community who are neighbours to ‘us of
¢gi'Forest. It is their Feast, the Gathering of the
Fiwibes. Their councillors met and said, Our foxe-
""fathers must be present at -this Feast. They asked S
us for ancestors, for the illustrious- ancestors, and
I said to Forest Head, let.me answer their request.
And T sent two. SplrltS of the restless dead. . . .51

Ie

The restless dead are the Dead Man who in prev1ous 11fe was’

a captaln in the Army of Mata Kharlbu, emperor of an 1mag1nary
past Afrlcan empire. The second is the Dead _Woman who in
'prevkous llfe was w1fe to the captain, presently an expectant
mother.: These “two characters are llke the Unknown Soldler

and his Wlfe in Peter Ustinov's play or the same name. ' The
Dead Woman glves birth to a Half- Chlld towards the end of-the
play. These two adult characters and the Half-Child are 7
symbollc representatlons of the past the present and the |
future. The adults were assoc1ated with violence in the'
:.past and their recurrence is a sign that the past is also

in. the present. The Half- Chlld represents the: future whlch

is also in doubt because the past and the present have a.

o

’

bearing on the future. On the questlon of tlme and recur-
rence, Soylnka has stated: "It is: necessary to recall agaln-
that the past is not a mystery and although the future (the

unborn) is yet unknown, it is not a mystery to the Yoruba_

52 o
but co-existent in present-consc1ousness." The encounter
. - s ' e .’ .
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between the Dead Man, the Dead Woman and the Half-Child
and theo human characters——Demoke the artist, Madame Tortoise

(Rola) who is a whore and Adenebl the corrupt court clerk, is

¢ U’?)

the main phllosophlcal .idea in the play but for the present

our attentlgn will be focused on-the court- of Mata Kharibu.

Slnce/the poets of Negrltude went to\the past to

olscoverﬁche glory and bliss of Afrlca, Soylnka In a flash™
back recreatesAthe dlm past--the court of Mata Kharibu..
Arorni. says the empire-existed somerheight centur*As nY more“

.ago. It is a glorlous setting w1th pomp and co.nur »ut the
J
pr1nc1pals are far from 1nsplr1ng.. The Queen is described .

& 2as Madame Tort01se and thus she is assoc1ated w1th whorlng
f \
like Rola " Mata Kharlbu, "is angry; his eyes roll terribly;

the court COWG§$-"53 Then we learn that Mata Kharibufs,ggeen,

. 1 . . . .
was prev1ously‘queen in the court of a neighbouring empire
from where she was abducted by Mata Kharibu who is in the

proce : s of preparing an invasion to retrleve her wardrobe. °

s

‘The Warri ior (the Dead -Man), who is in charge of ‘the armed

forces refuses fo lead his men into battle bécauseﬁhe feels

- that the war is unjust. He is subsequently sold into slavery:
, | ' , - B . &
‘ﬁand'the Court Histor;an takes a bribe from a Slave~Dealer.

The war 1is publlcly supported by the Court Hlstorlan who

) Ee
backs his. arguments with hlstorlcal precedents.

Be quiet soldierL I have here the whole'history of
Troy. - If you were not-the swillage:of pigs and could
read the writings of wiser men, I would show you the
magnificence of destruction of a beautiful city. I
would revedal to you the attainments of men whi§h-

lifted mankind to the ranks of gods and demi-gbds.

e —

!



o 'And who was.the inspiration of this lelne carnage?
3@ - Helen of Troy, a woman whose honour became as rare

h , @ conception as her beauty. . . .34 . .

A little later, in prﬂvate conversation with,the Slave-

Dealer, the Historian describes the war whlch has failed

because of the soldler s mutlny as a typical war: "we were

‘so near to the greatness of Troy and Greece . . . I mean this‘

> »f is war as it should be fought . . . over nothlng . n35 h[

The 1ron1cal implications in the Hlstorlan S tlrade agalnst L 3
the Warrlor 1nform the -aud:ience about the real 1ntentlon of .

the playwright. The superf1c1al splendour in the Court of
M \’\/
.Mata Kharibu is shown to be worthless since the 1deals ‘of

fair play, honesty and,respectability are lacking? It is a.
R
‘reminder to‘%he poets of Negrltade that/thelr ancestors were

no dlfferent from the Greeks or any ‘other peﬁple for that - é')

I

métter because human belngs share baslc qualltles everywhere. B

Soylnka is both a- creatlve artist and a chronlcler.

o HlS plays tend’ to reflect 1mmed1ate events N hlS home

country, ngerla, or in Afrlca. The lmagegof the Half Chlld

F.

"1n A Dance of the Fborests was proved rlght by polltlcal

| events, In 1960, the Cango (now Zalre) was-plunged in
1polltlcal chaps at a . tlme the Belglan government granted
'1ndependence. »Inﬂ1966 ngerla underwent two successlve
army mutlnles 1n whlch top pollt1c1ans 1n the Federal and
' State governments were kllled and the seeds for the 1967
’ 56

,ngerlan C1v1l War were planted. In 1966, another 1mportant

"1cal event took plaCe 1n'Ghana——the overthrow of Presi=-

denlzkwame‘Nkrumah’in a,military coup‘dletat. ,Ghana was the

) ! <
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first country to gain independence from the British in

Cl957 and its independence had direct bearing on the course

of events 1n the other African countries. “he overthrow of

pPreSident NKrumah was in some ways a refle~ “ca thac the

o~

~

'hopes'éor independence had not been justifieds

Kongi's Harvest parallels eve~cs in Ghana during

the time.of PreSident NKrumah and in a way it is a continu-

.ation,of the Half—Child image in A Dance of the: Forests since

it shows the situation a few years after independence. Some

passages in Kongi's Harvest are almost identical with pasSages”

> in a philosophical treafﬁse written by President NKrumah 'in
l964'called'Consciencism.57 This philosophy will now be

.fdescribed so that the relationship it bears to Kongi-'s

A \

Harvest can be brought out.

s 2 <

The word consc1enc1sm" was coined by NKrumah from

"the word consc1epce. The addition of "i; i turned the word B
o ‘

1nto a phllOSOpth§l concept just as "NKru. 1ism"'became\ax\

philosophy for followers of- -NKrumah. The word consciencism

therefore means a philosophy in which-the disciple'becomes.
conscience of himself. In .i- zan terms‘this\meant rejecting

- colonial’rule and aspiring for self—determination. The .
. o ~
. ™~

“definltion Wthh NKrumah gave to hlS philosophy is not

-detailed he calied 1t a philosophy and 1deology for de-

colonisation"58 but 1ts ba51c 1ntention is SLmilar to the

.explanation given above. In the book, Con501en01sm, NKrumah
made a’ survey of philosophies from the Greek times to the

‘ »present out of which a new one tailored for Africa and other
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‘'developing countries - .- formulated. . Two, key terms in

18

<

Consciencism are "pos tive ‘action® and "negative action”;
& s

the former represents forces of nationalism”and the latter
represents reactionary forces. Out of‘these opposing forces,
a serlijpof mathematlcal formulae .are.derived .. showing pro-
bable results when certain factors are c%lened In these

formularc a colony is philosophically represented as:

59

Coleg e — (na > pa)g

And the symbols ln\the:formula are explained as followsﬁ

(a) « » = 1if and only if

(b) Col.g

g is a .colony .

I

(c). Lib.g g is a liberated country

Il

a terrltory in which negative
action is greater than posi- 5
tive actlon. .

(d) (na > ,pa)fji

o

5In non- Consclenc1sm language, the deflnltlon of a colony 1s
as folldws. "A country is a colony, if and only if negatlve

action is greater than p051t1ve actlon. NKrumah llsted
co%?nles as South Afrlca, Rhode51a and the. Portuguese
terrltorles of Mozamblque and Angola Independent African
countraes 1nclud1ng Ghana were in the llst of llberated v ?
countrles. The formulae are later summarlzed in a passage

o~

‘which has great bearing on Kongi's Harvest.

We have seen that for purposes of true development, 3\
a. liberated territory must embrace philosophical ‘
consciencism. In its materlallst .aspect, philo- ,
' sophlcal conscilencism preserves humanist e§alitar-
~ianism. The phllosophlcal materlallsm which forms a
part of onsciencism fAccommodates dialectic and holds
it to be efficient cause of change. . . .60

4 AN

N
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'This passage has three words ending in-"ism" "consciencism,"

"egalitarianism" and "materialism" and in Kongi's Harvest

the significance of "isms" is ekplored. But before getting

into the playﬂ Kongi's Harvest, a brief reference shOuld be

«

made to Professor Mazrui's artlcle, "NKrumah : the Lenlnlst

Czaxr" whlch analyses the polltlcal career of NKrumah As
the title suggests, Professor Mazrui claims that NKrumah

was attemptinghto be a Lenin as well as a Czar in GHana.

A :sentence releyanﬁ to our discussi@n reads: "Like Lenin,
’NKrumah created"the Circle'--a group of friends to‘discuss

and formulate theories of re{7olution."61 In Xongi's Harvest,

- . : ' =

Kongi'is surfounded by a group of advisorsQ—theiReformed

Aweri Fraternlty who are like 'the Clrcl% o g
Kongl is pre51denf of Ismaland, an imaginary country

but the name Ismaland orlglnates from-"lsms.f This is a 1and

where 1sms" abound as - twb lines from a song in the prologue

.suggest: "Ism to ism for ism 1s ism/0Of isms and isms on

absolute——lsm o . 62 \

Kongi's Harvest is a political satire in which

, Kongi is depicted as a frightened man intensely interested

.in power but unable to use_it for the benefit of the country.
At»ﬁhe openiné’of thg?olay Kongi is alrea@y fifmly-in control
but he 'still wants to;build a‘public‘image for‘himeelf end he
decides that the best way ‘is to take oyei the_ceremoniaj.duties
tiaditionally belong%ngj%o,Danlola;‘the local king. Danlola

is required to hand the deremonial yam publicly to Kongi as

= mark of surrender t-  1e Qiee%dent but the foxy old Danlola
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) =
-is not keen on doing this. The main point which the play
makes is that through the petty squabbles for power, Kongi
and his ministers are failing to fulfill their main task.
The country is harvesting nothing but the "isms" from Kongi
and as the end of. the play shows, Kongi himseif harvests
crimes as he is présehtéﬁ with the head of a péI&tical

detainee executed on his orders.

The link between Conscisncism and Kongi's Harvest

is closest,in_a speech made by the Fifth Aweﬁf, one of the
two cynical men in the group of ministers. Although one of
the group, essentially he is an outsider;:

A yes. Nor proverbs nor verse, only ideograms in
algebric quantums. If the square of XQY {(2bc) equals
QA into -the square root of X, then the progressive
forces must prevail over the reactionary in the span
of .32 of a single generation.63 ° S

A Dance of the Forests and Kongi's Harvest are thé
 shattéring of illﬁsi$ﬁs crea£ed by memories of Africa's past
greatness and the hopes for a bright future in Which Soyinia
iﬁ&blves a whole nation, Nigeria and Ismaland} vIn the

reme ining fiveupubliShed'eérly plays and in éhe novel, the
theme of the Ogun.duality is also a shattering of illﬁsioﬁs
but the focus is on_partiéulér.individuale Thé communify

is nevertheless iﬁ;olQed since the aqtions of the individual;
affect the community and sometimes reflect ité‘values. ~ The

- Trials of Brother Jero is a very simple version of the Ogun

»

duality in which the protagonisf,ﬂBroﬁher‘Jero; blatantly

/

states his identity and machinations.
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I am a Prophet. A prophet by birth and by inclin-

ation. . . . My master, the same one who brought me ‘
up in prophetic ways staked his claim and won a grant
of land. I helped him. R What my old Master did

not realize was that I was really helping myself.64
- After this deblaration; the play introdnces a number of
worsgéppers, the followers of Brother Jero. These people dn
have faith in theit prophet but he regards them as the source
of income. He even ca.ls them customers. Among these is
Chume, a- chief messenger in a go&ernment‘department. Chume
has been seeklng "splrltual"65 help from Brother Jero‘because
a nagglng wife has kept him unhappy for sometime. Chume's
wife also happens to be Brother Jero's creditor. As a rule,
Brother Jero forbids the habit of wife—beating among his”
followers on religious grounds but when he learns that Chume'sv
wlfe isvthe creditor who is‘giving him problems, he relaxes
thelrule‘against wifé:beating specially for Chume. Later on
Chume learns the facts and realizes that he hashbeen led
down a gardenApath;' | |

In The Swamp Dwellers, a similar dlsclosure is made |

\

through a’confrontatlon between Igwezu and the priest who is

called the Kadlye., The Kadiye is priest to the serpent-of
the swamp, a local d1v1n1ty, to which the community has .given
“all it has in exchange for an illusory promise of protection‘

-and blessings.

The death of Eman in Thebstrong Breed, confronts
two of the men, Jaguna and Croge who are implicated in the
ritual murder with the deeper issues of a traditional

1

religious practioe which-they have so far accepted without



question. _it is the belief in this particuiar.communi¥y

that once every year an individual should carry the sins

of the oommunity down to the river in a purification'rituall
cereﬁony. Such a perso; is. not expected to .return'and if
he'does, he must be stoned to death. Eman~1s stoned accordlng
to the demands of the ritual; Jaguna and: Oroge dlscover that
the communlty does not apprec1ate thelr actlon and Jaguna-
suffers more from the 1nc1dent because his daughter was in

love w1th Eman and she cannot stand him. any more. Nor can

he call her by name and so he refers to her as "the viper.”

~ Qroge: (aimost,whispering) What is it?
Jaguna: The viper.

[Oroge looks cautiously at the woman;

" Oroge: I don't think she will even seedyou.
& > ,
Jaguna: Are you sure? I am not in a frame of
S mirnd for another meeting with her.

Oroge: Let's‘go home.

Jaguna: I am sick to tr - heart of the cowardice
I have seen tcaight. A

Oroge: That is the nature of men.

"Jaguna: Then it is a sorry world to live in.
We did it for them. . It was all for-
their own common good. “What did it
benefit me whether the man lived or died.
But did you see them? One and-all they
looked up at the man and words died 1n.
dthelr throats.

Oroge: It was no common sight.
Jaguna:- Women could not have behaved 50 shame-

iully One by one they crept off like 66
sick dogs. No one could raise a curse.
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The death of Eman_has-raised the‘conscience of the community
and‘at the end of the play, an lmpre551on is’ glven that such
a death would not happen agaln in thlS partlcular communlty.

~In The Llon and the Jewel the theme of duallty 1s'

N

- in the form of a conflict between tradltlonal Yoruba ways of.

llfe represented by Baroka and modern ways of llfe repre-
sented by Lakunle, the schopl teacher. Implicit an'thls
larger conflict is one c: age and youth, for Baroka lives
mainly according.to the ¢ustoms of the tribe and he is an
0ld man; Lakunle is in the‘prime of life and he has ideas
/about what the futurc should be like. At the centre of'the
confllct is sidi, a beautlful young woman of the village
who attracts the attentlon of both Baroka and Lakunle
thereby creating a love trlangle SLtuatlon. On this’ level
Lakunle is a loser 51nce Sldl eventually marries Baroka but
the idea of progress as seen by Lakunle Seems to interest
Soylnka even more because Lakunle's 1deas are dlstorted and
they need So be balanced These 1deas permeate Lakunle s
entlre belng 1nclud1ng the clothes he wears: which show hlS
pretentlons and lack of taste.

The school master is nearly twenty- three.- ‘He is

dressed in an old- style English suit, threadbare '

but not ragged, clean but rot ironed, obv1ously '

T a skze or two too small. His tie is dorie in a

very small knot, disappearing beneath a shiny

black waist-coat. He wears twenty-three-inch 67

bottom trousers, and blanco-white tennis shoes.
Progress to Lakunle means a clean sweep over-night of eVery-
thlng in hlS trlbal customs as his’ attltude to the custom of

A}

brade- prlce68 shows. He descrlbes the custom as:  "a savage

@



24
custom, barbaric, outfdated, rejected, denounced, accursed,

excommunicated, archaic, degrading, humiliating, speakable,

redundant. Retrogressive, remarkable, unpalatable.sg_ This

chain of epithets betrays Lakunle's lack of real knowledge
of the ideas he is concerned with. ‘The words have merely
been memorized from the "Shorter Companion Dictionary;"
hence, the inclusion of the word "remarkaBle“’at}the end
of the recitation. His own plans fer'the future are not
‘inspiring either:

When we are wed, you shall not walk or sit
Tethered, as it were, to my dirtied heels.
Together we shall sit at table
-—-Not on the floor--and eat,
Not with fingers, but with knives

- And forks, and breakable plates.
Like civi)ised beings.
I will not have you wait on me
Till I have dined my fill.
No wife of mine, no lawful wedded wife
Shall eat the leavings off my plate--
That is for the children.
I want to walk beside you in the street,
Side by side and arm in arm
Just like the Lagos couples I have seen
High-heeled shoes for the lady, red paint
On her lips. And her.hair is stretched
Like a magazine photé.70 '

.Lakunle's coﬁCern for material acquisition ie a very limited
view of‘progress and if he had his way, Ehe eommunity would
not benefit from his plans. Baroka is aware of the shallow—
vness of Lakunle' s ideas in thlS respect and the comments “he
vmakes on progress".ls an 1nd1cat10n of his awareness: "I

do not hate progress, only its 'nature which makes all roofs
wil

f

and faces j?ok the same.
o In The Interpreters, Soyinka has linked a group

NS
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of about six professional young men, Sekoni, Sagoe, Egbo,
Kola,dBandele and Lasunwon with the knowledge of the Ogun
duality. These men have the sensitivity_of an artist, in
varying degrees, and through them the pretentiohs of society
are re;ealed either by what they experiencelor by Qhat they
see. Sekoni is a quallfled englneer who builds a power plant
for a remote Vlllage but the plant, although completed does
not open because the men who make the ;mportant decl51ons

are more intefested in their Qwn haterial’well—being.‘ A
typlcal deelslon maklng board is descrlbed in a passage where
' Sagoe is 1nterv1ewed for a. job as reporter for~eﬁ"oF ‘the

newspapers: o R ‘ff”“

gis
)

Sagoe once agaln approached the board room,_.”,,_
as with all boards, with Compensation’ Membe”"”"

electidns, missed nominations, thug. recrult§§
cial backing, Ministerial in- lawfulness, ‘Ming
ponc1ng general arse llcklng, Mlnlsterla-

L Al-/
- . . ‘ . B
) .
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3
the plant prOJect and 1t is to hlS advantage“to have th
ﬁ '

PrOJect written-off: ’uqzaiv;”

And the chairman chuckled and said, 1 ﬁnewk e was our
man. Get me the expat. expert. Hot® gj, ‘

rative evaluatlon, came the’ expatrlatefh‘- k£
therefone impartial. Constitute yourse$ in aVOne—man
comm1551on of enquiry and prohe the con's% ugm;on of our

~ power station at Ijioha which was built w1tHoat éstimates
approved expenditure. Is it uns%fe for operatlon? and -
‘he winked, a truly expert expat. expert's wink. Thats
the safest idea. You put it in technical language. And

¥
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“the expatriate expert came to Ijloha,‘sa ‘”ﬁbondemned
And the chairman read the report and sdl,, :
never fails me, salivating on the eplthV
expenditure, highly dangerous condltlo* il ‘suitable
materials, unsafe for operation. Brlng; ¥ the Write-.
off file, chortled the chairman. Andvt“ﬁmLJOJect was
“written off while parliament at guestion: %ime resounded

- to ‘the escapade of the mad engineer. sInterdict him shall
- we? Brlng me Form S2/7 Interdiction of Senior Civil
Servants and Confidential File Sekoni Chief Engineer in
charge Ijioha.” And the chairman--for his‘subsidiary‘@ﬁ
company registered in the”name of his two-month-old
niece had been sole contractor for Project Ijiocha--
cleared put a few thousands in immediate compensation

and filed claims for a few thousands more. - I always
~say it, the Write- Offs pay better than fulfllled
contracts.

The expatriate expert is used by the chairman of the board
merely as'aﬁéhield te advance his own interests. Bﬁt Sekoni
is shattered by this experiehce and he literafiy runs mad.
Soyinka looks at Sekoni as a typical sensitive artist and
the experience which he undergoes-is the'crossing.of the
"transitional gulf." The struggle leads to a creative
expetience and Sekoni ends up by turning out -his first ahd
onlyfsculpture which he calls "the Wrestler.."—].4 Kola who is

a trained artist considers it a maSterpiece: . '

"In The Interpreters, the subject of religion is

treated almost as in The Trials of Brother Jero. Thi; time

~

the‘focﬁsﬂis on Lazarus, the albino, who is leader of a
congregation. He is basically well intentioned but-hié.
understanding of the Bible is'extremely limited and as a

‘result he interprets the verses out of context. Lazarus

ﬂ“‘ﬁappeints a young boy namedtBarabbas to be one of-his twelve

e
CSre
N *

o apostles justlfylng the app01ntment with a Blbllcal argument:

G

"and in hlS name, unto the serv1ce of the Lord our God I
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. ask you to receive our brother Apostle, a sinner who is *
born again, a sinner who is wash 1n the blood of Christ
and has choosing the path of righteousness."75

Barabbas who is‘renamed Noah after the baptism
> was oaught stealing‘and nearly got torn to piebes by a street
crowd but Lazarnsvrescued hHim. - Thus the boy is not converted
to Christianity at hQ@rt and he quickly shows the meaning-
lessness of‘the conversion imposed on him. After the Seryice
he fails to walk through the flames designed to test his
faith. The entire service 1s watched by some of the inter—
preters who all along are skeptical of Lazarus and in this
respect they contrast sharply with members-of'the congregation

‘ 7

who believe évery word uttered by Lazarus.

.

A university community is expesed in The  Interpreters

and the comments are directed particularly at Nigerians among
.whHom 1is ProfeSSOr Oguazor. The setting of Professor Oguazor's =
character lS the inside of his house which is decorated Wlth
artifiCial plants and flowers

From the ceiling hung citrous clusters of invisible
wires. A glaze for the warmth of life and succulence
told the story,-they were the same as the artificial
apples. There were fancy beach-hat flowerpots on the
wall, ivy clung from these. along a picture rail, all
plastic, and the ceiling was covered in plastic lichen.
‘Sagoe had passed, he now noticed, under a special exhi-
bition group of one orange, two pears, and a fan of
bananas straight from European wax-works.76

‘The general attitude of Professor‘Oguazor is rigid, like the
o/ _
‘decor in his room and he is always conscious of his appearance.

But- there is another side to Oguazor whichﬁis mo¥e real than

the public imaée. His moral record is not straight as he has
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'had a child out of wedlock77 but_helexpresses great moral
indignation about a single student whovgets pregnant.
The theme“of duality is expressed in a number of
dlfferent ways in the early works ‘and generally, because .
exposure of pretentlons is 1nvolved a tone of soc1al or
polltlcal criticism tends to predominate. Professor_Eldred

D. Jones has made a remark which summarizes in a satisfactory

way, -the effecthf Soyinka's works on the audience about
N - CTT
. which he writes: A

Soyinka is apt to raise the most embarra551ng questlons.'
This is wheére his greatest value, lies--and his greates
personal danger; he is an irritédnt to complacency and’
a wet blanket to romance.?8

=~

3. The Ogboni Cult, Sacrifices and Recurrence.

In Yorubaland every lelnlty has a system of worshlp

whlch is observed by its followers, such a system is called

a cult and some of these are very elaborate.79 Cults are

also organlsed for HEe worship of ancestors such as the

Engungun Cult.80

EThe Ogbonerult is consideredhsepa;&tely'from‘the
Yoruba pantheon of dlvinities partly for con\venience’81 but
also because some mythsnclaim that it existed before the
divinities'came down to earth. Idowu suggests that the

ngonl Cult was establlshed by Oduduwa82 who like Orlsha—nla

was a- d1v1n1ty close  to Olodumare., But thlS myth is not
conclu51ve and oduduwa 1is, generally cons1dered by the
Yoruba as thelr original ancestor and priest- klng of

l..r—Ife.83

B ‘ N : B

a
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. §
Pet'er.Morton--Williams84 stresses the separatlon

tween the Ogbonl Cult and the Xoruba pantheoﬁ\of d1v1n1t1es

0’

v.‘ Uﬂ . <
5 a(D !

‘fo some extent Idowu agrees ‘with thlS v1ew.8 o Peter
. ,15,,7‘

M‘rton-Wllllams bases his article on. a myth whichl says that
N

Vthvdearth was created before the d1v1n1t1es came down from
heaven; but Idowu descrlbes another myth whlch ass001ates‘
the creation of the earth Wlth Orlsha nla who is sald to have”
been comm1551oned by Olodumare.. to spread soil on the prlmeval
/' marsh’ until it became flrm.grOund 86

The 1mportant point about the separatlon of the

}.:Ogbonl Cult from the Yoruba pantheon of d1V1nLt1es is that

‘a llvalryrex1sts between them, a p01nt on whlch Idowu and
»Peter Morton-Williams agree wnd this rlvalry is o’ rmportance>

. in the study of Madmen‘and Specialists; For the purpose of

:‘thls thesis, the nature of the Ogbonl Cult as descrlbedlby

f.VPeter Morton- Wllllams has been adopted - s

The Ogbonl Cult is a secret organlsatron to which

old men and a few selected old women are admltted 1n’fulk?

.membershlp.BT ‘The cult worships the earth’ because 1t belleves

in a myth that clalms earth to be the orlgln of everythlng.

_Peter Morton Wllllams descrlbes the secret of theipgbonl Cult

-as lelows-

The secret of the Ogbonl whlch has- beensclosely guarded

from Sther ‘uninitiated ¥oruba as well as from outside’ .
. inguiry is that they worship and control the sanctions

of thé. earth as a splrlt. Earth, they hold, existed

before the gods and” the Ogboni cult before Klngshlp

Earth”is the mother to whom the dead return.‘ antﬁ// ~
‘and the ancestors,-not the gods, are the source of o
woral 1aw 88 ~ . - .

v o . B T -7 N . . . .
; Q . ) . ) . * ! a T .wd"/
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The 0ld Women assoc1ated with the Ogbon1 Cult are generally

‘looked upon as w1tches and dangerous Peter Morton -Williams
_,quotes'a descrlptlon of the Ogboni. old women written by Leo
'Frobenlusgg who says that they were: ."Well versed in the

most arduous and w1cked arts, whose bu51ness was spylng and

eavesdropprng and if called upon, handlng the pOlsoned cupy ?
90

to. the destlned person." ' The Old Women .are associated’with

_death by p01son1ng because the Ogboni Cult part1c1pates in thev

’admlnlstratlon of justlce - If a»dlspute arises ‘between two

people or if they have been involyed in a fight which leads

" to the shedding of blood’ ! the Ogboni cult officials send out

e

an edangzlsummoning‘,he,parties_to a.trial. The use of a

© poisoned cup'is a way pf testing the validity of evidence but

N some people do not survive the‘concoctions.g3 The Cgboni Cult ~

Sm—

is also- assoc1ated w1th burial rites-and becausé of the . secrecy

they maintain, the community.is generally afraid of them. The

Egqungun Cult . 1s controlled by the Ogboni Cult and’ like every-u

\thlng else in the latter cult it is shrouded in mystery 24
The offerlng gf sacrifices is central to Yoruba
VAN

worshlp of all cults and a wide range of thlngs-are used——

foods, dr;nk as-well as living things. The sacr1f1c1al meal

n

of Orlshayﬁla is "the bloodless snail coq}ed 1n shea butter.

But ‘the prlests add fowls and other anlmJls for their own
benefit. Other divinities have their particular dlshes——rat

and fish for Orunmila, ram for Shango,‘dog for ‘Odgun, a cockl

for Eshu.95 ' Lo L S

The hlghest form of sacrlflce howeveg,'ls human

sacrlflce and Idowu comments on thlst01nt in these words-

Y L . ~ R A *

54

was, -
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The highest type of sacrifice among the Yoruba used

to be human sacrifice.

No one cdan be quite sure’ that

this sacrifite is not being offered, if secretly and
only on urgeént occasions even these days, although
after the establishment of British rule 4in the country,
it was made illegal. 1In the old days, human sacrifice
by the Yoruba w&ds the climax of sacrificd®.96 ' -

. . . i LA
~J. 0. Lucas,supports Idowu's view of humam~Sacrifice among

the Yoruba people and emphasizes its religious significance:n

Cannibalism does not exist in Yorubaland. When the
Yorubas emerged into. the light of civilisation, -they
had reached a stage of refinement which made canni-
balism abhorrent to them. Traces of tHe practice

.. however, survive, and these are found chiefly in

fice for & specific purpose98

connection with religious worship.97 - - e

B . . . ' . .
:In Madmen and Spec1allsts,_Soy;nka uses. the idea of sacri-

_but the origin of  his idea is

clearly ¢ nected with Yoruba religion.

" The idea of recurrence which Soyinka uses in Madmen

.i.and Specialistz in the concept of "As".is echoed in all

aspects of /o.uba existence.

birth through maturityfvéld
Re-birth is éxplained in. at

an’ ancestor in the new bo¥n

An Abiku is a.child born to

* .rence is brokenzthrough the

Life itself is cyclié,‘from
age, death and then rebirth. |
leasf two ways} the retugh of
or the return of an Abiku child.

die and the chain of its recur-

appropriate .xituals and sacri-

ficés.99 Gerald Moore explains the Yoruba ideéa of recurrence

in £wo ways; first through a myth df a snake eating its own .

tail and secondly through the grdwth and decay of the

vegetatiOn-in the e@ﬁitorial forests: N

Y

Under the hiéh Canopy'of the equitorial‘forest,“there are
no seasons. In an atmosphere always moist, still and

Separate from the outer

world, life follows a piggetual

'unbroken cycle of growth, fulfilment anaﬁdécay.
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ORISHA
Notes:
1. The diagram is based on E. B. Idowu's book,
Olodumare: God in Yoruba Belief, Chapters 4 8.
2. The number of unnamed Orisha is uncertain.
Idowu gives four dlfferent figures: 201, 1060,
1440 and 1700. : )

Orunmila and Eshu have dlrect agcess to Qlodumare.

/
f

Figure 1 - The Yoruba Pantheon of Divinities.

Paid

32



FOOTNOTES TO CHAPTER I

‘

1. Bolaji Idowu, Olcdumare: God in Yoruba Belief

(New York: Frederick A. Pracger, 1963), assorted chapters.
This book is the main source from which' ideas on Yoruba
mythology have come. I am not dealingswith details of all
the myths; only those aspects that are directly relevant to <«
the thesis have been collated from different chapters. The
Yoruba pantheon of divinities, summarized in Figure I (p 32 ),
and the Ogboni cult which is discussed a little later in
Chapter I are the relevant aspects. In Figure I, Orisha-nla
is given a prominent place because he is‘considered'a,direct
descendant of Olodumare, the equivalent of the Christian God .
but he does not control the other named divinities since they
derive their powers directly from Olodumare. Eshu and Orun-
mila have direct access to Olodumare; the former as envoy
between heaven ..nd earth, the latter as controller of man's
fate because he is the only one present when Olodumore |
breathes 1life into the moulded body of man. Summary of
functions of the divinities: according to both Idowu and
""Soyinka.

@ Olodumare - The sup eme divinity, equivalent
: to the Christian God, ompipotent,
creator of everythlng, man and the:.
divin’ .ies.

Orisha-nla Respcn~ible for moulding the phy51cal
(also Obatala) aspects~ of man. _
Orunmila ~Respc sible for the fate of individ-

uals through the IFA Cult, a system
) of divination. 4 .
Eshu - Envoy to Olodumare, also known as
the trickster divinity. He reports
directly to Olodumare and is feared
by the other divinities and men for
. o that reason.:
Ogun Artist divinity, concerned with
' making tribal markings and circum-—
_ cision; "also explorer, path-finder,
S ’ divinity of war and patron of all
' workers of iron including motor
mechanics.

Shango » Rides on lightning, divinity respon-
o ; : sible for electricity. =«
Shopona "Elder brother to Shan. o, responsible

- for small-vox,a deadly killer. Through
Shango and Shopona, Olodumare punishes
“human offenders; through Eshu, he
punishes all. '

33
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Ela : o Idowu says his functions are not

' very clear but he is considered to

be the divinity responsjble for earth
and the ‘other divinities pay him
_homage for using the earth. Ela
‘would seem to be doing the same thlngs
as the Ogboni Cult but this point ‘is
not made very clear. For this reason,
the Yoruba patheon of divinities is
separated from the Ogboni Cult in
this thesis.

“ipid., p. 59.

;Ibid. c. -0.
A 4See foo=r.ute 1 above under summary for responsx—
bllltleb of each lelnlty and note the position‘of Orisha-
nla in- relation to the rest. :

SSbAL11“jz of the names of all the divinities have

/been stand .di-=d i- the thesis after a system adopted by

Ulli Beisc:- i~ 11+ bo. Yoruba Poetry - (Cambridge: Cambridge j

- Universicy Tress, 1272) . This system avoids numerous Yoruba

accents anc recH id. th2 names as they are pronOunced in

‘Yoruba.

STow o /3.

7Obotunde Ijimere, The Imprlsonment of Obatala and

_Other Plays (Ibadan: Heinemann, 1966), p. 3. Cattle Egret

is a white heron that picks ticks from cattle.

8See"vWilliam Bascom, The Yoruba of South—western

- Nigeria (New York: Holt, Rinehart and Winston, 1969), p. 70,

In a few:key sentences, Bascom says, "the babalawo, as they
are known, are both diviners” and priests of Ifa, the God of
Divination [Bascom has elevated the system of worship to
Orunmila into a. god] and although they are.distinguished

- from the 'doctors' or 'medicine men,' they dlso prepare

charms ‘and medicines. . A babalawo cansults Ifa by manip-
ulating sixteen palm nuts, which form a large handful,
and attempting to plck them all up in his right hand.

If one nut .remains in the, left hand he makes a double

make%ﬁ@m51ngle mark." -

. 19%d0wu., pp. 71-72.

vllUIli Beier, p. 27. -
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2yole Soyinka, "The Fourth Stage," The Morality of

Art, ed., by D. W. Jefferson (London: Routledge and Regan
Paul, 1969), p. 128,

13A reference to Obatala's functions as moulder of the
human body. In his absence the work could not be carried out.
However, 1t seems there is a little co. tradiction; iﬁ foetuses
were made, then someone.other than Obatala must have made
-them.. The maln point is that without Obatala children would
not be born.

l4ThlS seems to be a Yoruba proverb explaining the
powers of Eshu which are not subject to time so that he can
do anything.

15'Kc)la nut is used extensively in West Africa when
people exchange greetings. It is considered a sign of
welcome. The Kola nut is also used in worship to the
Orisha and in Ifa divination.

16

Ijimere, pp. 36-37.

17 1pi4., p. 11.

l8Soyinka, p. 126.. See note 24 below for a compré-
‘hensive explanation. ' :

19Wole“'Soyinka. Idanre and Other Poems. (London:
Methuen & Co. Ltd., 1967), p. 75.  Palm wine 1s extracted
from the palm tree. Idowu in Olodumare states that the
palm tree was handed to Orisha-nla by Olodumare when he
came to spread soil on -the primeval marsh.

20Ijlmere, p- 16.

. 2lIn Yoruba beliefs the left Hand is a55001ated with
evil, the right with good.

22Ib1d., pp. 43-44.

.

o 23Soylnka has been talklng about the ancestors'w
(the dead) ‘and the unborn and the llVlng.

24Soylnka, "The Fo rth Stage, 126 ( The "“trans-— -
sitional gulf" Soyinka is talklng about is a\§rocess‘qf
decision making on the part of an individual.” He has‘him-:
self been 1mprlsoned twice because of his involvement in
public affairs, first in about 1964 and then in 1968. The
second imprisonment was because of his criticism of--the B
Nigerian.Civil War and the war is the subject of Madmen and

" Specialists. In the phrase "the negro as pure artistic
intuition" Soyinka is making reference to a typical Senghor'.
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remark; see Senghor's artiele,' Afrlcan—Negro Aesthetics,"®
Diogenes, No. 16. (Winter, 1956), p. 23,

25Leopold Sédar Senghor, President of Senegal at the
present, time, born in 1906, Léon Damas, born in 1912, Aimé .
Césaire born in 1913.

26Gerald Moore, Seven African Writers (Ibadan: 0.U.P.,
1962). See the introduction for comments on the pollcy of
assimilation. X

27Dav1d Diop, (born 1910), grew up in France. 1In
1947 he founded Presence Africaine in Paris. '

28

Gerald Moore and Ulli Beier ed., Modern Poetry

From Africa (London: Penqu1n Books, 1963), p. 58.

29The term African Literature has not been deflned
In 1962 and 1963 conferences were held in Kampala, Uganda
and in Sierra Leone. On both occasions those concerned

faited—to agree on a definition. I am using the term to
mean the literature written. in English from about 1960,
particularly by people whéﬁtpn51der Africa thelr home.

3OAblola Irele "Negrltude or Black Cultural Nation-
alism,” The Journal of Modern African Studies (October, 1965),
p. 346. ’

31Gerald.Mooreand Ulli Beier, see the introduction.

32Abiola Irele, "Négritude-Literature and Ideology,"
The Aournal of Modern African Studies (December, 1965), p. 519.
Abidla Irele is a Nigerian fluent in English as well as French.
His/balanced v1ews on: Negrltude were acqulred because of his
dlrect access to French writers. 7

/' ' 33David"Rubadiri, "The Development of Writing in
East Africa." Perspectives on African Literature ed., Chris-
topher Heywood (Nairobi: Heineman, 1968), p. 149. Rubadiri
says,\"A boy wrote, a '‘poem because his whole literary tradi-
vtion had moulded him to. try and emulate the only literature
that he had come in contact with: So people wrote like
Keats and Wordsworth on roses and sunsets and moonshlne

B Rl
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By 1960 modern African writers were attractlng

world attention but +this was also the time many of the

Afrlcan countries were becoming independent states. The

“cause for protest was no longer there. African cunlture could

develop as people wanted under independent: African govern-
ments., In fact Senghor hlmself .was among the new ruling

- class. R

s
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35Dennis Duerden and Cosmo Pieterse, ed., African
Writers 'Talking (Nairobi: Heinemann, 1972). In their book .
they give dates for Anglophone African writers: Chinua
Achebe (b. 1930), J. P. Clark (b. 1935), Cyprian Ekwensi
‘(b. 1921), Ezekiel Mphahlele (b. 1919), James Ngugi (b.
1938), Okot p'Bitek (b. 1930), Wole Soyinka (b. 1935), and
Christopher Okigbo (1932- 1967) who was killed in the Nigerian
Civil War while fighting on the side of Biafra. Biafra was
-declared an 1ndependent republic but the Federal forces won
the war and the country is still united. 7

36

Janheinz Jahn, Neo-African Literature, A History of
Black Writing (New York: Grove Press, Inc., 1968), pp. 243-244.

37Walter A. E. Skurnik, "Léopold Séder Senghor and
African Socialism." The Journal of Modern African Studies
(October, 1965), pp. 350-351.

38

Ibid., p. 350.

39Léopold Sédar Senghor, "The Study of African Man,"

Mawazo‘(December, 1968), p. 3. ) . '
40Abiola Irele, "Negritude or Black Culturad Nation-

alism,"” p. 343. Abiola does not mention the Organlsatlon

of African Unity by name but that is what he is really -
talking about. - .

4iln his attitude to Africa, Senghor's ideas are
different from Mphahlele who often talks of Africa. South of
the Sahara, thus excluding the Arab part of Africa.’ Mphah—
lele was almost the leader of anti-négritude feeling in
English-speaking Africa. See his comments. on the poetry

of négritude in his book: Ezekiel Mphahlele, Voices in the
Whirlwind (New York: Hill and Wang, 1967),‘p. 137. His
interpretation of Senghor's poem "New York" is too llteral
he does not look at the poem in terms of imagery. he

42

Wole Soylnka, "Phe Writer in a Modern African
State," The Writer in Modern Africa, ed., Per Wastberg

(Uppsala: The Scand1nav1an Instltute of Afrlcan Studles,-_
1968), p. 17.

43ThlS suggests reference to negro slaves worklng
on cotton fields of Southern United States.
44ThJ.s is the p01nt Soyinka is maklng with his

theory of the Ogun duality. It applies to all human beings.
45Margaret Laurence, Long Drums and Cannons (London:

Macmillan, 1968), p. 1l1. The unpublished plays are, The
Invention, The Detainee and CamWOOd on the Leaves.

)
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465ee publication dates in the Bibliography.

47

Madmen and Specialists was first published in 1971.

4SEZeokoll, p. 27. She quotes Gerald Moore who

was assessing the possible effects of solitary confinement
on Soyinka. Moore said, "It is probable . . . that it will
[the confinement] always be seen as marking a definite break
“in his career, both as a writer and as a man of the theatre."
Ezeokoli lmpllcltly agrees with Moore's speculation but she
is wrong in her assessment of Madmen and Specialists as
Soyinka's departure from his usual style.

49Soy1nka was specifically talking: about ngerla in
the sense that the play was written for Nigeria's indepen-
dence. ' But the ideas apply to other situations as well. !
‘ '50John Ferguson "ngerlan Drama, in Engllsh " Modern
Drama (May, 1968), p. 24.

e51Wol'e Soyinka, Five Plays (London: 0.U.P., 1964),
p. 1. This volume contains the following plays: A Dance of
the Forests, The Lion and the -Jewel, The Swamp Dwellers,
The Trials of Brother Jero and The Strong Breed. All
quotations on these plays are from this edition and sub-
sequently I shall mention the specific plays, but the pages
will be given as they are. )

52Soylnka, "The Fourth'Stage,“ p. 125.

.~

53Soyinka, A Dance of the Forests, p5>51.

¢ 541pid.; p. 57.

>S1pid., p. 62. f : i

5651r Rex Niven, The War of ngerlan Unlty 1967 1970

(Nigeria: Evans Brothers, 1970}, p 83.
57Kwame Nkrumah, Consciencism (New/York Monthly
Rev1ew Press, 1964). '

58

Ibid., subtitle torthe book.

591bid., p. 109. - e

60

> .
: 8la1i . Mazrui, "Nkrumah: the Leninist Czar,"
On Heroes and Uhuru*Worship, (London: Longmans, 1967), p. 1i3.

62

Ibid.,gp; 113,

Wole Soyinka, Kongi's Harvest (Ibadan: b.U.P., 1967),

p. 1.
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®31bia., p. 13.

64Soyinka,'Th‘e Trials of Brother Jero, pp. 201-202,

¢ .
465Chume needs a marriage councillo¥ and not a prophet., \v.
' 3
66Soyinka, The Strong Breed, p. 275.
67Soyinka, The Lion and the Jewel, p. 93.
68A payment made by the groom to the father-in-law.
®91pid., p. 99.
70, .
Ibid., pp. 100-101.
"l1bid., p. 144. - - A e
72 s : ' & \“
" “Wole Soyinka, The Interpreters (London:®¥(Andre i

Deutsch, 1965), p. 77.

731bid., pp. 27-28.

"41pid., p. 99.

751pid., p. 171.

761pid., p. 140. |

"T1bid., p. 149. - -Y ' | .
78Eldred D. ‘Jones, "The Esééﬁtiél Soyinka," Intro-

duction to Nigerian Literature ed. Bruce King (Lagos:
Africana Publishing Corporation, 1972), p. 114.

79William Bascom, IFA Divination (Bloomington:
Indiana University Press, 1969). This book is a very detailed
account of Ifa Cult. . ‘
8QThe dead man is enacted by a member of the Ogboni -

Cult.

'81The Ogbdni Cult could not bebrepresented in Figure
1 (p. 32) because the pantheon of divinities makes a unified
group. : I v ‘ . ‘

: i 82Idowu, p. 24. Another writer, J. O. Lucas has
pointed out that .Oduduwa was wife to Obatala. See J, 0. .
Lucas,” The Religion of the Yorubas (Lagos: C.M:S. Bookshop,
- 1948), p. 94.. : .- -

J
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83Idowu pP. 20. To the Yoruba people Ille-Ife
is the place where Orisha-nla sprinkled the first soil;
‘ hence the cradle of everything on earth. - The University
of Ife is*in Ille-Ife. l »

‘ 84Peter Morton-Williams, "The Yoruba Ogbonl cult
in Oyo," Afrlca, XXX (October, 1960), p. 366.

851dowu, p. 247~

861pid., p. 19. A - ] )'

) ‘\ p
87Peter Morton-Williams, p. 368. ,'{ fy

%81bid., p. 364. ' o R
.89Froben1us was a famous German scholar in the

early 20th Century and he v151ted Ille -Ife.

90Ib1d., p. 368.

91

Ibid., p. 366. égﬁ%“ﬂﬂ,

2Ibld Opposite: Pl
Edan consists of two human flgures? male and female joined .
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CHAPTER II

> STRUCTURES AND YORUBA MYTHOLOGY @N
MADMEN AND SPECIALISTS o

Ezeokoli' has pointedSout the experimental«nature of
Soyinka's drama“in "form and 1anguagé" but the experimenta-—
tion is not.confined to the two areas, it is also present
in the structures. Two structures are examined in this :
chapter: the physiéal structure in which the play is divided
into "scenes" and théﬂdreém structure which shows the arr;;gé—
ment beideas iﬁ the biay. But as the Ogun'dﬁality hasu
indicaﬁed,zlthe ideas in Soyinka's plays a£e rdoted in

Yoruba mythology. The dream structure and Yoruba mythology

L E . . . ‘ :
are used as_ instruments for analysing ideas in Madmen and

Specialists; “The physical structures of the early published

plaYs and of the novel are briefly réViewed as an introduction
to the present discussion.
Soyinka does not use the term "act" for the divisions

in his plays and the term "scene" 1is specifically used only

in The Trials of Brother Jero which has five.scéhes. The "~

firSt18cene isAa prologue‘in which Brother Jeré introduces

himself to the audfénce,uthe second is at Brotheanero's hut

early in the morning, the-third is the beach séeﬁé later the

.same morning, the fourth goes back to Brother‘Jero;é hut iate

in the.afternobn and the fifth returns to.ﬁhe beach‘at nighﬁ—
0

fall. . The events are realistic and the scenes éte cogftructed
Al , . ‘ &

41
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within "real time." In between the scenes time is allowed

for the characters to travel from one poxnt to the" next

The term "scene" is not used in The- Lion and the

Jewel but again "real time" isﬁused and the three "scenes”

are called Morning, Noon and Night.

In The Swamp ﬁwellers, the events takelplacelin the
hut of an old couple,AMakuri and his‘wife Alu. First theyr
discuss their children, particularly their younger son,
Igwezu who is plagued with a chain of misfortunes. At the
beginning of the play; Igwezu is talked.about but he does
not appear on the stage until towards the‘?nd.

- A mystericus blind beggar is the first character to
join the cohple and after a few minutes the Kadiye, priest

'- )
- to the serpent of the swamps arrives and Igwezu is the 1: st

to appear + The Swamp Dwellers is a contlnuous series of

(arrlvals all working towards the confrontation between the
Kadiye and Igwezu. The arrlvals do not change the play S

: thought or action, thus it is a onefact without scenes.

The Strong Breed is structured like The Swaﬁp‘Dwellers
althcugh the locale changes from Eman's hut to the rest of
theivillage; then intd‘the-forest and finally to‘the river.
But all the events’ add up to the cllmax, the death of Eman
“at the end of the play
Soylnka has settled “for a two- part division in the S

novel, The Interpreters and the full 1ength plays—-A Dance of

the'Forests, The Road,'Kongi'séHarvest and Madmen and Special-

ists. The parts have been’structured.in such a way that an

(S
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i term1551on is called for at the end of Part llyhen the

lays are produced A Dance of the Forests was first produce%

2//ln 1960 and the latest of the published play, Madmen and

SpeClallStS,'WaS‘flrSt produced in. l9703/and over this ten

vRar perlod Soylnka has made use of the two—part division.
This\might indicate that the method has become part of_hls

-

‘perma ent style. ;
. 31_

/

. The two part lelSlon causes no/problems 1n readlng
_ the full length plays, but when a detailed- examlnatlon is
undertaken, the system does not'functlon very adequately
A bréakldown into smaller unlts, the‘"scenes " becomes

necessary in order to facilitate references.

1. Physical Structure

- Madmen and Specialists is divided into thirty—cne

scenes; of these nineteen are‘in'Part_I,'numbered'consecutlvely
1.1, 1.2 up to l.l9.and~twelve are in Part IT, numbered con-
‘secutively72:l to 2.12. ‘Thus’in maklng.references to the

play there is no need to spec;fy the parts;
\ The divisions are based on'four criteria:
(a) ™ The entrance of new characters as between scenes

l 1 and 1. 2. The arrlval of Si-Bero is a new, event as ‘the

Mendlcants stop everythlng they have been d01ng and a new

2+ tone of voice is noticeable in them.-
nr O .

” - (b) . Change of activity as between scenes 1.3 and 1.4.
In scene 1.3, the Mendlcants are 1nvolved in a rltual but in

" scene 1.4 they revert to normal speech.

e
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(c) Change'of thought as between scenes l.é}and‘l.S.
In scene 1.4, the‘Mendicants discuss'Si Bero and without
warninthhe conversation switches to Bero. .

(d) DisSolve scenes as hetmeen scenes 2.8 and 2.9'and
; then 2.11 and.2.12. ’These have been called dissolme scenes
because they are cinematic. The script calls for an on—going'
scene to freeze and action starts on the next scene instan—
taneously; The thought in the frozen scene may continue to
_ the subseguent scene under Jifferentﬂcharacters as between
scenes 2.8 and 2. 9-' .9 =200 2.0, of a completely'different
scene may be 1nterposeo and the thought may be resumed
in another scene. For example scenes 2710 and 2.12 are part
of the same chant, "Practlce!" but the_lmterp051ngfscene 1.11
shows‘the two Earth Mothers and their concern is different

. o

from the chant. Soyinka has 1-.zd the method of "dissolve

scenes"” in other plays. In The-Lion and the Jewe}/there is

a' mime scene in which the arrival of a photographer to the

~

v1llage of Chief Baroka 1s remembered and acted out. Another'

example is the Court of Mata Kharlbu in A Dance of the Forests.

;In either of t i "WO examples the action of the play is frozen'

ln order to accommodate the flash backs.

The scene lelSlonS in Madmen and Spec1allsts are

shown in a tabular form and the follow1ng abbrev1atlons have

been used;

“

Abbreviations for Column’/Headings

Scene Numbe. = Sc. No., Pages = pp, Beginning and

A
¢
by
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end lines = B&E lines, Characters =_Chars,(MaihﬁEvents and

Information = ME&I. It is necessary to indicate’as far as

p0581ble the first few words of 11nes at the* beglnnlng of a

\\

scene and the last few words at the end of. ?fscene because
:3szt scenes end in the mlddle of the page- so that a page

reference by itself is not adequate. Sowe of the scenes begln
or. end with words of the stage dlrectlo ? and in'the abbrévi—

(.,

ations, the stage dlrectlons are tfea*

"

d like characters.
The letters "Sp*" stand for - stage drf'eflons.
However, where the stage ai“

] . u--.

of an 1mportant character (e. g.,“the flrst words of RAafaa

ctions precede words

in scene 1.1, words of the character have been preferred.

2 . .
8 -
ES

Abbreviations for Characters and Other Information

- The Mendlcants, collectlvely - Mend. Individually;
Aafaa = AF, Blindman = BM, Cripple = CR, Goyi = GY.: The term
used for the 0ld Women is Earth Mothers = EM, Individually,

. Iya Agba4= IA, Iya Mate = IM, Bero = B, Si Bero = SB, 0ld Man
= OM, Priest = PR. \ :
TABLE I

No comments.
\‘ o TABLES II to IV

Tables II to IV are provided for quCk and easy
reference to the play Example: The Priest appears only
in scene. 1 17: the scene .number is given under Priest'in' B

Table ITI. To locate the scene in the‘script refer to Table
. '-. . . .

- I for the page number.
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TABLE IT

PART I, 19 SCENES

52

Sceénes Chars. Appear

Chars. _Totals-
MEND . 1-13 and .19 o 14
BM N 9 1
OM 19
B , 12-14; 16-19
' SB 2, 8, 9, 11, 12, 14 & 16-19 10
EM 8, 14, 15 ' 3
PR 17 1
TABLE III —
PART II, 12 SCENES
Chars. Scenes Chars. Appear Totals
MEND 1-3, 5, 7, 8, 10, 12g%§\ 8
OM 1-3,'5, 7, 8; 10, 12 8
B 3, 4,°6, 8, 11, 12° 6
SB 4, 11, 12 3
" EM 9, 11, 12 3
IA 6 1

o




/ - TABLE [V :

o -~

iy | PARTS I AND II

Chars. ' . Part I Part 1T ‘Totals
MEND 14 - g 22
BM o 1 o RN

oM T 8 9

‘' B T 6 . 13
SB: . , 10 3. 13
EM ) 3 3 6
IA o - 1 1
PR ’ 1 . ‘ - 1

Further Examples to Use of Tables

InaTable IT, the Bllndman ig’ separated from the other

- "1

Mendlcants and the,table makes his isolation obvious. This

is the scene where Si Bero takes him into the hut In scene“

2.6 Iya Agba 1s separated from Iya Mate for the first and
‘only’ time in" the play in a scene where she offers a851stance
7

to Berd. ' Si Bero's role in Part II is far less important

N : ) . . . I's
than in Part I and to some egtent Table IV suggests{this.

\ ,DRE%XM STBUCTURE AND YORUB \2

ANALYSIS OoF IDEAS IM

2. A Comparlson of Structures in The Marrlage .
~and Madmen and Spec1allsts =

F')

’Soylnka uses the 1dea of a dream.ln handllng char—

acters and 1deas in Madmen and SpeClaLlStS but the . dream 1dea -
. w
is not obvious and in order to show its ex1stence,nlt is
) T . . .

i i

S w0

B
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necessary to start with simpler examples.

The Marriage, -a play written by Witold Gombrowicz

(Polish writer 1904-1969) and A Dance of the Forests are

,‘Stafting points. The Marriage’is‘about Henry's dream and
through it he creates the other charagéers; Tﬁus the
anersonality Qf Hénry’explains the dregm and the dféam
explains his personality. Hénry dreams about things and’
people that occupy his mind most ofvthe time;‘hence the four
most important characters of his creation are‘the Father,
the Mother, J?hﬁny and Molly and these are the cloéest to
him. Henry's secret thought is to be king and within the
dream he becomés one by anlact of Qillf Simila;§¥~he makes
his Father king but because there is a secret aﬂimosit{
between, them he overthrows the Father._‘The point about thé
dfeam is thaf it bfings out to the surface the hidden
cravings of Heﬁry. .
| ~For our purposes, the fréédom with which Henry
operates Qithin the pl;§~is impoftant. The lavs 6ffnormal
logic afe éuspénded and evenﬁé.afe accepted becauge a dream
exists and they exist within it.
Hénry?s dream hasta specif}c cause, physical dis-

» Cdmfoft, which Johnny, Henry's al#ef ego talks about when he

sa&s,‘”Thét EQéW they give us:for supper is pretty tough and .

indigestibie. I havé nightmares too sometimes . . ."4

- In Madmen.and Specialists, Soyinka is the dreamer,
iﬁua poetic sense, and the play is .his dream. Through the
Ogun duality, which is poetic vision in this case, Soyinka

fod

A

ety
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has acquired knowledge of human nature and the Nigerian
Civil ‘War is a specific event which activates the dreamn.
Like Henry; Sgyinka controls the dream and although the

charaeters have separate‘identities, deinka is free to

v co-exist with them whenever he desires. The idea of

co-existence between the dreamer and his creation has been
touched on by Gombrowicz:

Henry resembles an artist in the state of 1nsp1ratlon

- rather than a person who dreams. Everything in the
play creates "itself": Henry creates a dream and the
dream creates Henry, the action of the play creates
itself, people create one another, and the whole
pushes forward towards unknown solutions.5

‘The mutual creation between the dreamer/artlst and the

y

characters of hlS creation effaces any dlstlnctlons that
may exist at the beginning of the play and the‘dream is the
centre of attention.

Towards the end of Madmen and Specialists, and in

particular in the long speeches, the idea that is repeated

over and over again is the?ﬁ%ture of-man expressed through

-the concept of "As." At this point in the play, the characters
- and Soyinka become one in expressirg the central idea. The

‘Marriage "pushes towards solutlons however unknown they

mlght be but Madmen and Sp@ClallStS does not even attempt to

suggest solutions becaudse the nature of man, acgordlng to
Soyinka, remains unchanged throughout human history and
hence tl.z connection between the circle and "As."

"
The structure in The Marrlage is dlagramatlcally

represented in Figure 2 (p. 63) which suggests that the



A

actions in the play develop in a lineal direction,

unrestricted by the structure which is open. This makes

. 1t possible for the play to follow any parallel path in a

forward direction’ but these.actions can be terminated at
aﬁy poeint. Thus actioﬁs_can deveiop freely accdrding*to
‘the wishes of thé playwright. |

In Figufe 3 (p.64) the situdtion is much mSSe_‘
complex since'two majo; levels of the dreamrexist,rthe

permanent pdetic,dream whichfSoyinka has acquired because

'~ he is & sensitive creative artist and the immediate dream

i

‘bring ideas of their

;some of the ideas.

. which' is activated by the Nigerian Civil War. Both levels
- . . { ° Lo
v~ of the'dream.lead to the "As" circle. .The play is, strictly

f%péaking: part‘Of the immq%iate‘dréam but it has characters

“'who have separate existences outside the play and thev too

own, some of which can be explairn.d
[o N , S o
through knowledge of the Yoruba myths.6 But because they:

~are human beings,7 their actions also lead to the "As"'

circle. A reasonable background of‘Soyinka's,philbsophy

‘and of Yoruba myths is necessary in oxder to understand

~

&

o

SUMMARY OF DREAM'STRUCTURES IN THE MARRIAGE
AND MADMEN AND SPECIALISTS

s

e Marriage

1. ,The Marriage has one level only and it is centered

on Henry who cont%ols all the other characters.

Sﬁructural Audience: There is no structural audience in

=
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. .
The Marriage as the characters exist

in their world and are not conscious

of any other people.

Madmen and Specialists

Three levels of the dream exist:.

1. The permanent poetic dream derived from the poet's

inherent knowledge of human nature.: -

2. The immediate dream, also poetic’but-specificglly
activated bysthe Nigerian Civil War. |

3. The Play. This is made up of the actiodns of'the
characters, closely }inked to fhe immediate'dream but
possessing a measure of indepéﬁdent existence.

. ) ( .
Structural Audience: The Mendicants are]conscious of an

audience ‘at times éb which they relate
diréctly. This audience is part of the
structure of the play.

" 3. Dream Structure -in A Dance of the Forests .

and Yoruba Mythology as Tools to the Concept-
Of Cannibalism in Madmen and Specialists

T

‘A Dance of the Forests 1s a poetic dream in which

man's nature in £he'Pa$t{ the %fesent and the future is seen
to be uncﬁaﬁging,‘a themé Which_is explainéd-by the reinéar—
nation of the Dead Man and the\Dead*quan'and.thelexiéteﬁce
of the Half-Child® on the odeuhand and the attitudes of the
three human characters on the other.;'They'are Demoke,‘the
artist, Rola, the whore and AdenebiA;the corrupt_courticleék.
‘The three are confronted bx Fo:est'Head, the divinitf-q&
oo L

4
i

“

fyEN
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creation; hence OF oéla’ss counterpart who remlnds then of

4 . DY
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\')wl"‘ "

their criminal activities. The purpose of the confrontatlon

is to "torture awareness" out of them and Forest Head

-

makes this point.Flear in the f 'nwing speech:

" Trouble me no further. Tho olcries of beings whanm
I have fashioned closer to m. wear ’ and distress me>
Yet I must persist, know1ng ~hat nothing is ever
altered. \ My 'secret is my eternal burden——to piece the)
encrustatfons of soul-deadening habit, and bare the
mirror of original nakedness--knowing full well, it is
all futility. Yet I must do this alone, and no more,
since to intervene is to be guilty of contradiction,
and vet: to._remain_altogether unfelt is to make my long-
rumoured ineffectuality. complete; hoping that when I
have tortured awareness from-their souls, that per-
haps only perhaps, in-new beginnings (Italics mine).

Only the artist Demoke shows awareness of soul since he

confesses the part he'played in the death of his apprentice.

Rola and Adenebi either deny or jus ify their bac _eeds.ll

In Madmen and Specialist. the purpose of thr canni-
;balism story is similar to what-Forest~Head‘has said. The
0ld Man is the lelnlty of creatlon in the play 51nce, like-

Obatala, he is - assoc1ated with the colour whlte12 and his

(

'fpatience‘in suffering is similar to Obatala s. In Part I,

the 0ld Man i's confinedl3'to the cellar and in ﬁart IT he

*is tortured mentally and physically by the Mendicants and
Bero.l4 The Story of his”duties at theirecuperation centre,l5

¢

is equlvalent to; an act of ‘creation because by glVlng the

10 °

-Mendlcants a new dlrectlon in llfe he had salvaged them from

1mm1nent ~annihilation. . The'fﬁur'Mendlcants——the Cripple,

Goyl (the ‘hurichback), the Blindman and Aafaa (the eplleptlc)

o

¢« in their respectlve deformitles are further ev1dence of the
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© 01d Man's identity with Obatala.l7

at
¢

In the analysis of the-dream striacture in Madmen

and Specialists, we have seern that _he immedidce dream was

activated by the Nigerian Civil War - *h Soyinka has

‘. . C, . 5 - .8 L. . ’
described as "stupid and unnecess - His anti-war

feelings are expressed largelylgthrough the cannibalism
story., The 01ld Man; as Obatala,“is central t> “h= story

and through hlm a tone of protest against the senscless

-~

slaughter at the frontczs introduced in the play | In

scene 1.17, the Prlest states that the 0ld Man ‘went t- the
front to legallze cannlba _is.1 and to prevent the wastage ~E
"heat." In hlS own words, the Prlestgsays:

"I knew it.. A stubborn man, once he-gets hold of an
idea. ,You won't believe it but he actually said to

me, I'm going to try. and persuade those fools not to ]
waste all that meat. Mind you_he never could stand
wastage, could he? T remember he used to wade into

‘'you both20 if he caught you wasting anything. But

human flesh why, that's another matter altogether {

~ i

%

The point_about the Priest's statem@nt is that it is made by,
a civilian and intended malnly for the public whlch is reptre-

sented by Si Bero22 at thlS p01nt The publlc is as fully
o ’ :
-informed about the horrors of“War as possible through a

fshock technique." The freedom of' the dream structure
‘permits Soyinka to ooiexiSt with the Priest in this .scene.
‘The "eating" of human flesh is handled‘like"a reli-

gious ceremony presided over by the O0ld Man as Obatala, " The

u"\ :

0ld Man is also associated with "As,"23 Bero,describes the

sceneion the occasion the "eating";took‘place in the following

.
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words:

- Wer thought it was a“ﬂoke It ll bless the meat he -
" said. And.then--As Was the Beglnnlng, As is, Now,
As Ever shall be . . . world without. . . . We said

amen with a straight face and sat down to eat. Then
afterwards . . . (p. 36). '

iy
\) > (]’x‘vv "

The theme”of the meal is taken up againvin'a crucial scehne -

when Aafaa winds up the alphabet recitation. The other;”

Mendicants part1c1pate in the meal Wthh is described as

follows.

Az "aa (dashcs towards the food tray, opens the lld

~~ " sniffs) Inspiration! C, Contentment : A full belly
"> starts to pick at the Old Man's food. The others

Juiln hlm, wolfing down huge chunks of meat. Aafaa

gnaws ‘at the huge . bone). A full belly comes -and goes,
- . for half the people I.know it never comes. U- Humanity!
' Humanity the Ultimate Sacrifice to As, the eternal

oblatlon on the altar of As .. . . (p. 52).

ER

In Yoruba rellglon the hlgheo, oacrlflce is human sacrlflce24 E

-for the beneflt of the commun"ty »ut in this passage the
. o C
-empha51s is placed on the phys,:a gratlflcatlon ofulnd1v1d—' . T
/ 1,&:_, - 8
" uals and because of that the me.nirg of sacrlflce 19~a 2
. . J P ‘

religious sense is redﬁced to mere cannibalismu ThlS 1s‘

-4

shock techn’que Soylnka uses and the reallstlc descﬂhptloni U
j B
is 1ntended to be nauseating.

¥

4. Soyinka's Concept of Cannlballsm From
Random Sources .

The word cannibal has been used by Soyinka'in
‘various places,_and the intention in'this'section is to
select a f@w examples in order to discover his, concept of

-cannibalism. ¢ o ‘ - C i

In August l962, Soyinka was interyiewed by Lewis
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.- Nkosi about his 1960 prodﬁctioﬁtbf'A Dance.of the Forest .

-
P

' ‘As the productign developedfﬂSoyinka began to see the play

in a new -light and thisligwhow it struck him:
. . . but the mainftﬁing was the realisation that
human beings are just destructuve all over the world.
‘I think this is it--I have thought about this again

.

and again but dhring the production--I produced it

myself--and in trying to see the play take shape on
~the stage. I find that the main thing is my own
personal .conviction or observation that human beings
are simply ‘cannibals all over the world so that their
.main preoccupation seems to be eating up one another. - -

" This I ‘think is the main thing I would say was in the
back of nmy mind when I'wrote it (Italics mine).25 !

\

The word cannibal is used in a figurative sen%e in this
- /’// . .

passagéﬁ;.And in A Dance of the Forests it 1is again used
R Y ,“’ ’ . B

ﬁiéuf&&iéély,by the Warribr‘who refuses to Ieadvthe army of
];Mata Kharibu in a war intenaed to.re;riéﬁe the Queen's
wardrdbe. The Warrior addresses thei?ﬂysician in these.
woras:

Unborn generations will be cannibals most worshipful
Physician. ' Unborn generations, will, as we have done,
eat up one another. Perhaps you can devise a cure,

you who know how to cure so many ills. . . . (Italics
mine) .26 ' '

N ~ ¢

This passage is almost identical to the intf 7, but in

,the‘intééziew,»Soyinka qualifies the "eatiné?y Spegt of
cannibalism by ﬁhe use of the word "seems." The qualifica-

tion is an indication that he is talking about it in a

figurative way. But the soldier's statement is anti-war

and he does nof"qualify the phrase "“eat up one ‘another.“ 4

In Madmen and‘Lpecialists, there is the same bluntness in
the use of thQ/word "eat" and the most nauseating passage
is the'Old Man'S'when>he deliberatély shocks Bero::

-

t
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Your faces, gentlemen, your faces. You should see
your faces. And your mouths are hanging open. ' You're
drooling but I am not exactly sure why. 1Is there really
much difference? 'All intelligent animals kill only for
food, you,know, and you are intelligent animals. Eat-
eat-eat-eat-eat-Eat! (p. 51).
The intention of the final shout in this passage is to shock
ahd-Bero leaves the room immediately after this statement.
In The Road, Samson uses the wérd cannibal to describe
Sergeant Burma and he too is using the word as a shock
technique. He has been trying £o>persuade Kotonu to resume
driving but Kotonu is unwilling éndfso he says to him, "You

haven't been to war. You canriot fretend to be an out-and-
. 27 , ,

o,

out cannibal like Sergeant Burma."

.

Conclusion

The concept of cannibalism in Madmen and Specialists

expresses Soyinka's anti—war feelings and the realistic
descriptions are designed to shock. Like Forest Head in 1

A Dance of the Foresqé, the shock techniqﬁe is intended to

raise consciousness and in Madmen and Specialists, the tech-

=

nique is directed at the Nigg¥%5n people, that element of

the audience which is.iﬁ€2gral to the dream structure.

v
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FOOTNOTES TO CHAPTER II

lVictoria C. Ezeokoli. "African Theatre: A
Nigerian Prototype" (unpublished Ph.D. dlsertatlon, Yale
University, 1972), p. 125.

2Above, p{ 6.

3Madmen and Specialists, was flrst produced at the
O'Neill Centre, Weterford, Connecticutt in 1970. Harper
Publishing House has announced publlcatlon of a new work"
by Soyinka titled The Man Died. If it is a play, then
Madmen and Specialists 1is no longer the latest published
play. :

4Witold Gombrowioa. The‘Marriage (New York: Grove
Press, Inc., 1969), p. 26. h

“Ibid., p. 16.

6The parallel between the Mendlcants and the deformed

creatures of Obata]a is an example.

¥

The Mendicants can partly be explained by Yoruba
myths but they are also participants in the events of the-
play in which their actions reflect the nature of man.

- 81n Chapter I, p.31l the theme of recurrence has
been discussed. ' " : .

9Idowu, Olodumare, p. 71. : s
lQSoyinka, A ‘-Dance. of the Forests, p. 82.

llIbid., pp. 14-28, for 4 full account of Forest:
Head's interrogation of Demoke, ﬁd&a and Adenebl.,la”‘

12Above, p. 2. . ‘.‘ ,%m*“*h‘ "
13Compare the 01d Man s’ confihement w1th Obatala sff?f'fﬂx
in Ijimere's play The Imprlsonment of Obatala. A fj. . "f'
C 14 ' S

The Mendlcants taunt the 01d Man over the c1garette,
Aafaa withholds the watch and the glasses belonging to the .’

0ld Man and finally Bero denies paper etc. .to the 0ld Man.HfL-J
'~ Scenes 2 1-2.8 cover most of the events 1n question. - - Ak

15The clearest statement'about what}happened‘at'the

recuperation centre is presented indirectly in Bero's last =

speech 'in scene 1.18 (p. 37) of Madmen and Specialists. -

i . : 65 ‘_ J o ;‘Afvgh?A ’

w @
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16Stage diregﬁ}éns at the beginning of the play
mention Aafaa's StSVitls Spasms which is equivalent to

saying he is an epileptic., Goyi h @ contraption supporting
his back in a stooping posture. He looks like a hunchback.

7Idowu.,'Olodumare, p. 71.

18 O

The New York Times, July 20, 1970.

9Soyinka also uses the Mendicanté in various ways
for protest purposes.

20

Y

The Priest is referring to Bero and Sj Bero.

;Wole Soyinka, Madmen and Specialists, (London:
Methuen and Co. Ltd., 1971), p. 34, AIl subsequent quota-
tions in the thesis are from this edition and they will not
be footnoted: .Page numbers will be given against each
quotation, o ' ' 4 \
~ 22See her reaction to the rumours in scene 1..6

where she says, "We heard terrible things. So much evil.
. (p. 30)~ T
23

“~Above, pP. 58.

'24Above, p. 31.

Dennis Duerden and Cosmo Pieterse, African Wri-ers
Talking (Nairobi: Heinemann, 1972), p. 173.

6Soyinka;,A Dance of the Forests, p. 55.

27Soyinka,.ThelRoad (Ibadan:‘OlU.P., 1965), p. 0.



CHAPTER ITI

THE INTERACTION OF IDEAS IM THE DREAM STRUCTUREl
: AND IN MADMEM AND SPECIALISTS
Figure 3 (p. 64) shows that the three levels

of the dream structure converge in the "As" circle:‘ an
indication that ideas in each of the tﬁreé levels relate
" to one another. The term dream structure in thié chapter
‘oxcludes the third level, the'play, which is the subject
{

of analysis.

Aspects of Yoruba mythology relevent to Madmen and

l .

Snecialists have been discussed in Chapter T. A deszriptian

0f the characters in the play is essential in order to com-
plete‘thexbackground to the analysis since what they dn is
partly explained by Yoruba mythology. P

;.'-\
v
Ve

1. The Mendicants and the Earth Mothers

In Chapter II, the nature of the 01ld Man.as Obatala
! L o . o . L : 2
has been discussed and the Mendicants are hig votaries.
Soyinka uses the Mendicants, @3 a collectiveé group, flexibly
6 57 o b _ ' 3 '
for expressing a variety of ideas through performances,” but
for the moment the focus is on :their separate identities.
Aafaa is leader of the.group firstly because he is
T . LT R
the priest, hence master .of coremonies in the ritualistic
5 : e e = 6 .
games~ and secondly because he is first in the alphabet.” ‘He

has the most'to_say of all the\Mendicants, his mind graSps

67
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'the‘playl

68

: , . 7 .
. things very quickly’ and his observations on the others

correctly define their(personalities. He is a tireless and

an accomplished actor.a\ He has a quick and fiery temper so

that he claéhes with every othcr character in the play, but
he is physically weak.9

The Blindman comes second to Aafaa in the alphabet
ghd,the two men seem to be on the éamedintellegtual level,
Aafag_calls him ﬁBlind Advocate" (p; 22), a reﬁark which has
a double meaninglO but it seems to indicate that he is a
lawyer by training. He pfobably speaks the fewest words in
1 but his speech is controlled aﬁd dignified.' Aafaa
calls the Cripﬁle and Goyi-dreamers (p. 44).but.excludes the
Blindman. 1In scene 1.6, ﬂ? joins the Remu Acu Tetigisti
chant but”he;dogs so "solé%nly" (p. 14) presumably because

LY v

inflictiﬁg pain. The ?ight with Aafaa in
‘ 12

he does notvligg
' [

scene 1.12 sﬁ@ﬁggihat he is physically superior.

The Crip is a dreamer and an dppprtunist. ‘His
intention is to ‘i in his 1imbs and he is willing to

accomplish his aiMféiqany means possible. His selfishness

is defined in the d@@@n

1

ame at the beginning of the play
when he proposes to s . an eye which he has woh‘frOm
Aafaa in exchange for éoyi's left and right stumps which ,

are won by Aafaa and th Blindman respectively. So, for

LY
Y

one stake he hopes to win two. At first this might appear
to be unimportant but in his dealings with Si Bero and Bero;
he puts his interests first. He blesses Si Bero when she

is within hearing distance in scene 1.3 but as soon as she
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is - off, he joins the others in making -sarcastic
reme 5 about her brother. At the beginning of sceﬁe 1.9
he :a .c¢s éwo conciliatory remarks to Si-éero/which are
. i

ty2i- .1 of his double faced nature, "No off?ﬁce Si Bero,
n~  fence. We only thought you had forgotten us." And in

second remark he says, "So here We are Si Bero., Bring
out the hérbs and let us catchvthe.sméll of someﬁhing in
your kitchen while we are about,itf.(p. 18). Hisaatfituéq
to Bero is equally double faced,:bgpause like thésﬁthep
Mendicantg, he raises doubfs ébout'Bero's‘behavidr towards
the Old Man and Si Bero in scene 1.5, but in the presence of
Bero from scene 1.12 onwards, he is willing to go along with
anytﬁing Bero‘wants.13 Aafaa calls thévCripple an "illiter-
ate reptile:'(p. 68) .and this observation explains why at
the end .of scene 2.5, he insists on mispronouncing the word
"palpitatingﬁ as "gushpillating";in thé song despite correc-

s

tion by the Blindman.

Goyi is the iast alphabe£i§ally and he is the least
intélligent. His longest speech in the play is in scene 2.1
where he.repeats the Ola'Mén’s‘words spoken at the recuper-
aﬁion centre. The 0ld Man-.was talking aboué the world oiﬁg .
round, a concept that the Mendicants seem\to‘have founé *1ew,14
and hence profound,'but at the conclusion he turns the rte-
ment into a crude joké,‘"I said to myseif,.well, I suppose
the 0ld Man must be right. I don't know what makes the
world go round hut I do know what goes around the world. ™ 1It's

wind. And I broke it loudly and felt ‘better" (p. 42). The
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Crlpple refeqs to Goyil \as a n1tw1t“”( 68) and Aafaa
calls hlm "dumclod" (p. 14) and then talks to him like a

Chlld a llttle later 1n scene 1.6, "What's the matter? No

.

S wan} pee—-pee? Pee—pée pee-pee? ' No more pee-pee? (p. 15).

The Mendicants are on the stage almost throughout
o ,

.
Lo

KTables IT and III, p. 52), in very close touch with Sl Bero,

ZF, Bero and the 01d Man, so that what they say or ‘do has a great
| deal of meaning for the play. An understanding of what they
are is a help but they do not always behave according to
their natures because they are also performers and the
shifts from being themselves to being performers can be
15

swift and sometimes subtle.

The Earth Mothers are followers of the Ogboni Cult

and because the cult is a secret organisation, their state-

' . L 16
ments are veiled in secrecy.

The term Earth Mothers
suggests that they worshlp the earth and the descrlptlon
that Peter Morton-Williams glves of Ogbonl women]'7 in
general answers to the’Earth Mothers.‘ Their close relatlon—
ship to the earth is revealed in several comments such as
the folloewing, in which Iya Agba is addressing Bero "Not ~
any cult you can’ destroy. We move a the earth moves, .
nothing more. VWe age as Earth ages" (p. 57f.18»-SiIBero
has been admitted to thescult by the  Earth Mothers and Iya
"Agba discloses the information to Bero a few lines before
the statement quoted 1mmed1ately above. Si Bero's member-

ship explains why she is so aiarmed when she discovers that

both Bero and her father had spilt blood_atuthe fyont. The
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scene. in whlc? ‘tHe™ 1nformatlon is given to her is as
follows'.,A”;
e
e Bero: . I'm tired. Let's talk of something else
% 8i Bero: Oh yes, you must be. -,Come inside. ‘No, -
‘ wait. You musn't come in yet. Be patient
.now, Bero. (Hurrylng into the house),
Don't move from there. Stand still,
(Bero looks slowly round hlm he gazes as
i if he is trying €0 pierce through the walls
5  into nelghbourlng ‘hemes. The expre551on oh
- - his face is contempt) )
(Sl Bero reappears with a gourd of palm wine,
pours it on the ground in front &f the door-
- . step. Then she moves to unlace his boots).
‘kff\\ Bero: - You Stlll keep up these llttle hablts.‘ *
p 220
-
) Si Bero: I llke tg keep close to earth
Bero: (Stepplng ‘back to prevent her from taking
. off his boots). Bare feet, wet earth, We've
wetted your good earth w1th somethlng more
‘potent than that, you know.
Si Bero: Not you. - Neither you nor Father. You had
' : ,Inothing to do with it. .. "(Ital1cs mlne)(p 28) .

Sl Bero is engaged 1n a rltual of pourlng libation to the

ancestral splrlts with palm w1ne and they are closely

assoc1ated with the Ogboni Cult. 19 The "something potent”

which Bero talks about is blood and Si Bero is alarmed

because Spilling blood is forbidden by the Ogboni>Cult as’

it is consideéred an act of profaning the earth. Peter Morton-

Williams states, ”The judicial functlon of Ogbonl are con—

cerned with the sheddlng of blood To shed human blood

upon ‘the ground, -whether - the wound is sllght or dgrave,

except in sacrifice i to profane the Earth."20

In spite of the mystery surrounding the Earth [
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" Mothers, thelr humanlty is unmlstakable ln the play partlc—
ularly in the last scenes as they dlscuss the idea of
retrlbutlon.21 Sl~Berokpleads for more time hut Iya Agba
cannot agree to this because she is also suhject-to death

and she is very much concerned’with time: "Time has run out.
Do’ you think tlme favours us?" (p. 74).£ A similar argument
is used in scene 2. 9 when Iya Mate tries to intercede w1th
Iya Agba on behalf of Si Bero, "And I? 'Have you spoken to
the ones below22 and did they tell you I shall still be among

the living when her2 bones are rested"(p.- 7).

In Yoruba mythology, the conflict between followers

Of Obatala and of the Ogboni Cult is explained by the Obatala/

dduduwa confrontation24\anﬁ\in\part! the hostile relationship

\‘\\
. between the Mendicants, in particular Aafaa, and Si- Bero is
' 25

because they belong to opposing camps.
The end of the playz“6 can also be explained by the
Obatala/Oduduwa confrontatlon Ezeokoli*who missed this
p01nt found‘the "end" of the play puzzllng 27 and perhaps the
dlfflculty 1nfluenced her assessment of the play whlch she i
’sald is "the most un-African of Soyinka's plays. ; . ."28 : Jt?
‘ Ezeokoli did not realizerthat the 0ld Man was Obatala -
at that point in the play, .50 she was trying to find reasons‘
why Bero had kllled his father. The ‘point is that the Old
’nMan does not dle, he is merely revealed as the lelnlty,
Obatala. The clue to this explanatlon 1s in the as5001atron

of the colour white with Obatala. The surgery is first

descrlbed at the beglnnlng of,Part IY in the stage dlrectlons
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where the doctor's smock is described as white;v At the end

- of the play there is no direct reference to the colour white

o N

but thé 0ld Man wears thelcoat described earlier on. As\in
other oarts of this play, stage ddrectionszglplay a vital
roie here and in order to cldrify the point, the words
'shouldfbe set down as they appeer:

(Aafaa snatches one of Goyi's crutches.
In the background the sound of Bero breaking ,
down the door. Aafaa brings down the crutch
‘on the Cripple's head).
OLD MAN: Stop him!30 Fire! Fire! Riot! Hot line!.
‘ - Armageddon! : : :

(As he shouts, the 01ld Man snatches the
surgeon's coat from where ‘it is hanging,
puts it on, ‘dons cap, pulls on the gloves
and picks up a Scapel)

OLD MAN: (at the top of "his v01ce) Brlng him over
%  here.  (He dons mask). Bring him ‘over here.’
i Lay Him out. . Stretch him flat. Strip him
bare.® Bared Bare! Bare his soul! Light

- the stove'

(They heave him onto the table and hold him
down while the 0ld Man rips the shirt open
to bare the. Crlpple s chest. Bero rushes
~in and takes in the sceneys raises his pistol
- and ains at O%d Man) .

Y

© OLD ,MAN: _Let us tasté juSt W
Q ' e
" (He raises the sc pel in a motlon for- 1nc151on.
~ . Bero fires. The/0ld Man spins, falls face up-
wards on- the tafle as the Cripple slides to
‘the ground froy\under hlm)(p 77) .

t makes a heretic tick.

-

The short sentences, "Stretch him flat” etc. suggest ritual
rhythms and th&t is prec1sely what ﬁhe Odd Man is involved

in. After the shot, the Old‘Man does not fall to the ground

sy

T~

becéuse\ he does not bekong there, 1nstead te faces upwards

*

]

“to’ Olodumare 1n a. posture that suggests prayer and the whlte’
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coat finally identifieS‘him as Obatala. The Cripple who
is human and dead sllps to the ground where he is to be "

buried along with hls ancestors and the Ogbonl Cult will
31 Y

look after hls_burlal rites.

2. The Mendicants as Performers
The Mendicants are perforﬁeré”for about three,
o : } . . .
cuarters of the ‘time they are on the stage and more thanJ
fiftygpet cent of the remaihingiquarter in which they are a
themselves'is confined to between scenes 1.1 and l.l3Q%
JScenes 1.1 and 1.4 are the only tWo in the play_which are‘
solely devoted tovthe‘Menéicants‘as personalities. In
scene 1.1, their qualities_are'set:out in the dice game}
Aafaa speaks the:first words because of hia leadership ln
:‘the.group, the Cripp}els dream and opportunism are‘tevealed;
the;Blinamanls reasehableness and fairplay a;e‘showh ln'the
way he allows Goyi to keep the stump until latef on ahd Goyi,
thegleast‘intelliéeht is the greatest loser.3% In scene 1.4,
_on;y~thfee of‘the.Mendicants'express Opinionslabout Si Bero,
thelCrlpple is silent.  Their cdmmeats or reactions ;Z%lect‘

what they are. . Goyi'whe.is incapable ot'eriginal ideas only
brepeats the gossit oflthe village, "But everyohe»knows;she's
mad. They éet that way after a while living alone" (p. 12).‘
Goyi lS repeatlng what public opinion saYé about the Ogboni

old,women.33 On the other hand the Blindman'@ﬂintelliQenee

"'and good judgement are contalned in the rebuke he dlrects at

Aafaa, "For the so- called chaplaln you talk plenty of = .

A
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nohsense";(pi 12) . Aafaa's assessment of Si Bero as a )
witch, and particularly the allegation he makes that Si Bero
pickles ;foetuses" is surprising because it is out of char-
acter. However, the important coint is that Aafaa's bluntness

is revealed in the remark "Listen to the blind fool" (p. 12).

" It is this klnd of bluntness that earns him a swagger- stick

from Bero in scene 1.13.
| As performers, the‘Mendicantsjdo anything the/play—
/
wright wants them to do--dancing, singing, miming, %tc} and
in fact the.flexibility inhereht .in, the dream structure3? is

best revealed through the Mendlcants in Madmen and Speclallsts.

In this sectlon, the intention -is to give a few
selected examples of how the Mendicants are used to articu-
late ideas through performance. .

The cannibalism stcry has a number of realistic

details that are intended to shock the‘audience,?5 and it is

. one way in which Soyinfa protestsiagainSt the Nigerdian Civil

Waxr. The Mendicants are used for, protest purposes in some

i of thelr performances and one of the most blatant anti-war

'Statement appears in scene 1.3:

Goyi: You are geﬂercus, gentlemen. I have a
personal aversion to vultures.
Blindman: Oh,” come come.: Nice birds they are.
o " They ©lean up after the mess.

Qripple: Not llke some bastards we kacw. (He spits).

Aafaa: (posing) 1In a way you may cd\}\ vultures,
. We clean up after the mess made by vehers .36
The populace should be grateful for cur pre-

sence.  (He-turns slowly round). If there
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is anyone here who does,not approve us,
just say so and.we qui¥. (Hls -hand makes
the motion of half- drdwing out a gun). I
mean,,we are not here because we dike it.
We stay at immense sacrifice to ourselves,

our leisure, our desires, yocation, special-

isation etcetera: etcetera The moment you
say, Go, we . . . (He gives anothe spec-—
tion all round, smiles broadly and turhs to

the others). They insisthwe_s

Cripple: I thought they would. Troublesome little

insects but . . . they have a sense o%
gratitude. I mean, after all we did for
them.

Goyi: ‘And still do;

Blindman: ~And will continue to do (pp. 11-12).

Azfaa's statement seems outﬁgﬁ place until the ﬁeaniné of
3

the first "game of eruelty“ 7 is understood. The Mendicante

are playing'aﬁ beding SpidiErs and the brevity of the dialogue,

with which justice is handled show how in a.

uation, a: few men who have the power of the gun
T

can co rol an entire community._ The idea of control by

.

chaotic si

means of gun-power is handled extremely well by getting

e . . . . .
Aafaa to speak to an imaginary audience since their presence

.

makes no differenCe.r
| The phrase "game of cruelﬁf" is self-explanatory and
the Mendicants perform ih three of them, the first of which
has been'exprained above. ' The basic message of these games
§ 38

is cruelty among very close friends,”° to that extent they

are a commentary on th? Nigerian Civili War. In the second

game of cruelty, Goyi playe_the role‘of-a.victim again and

he is subjeeted to intense thsical torture by having a

-

- . 5 . N
. : .
B ~a
i .

(& : ' ¢ &
i
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neédle pusﬂed into his flesh. The reason for this game
- ! \ °

is explained in a casualfand indirect way.- The 'conversation

preceolng the torture is about Bero's treatment of hlS fatheﬁ

and sister, The father has been put in the cellar by the
P .
s

Mendlcants .and Si Bero is belng spled upon by them on Bero's
orders. The Mendicants conclude that these unusual orders
have been given by Bero becaﬁee he is a specialist and being
a épecielist impliee having the power of tﬁe gun.39 Aafae
has-power over Goyi since he is}wielding'a needle and because
he has .the. power he proceede to use 1it:

Cripple: Hey. Think he'll do that to his own
father°

Blindmaﬁ?“ When the Spec1allst wants results badly

- ;enough e e R
Cripplé: ”Yesy but what resultg? : x
Aafaa: Does it matter? (Voice change. He .
-points a "needle" held :low, at Goyi). '~ N
“.Say anything, say anything that comes
‘into your head but SPEAK MAN! (Twisting

~ the needle upwards), (p. 14).

>

ré}%he method used in explaining the reason for ﬂﬁe second game
_ N o

| of cruelty is one of juxtaposing the actions of Bero against
his family with Aafaa's cruelty towarde Goyi and in either
case power motivates cruelty. fThe third gamelof cruelty
comes in scene 1.11 where it 1% fulfllllng two main functions.
Sl Bero is 1ntroduced £> the- comcept of "As" since the
Mendicants perform their“rituals.in.her-preseoce fOr.the
-~ first time; aliialong they have delioerately kept the

~ . -

rituals to themselves. The second function is structural
: ‘- A , o : L
to the:play since Bero appears ©n the stage for the first

1

o

!

il
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time in scene 1.12 and it is necessary that the -idea of
the Mendicants' "madness” is pianteduintohsi Bero's mind.40

Si Bero understands very little of the ritual and in any
case she does not pay much at#éntion. 1In the third game,
the Blindman is ritually beheaded by Aafaa. -

In the games of cruelty therefore, Soyinka,is pro-—
testrng’against the misuse ofvpower in a war situation when f
W and order have broken down.

The theme of protesc is aiso present in the songs

in scenes 2.5, 2.7 and 2.10 ‘which are accompanied by drumming

*

. #
and dancing, so they are performances in their own rlght

" The songs culminate in the mime (scene 2. lO) just before
the start of~the long speeches. The concepts of patrlotlsm
and democracy are examlned crltlcally by the playwrlght in

the songs and both of them are shown to be empty. The Latin

»

mot&aln scene 2 7 expresses a traditional Roman 1dea of

“patriotism, "Dulce et decorum pro patrla mourir" (p. 59)42

but instead of "decorum,' the Mendicants say quorum"; thig

o

error leads themgto the idea of demodracy in ancient Athens:

"In ancient Athens they didn't just have a duorum. Everybody

' j o o
was there! That chlldren is democracy" (p. 60). Patriotism

and democracy are juxtaposed 1n the song in order to brlng

k]

- 43

exists

bet“f'" governru

patrla‘hourlrw has anqﬁllu51on and 'f ;ff. rat 'pOLnt,

@
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the mime is performed by Aafaa as monarch, Goyi and the
Cripple as ex-servicemen due to be decorated. The mime is .

présented as a parody of a decoration ceremony which is

»

best explained by Soyinka“s own words:

The Cripple dashes forward to the feet of Aafaa who
takes medals from an invisible aide. His eyes roll
from side to side, seeing no one. Goyi goes to him,
taps him and points to the Cripple. Aafaa tries but
he cannot’make it. Flnally he kisses Goyi on both
gheeks, who *then kisses the Cripple on both cheeks.
He pins the medal' on Goyi' s,;eft ‘'shoulder, who then
pins medal on the: Cripple’ s' chest (p. 69).

The protest is brought out by the Monarch s lack of real
[

concern to bridge the gap between»hls exalted p651tlon,

since he étands straight on his feet, and that of his

LA, 0

subject who served m;th patrlotlsm and lost both legs..
The monarch' stattempt to reach the Cripple is only a

,

momentary gesture. In the circumstances patriotism seems

& ‘4 ————,

3. Bero's Illusion of Power as Illuétgatedvby the

Alphabet Game, the 01d Man, the Mendicants, and -
Iya Agba. \ )

The dream structure (Figure 3, p. 64) shows that

everything ends in the "As" circle but for purposeé of

" examining the Alphabet Game as it pertains to Bero's illu-

sion of power, a newvdiagram is necessary. Figured (p. 93)

represents. "As" in félatioh,to“the circles marked B to I.

“"As" sti_l stands for human nature as it does in the dream

structure and all the circleé pass through this.point. Oof

all the circles, B and I are .of particular importance in this

e}

o«
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discussion.
The Alphabet-Game is recited by Aafaa from the
beglnnlng of Part II but when he gets to. ~the letter I, he

'1 refers the matter to the Old Man obv1ously because the

,1

| latter is the d1v1n1ty Obatéla, ‘as such he has knowledge
/

of man.. A llttle later[ Aafaa 1nterprets the letter I as -

v

"inspiratlon (p. 52) but " the real 51gn1f1cance of the letter
iI comes in scene 2 8 where the followrng dlaiogue transplres

'lbetween Bero and the 0ld- Man. o
A _Bero: (Vlolent reactaon. Controls hlmself)
You are certified. insane. Your fate creates
no. anx1ety in anyoné. Take a look aﬂﬁyour
companlons——your humanwty.

Old.ManEi I recognlze 1t._ A part of - me 1dent1f1es w1th
- ‘ _every human belng.._

‘Bero: You_w1ll-be‘dLSLllusionedeOOn_enough,
- .01d Man: I‘do?not-harbour3illusions.; You- do..
L ‘Bero;, (genulnely astonlshed) I? fou)say“that ‘

. of me. :IL of all people° :

. 014 Man:-  Oh, you are in good company - Even the
L Cripple who is down~-to--earth harbours’
‘illusions.. Now, that'$ strange. T.would
have thought you would find that funny.

s

_.BeroQ3 L do not ‘need 1llu51ons. i control~11 es._
. . ) \ {0 . : o) 7t = ’
' fAOld,Man:f,Controléllves? What does that mean? Tell
Nz me what? is the experience of it. Is it a )
o ~tasté? A smell? A feel? Do you have a
testament that vindicates? . ) o ] v

- Bero: We have nothlng that a petty mind can grasp.
- (Pause). Try if you can, 0ld Man, to avoid
_ tw1tch1ng Control belongs only to a. few
'w1th aptltude (p; 63).

j The s1gn1f1cance of the "I" in the alphabet dlagram (Figure

4, p 93) is demonstrated by Bero's concern Wlth hlmself

I.’\

\
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hence,the'eﬁphasis on the proneuh"I.ﬁ But Bero doeg not
really know himself; what he’cthidershknowledge is'enly

7 :
an ;llu51on. Bero. does not realise that the Old Man is the
divinity Obatala althoughfthe comment, "A part of me
 1dentifies with evegy human beihg" is intended to let him
- know this. His inahility to see the significance of the
" comment is.part of his.blindness andhthat links him to
~circle B. In his assertioh about "controlling lives,"”
>Berd is talking about the power of the gun but the 0ld

Man is talking about the power of Olodumare which includes

the creation of the universe and it ie this fact that the

“

5§ - B
0ld Man tries to explain again to Bero a little laterin
e
the same scene: i
Bero: (has taken-out- his gun,xweighs it signi-
\flcantly) And lightning strikes. What
o 4 about Lt° a
01d Man: vThe‘boy learns. The boy learns.
Bero: Do notkpatronizeime. Ahswer me,
' o what about it? ‘ -
_Old'Man: mhat llghtnlng str1kes° }It could '_ T

strike you, no?

-Bero: Yes.
" 0ld Man: (quiet triumphant smile). Then you're
, not omnipotent.."You can't do a flood
and you——(pause)-—can t always dodge j
lightning. WhHy do you ape the non- o
' existent one wlo can?  Why:;do you ape
nothlng9 B . , l%

Bero: You tax ny patlence. 'Betté%

;watch out
in future. .

s

01d Man: (quietly) The future? , ;
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Bero: The future, yes. The end . .

01d Man: Justifies the meanness.

Bero: (agaln, angry reaction. He controls
himself), Just think of this44——you
have none.

O0ld Man: (calls after him). Tell me something
new. Tell me what is happening in the
future. (They all listen to Bero's
footsteps receding). If he'd waited,

I would have told him what " S happenlng
in the future. a faithful woman
picking herbs for a smoke- screen on
abuse (p. 66).

In this conversation Bero is both an indiwidual and'a
representative of man butyin spite of the obvious signs of
the presence of a divinity he cannot see. The reference to
"lightning" ‘means the power of the gun to Bero but the 01d -
i Man is talklng about the real lightning. Momentarlly, at
the point llghtnlng is dlscussed Bero gets the message but
‘he ohooses to ignore the dlrect reference to the power of

. \
Olodumare and so he walks away. because he is reminded of hls

'1nab111ty to know the future.- aAs a demonstratlon that_the
~past and the future are known to thc 01ld Man in his capac1ty
as Obatala he makes references to two past events. In the @?

phrase " [the endJ Justifies the meanness " the Old Man ‘is

Y
J

maklng a parody of what Bero said to hls-81ster in scene 1.16:

Si Bero: They told me what to look for, wherc to
- look for it. How*to sort them and preserve
them. . . :

¢

oy

Bero: (nods) You haveén't waisted your time. « I
T still need thlngs from my former vocatlon.

3

Si Bero: Former vocation?

Bero: A means, not an end (Italics mine)(p. 30).

B
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The reference to'"thé woman picking herbs™ Zs the past iﬁ
the play aé the event alluded t&d take place.befgre Bero
refurns from the front aﬁ@ it is firéyjdiscussed.ih scene l.é.
Bero walks away bécaﬁse he doeg not want to face the
limitaﬁion of his human nature. The significancé of_his
‘departufe is that man's'blindness.in thq{knowledge*of higher

power than himself will never end in the world.45

.Bero expresses clearly what he means by power in a

statement that contains the most comprehensive definitior of

the word "specialisﬁ" in the play. After eXplaining tovS%
Bero that he is head of the Intelligence Section, he proéé%ds

to say, "Power comes from bending Nature to your will.: Thég,
Specialist they called me, and a specialist is—;well——a
vspeciaiisé. You analysé, you~d£agnose,!you——(He aims an “%
imagi%?ry gun)——prescribe"h(p,32). The prgsbription is of |
coursé‘£5e firing of a gun. The Mendicants gnd Iya Agba
refer to éero as the specialist séveral times iﬁ/the play
and in every case, they as;ociate the word wipécthe power
of the gun. For the Mendicants, the swagger~stick islaisd
vassOCiated.with‘Bego's.powér. The association‘should be
stressed at this point since .Bero's illusion oﬁ bower is
illustrated’eitheriby,a meaningleés appiication of the
power pf the Swagger;stick or that of.the gun, or his -
—*‘fiﬁabi;itgwtomusg;ihg,gun_atwall_in—%oménts,of c:isisf
| The Blindman understands Bero's power of fﬁe gun

~more than any other Mendidant.46 He is the first to mention

the swagger-stick in scene 1.3 when he says, "Moxze power-to
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-

his swagger-stick" (p. lO)47 an he is also the first to use

the "gun gesture" when he explains the meaning of Goyi's
. N Cd

remark to the Cripple about Bero b%}ng a dutiful son: 0
Cripple: Him a dutiful son? vou're crazy.

Blindman: I know what he means. (He
p01nts an imaginary gun) Bang!
All in the line of duty! (p. 11).

Between scenes 1.1 and 1.12, that is before the appearance
of Bero on the stagé, the Mendicants are involved in a number

of performances which show that»Aafaa is leader of the.group.

" This leadership has been explained abové,f9 but a point which .
has not been made yet is_Aafaa;s role as éﬁdkésman for the
“group in business_matters.- On several bccasions; he insists\'

|

on knowing the QXact amount»of money to be paid to them. For

instance in scene 1.10, he asks Si Bero, "How much are we \

<getting todayéh‘Let's decide that first" (p. 19) and in the
'speech(thatvfinaily drives Bero to use the swagger—-stick on
t_Aéfaa in scene 1.14, Aafaa's primary concern is money: "That'sj
fforjus to decide until you say how much" (p. 26). Aafaa is
thetonly bne‘in the play againét whom Bero employs his
physicai power with success . but Aafaa;is physically very

weak as the mime in scenes 1.12 and l 13 shows. In the-fight

K

with the Bllndman, Aafaa's weaéness is clearly 1nd1cated and
a falnt suggestlon is given that even the Crlpple is superlorp

to Aafaa in. a combat situation. .These impressions .are con-
veyed by the s%@ge directions: ’
)Heﬁ[Aafaalqﬁeints a slap across Blindman's face ,
Biindman, alert, sprlngs suddenly backwards and
grasps his %ﬁaff RAafaa lobks at- him a moment,

41‘ )
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then bursts out laughing. : _.>:
He [Aafaal kicks aside his staff but Blindman
immediately closes in on Aafaa, reaches for his
arms and imprisons them. They‘étrain against
each other. ’ ’ ‘ -

» ' ®# ® ® 8 @& ® » e e e e ‘e & e s+ s & » = = s

The two men break apart. Aafaa is panting

heavily. The Cripple dashes quickly and brings

Blindman his stick. Somewhat sheepishly they -
troop towards Bero (pp. 22-23). . _ -

The Blindman{s‘performance iﬁ this fight~is’e%e§ff;
superior fo the "seeing" Aafaa_and the fact tﬁat Aafaa breaths
heavily indicatgs that he is exhausted. A few moments»aftef
! tﬂe fight, the Cripple and Aafaa are nearly drawn into a
fight but Bero stops}theﬁ:

Crippie:‘ Hits,afglind man (He spits again). u
Rafaa: If you think just because you are, a

cripple you won't get it from me if
you go beyond bounds, just try it and

see.
‘Cripple: . A blind man. (He ‘spits again) .
- Aafaa: (raises the rattle threateningly). _
‘ ‘Don't think because of him being here LA
I can't Ty s

A

(The Cripple counters immediately by
raising -his crutch) (p. 23)-.

ﬁerofs rattle'is'inferiorvtd the Cripplefs'crutch and the
bdds seem to bc in favour of the Cripple. The physical
weaknsﬁs 9? Aafaa shows the meéninglessness of the "subjug-
nation" thaé\takes placé‘at the end of scene 1.13. But Bero
‘considers it a conques%‘éﬁd from this point on, he thinks
tﬁé'MendiCantsbare’under-hislconErol but ﬁhis is only

ahother of his illusions.

i

_\'”



said things, he said&things. My mind
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The Mendicants put on a performance in scene 1. 19

s

for Bero in. the presence of Si Bero 1n ‘'which they confeSS"

insanity. Aafaa's attltude in the’ scene is a very clear
1nd1catlon of the role-playing that 1s g01ng on: ‘“éafga
(by rote, raising his eyes to heaven) The Old Man, sir. He
" + - « I'beg your pardon

sir, the thing I_call my mind, well, was no longer. there

(p. 37)} The posture Wthh Aafaa assumes is ObVlOUSlY

o

‘theatrical and the "51r” is merely employed to flatter Bero.'

" In this regard, Bero is as prone to flattery as Kongi in

Kongi's Harvest. >0 .

b

The Blindman's reaction in the scene is another

, s “
1nd1catlon that. a performance is belng staqed At first he

goes along. w1th the role- playlng but he 1s[a very honest man

4

and a point is reached when he dec1des to be himself and to

tell the truth as he knows 1t. He: continues in the perfor~;_

mance only after subtle encouragement from the other Mendl«

~cants and particularly From Aafaa: o

Aafaa:.;(pointing to Blindman) Even him. ‘h /" -
Bl}ndman~ Once I even thought I,could see him. 5;\
Goyi: Oh, but you dld you did. /-
- = - X | S
Blindman: No,‘not really. : A , p'f/

Cripple: You did, you did. The pictureforms in
the mind, remember? . , .
Gdﬁﬁ:' His very words. But any fool know they i
form on the eye. : .
o . &
» . Aafaa: Lord, he mixed us up.

~Blindman: -You can see me, he said, you can’ see me,



Look atime:with‘yourrmind. I swear I
began to see him, Then‘I knew I was
insane- (p‘ 38) ‘

3

‘The three: 51ghted Mendlcants are using éestures Wthh make

Ry
:

S e clear that they are'performlng, but the Blindman needs
: ‘extra heip to reallze what 1s happfnlng. The others try to

- conveys thelr meanlngfthrough the tone of the;r voice and by
¥ .

the :time Aafaa get’ ‘o "Lord he mlxed us up,' the, Blindman
“, o ’
TfisJagain_convinced that the performance should continye;
henoe hiS'Pconfession .to 1nsan1ty Bero and Si Bero of.

' . @
" ..course: take the Mendlcants at thelr word. A few lines - -www

later, the Mendlcant% start ‘their usual "As" performance
"(p. 39)ﬁwhich,confusesesi Bero even more; Bero does not
onderstandFWhat the "As" nerformance is all about but he
is fa501nated since part of his plan in the bid for power
?1s to dlscover the meaning of "As" whlch to hlm seems to

E be<a source of‘power. The Old Man, as Obatala, knows "the
mlnd of Berg“andynants at this point in scene 2 3 durlng
onegof the_lnterrogatlons: R J

Berog: Whg Ks7 T

0ld Man:u.Because Was- Is Now . . .

v

Bero: Don't: . . <
Old' Mam: So youvsee,g; put you all beyond
: ) salvation,- . : '
' Bero: :Why As? . .o _
. o ' ' f'" . * . ., -
0ld Man: A code. A word@ - A ‘ .

N

Bero: Why As?

- 01d Man; It had to be something}”

-2

. e
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A

Bero{ Why As?. . ‘ | ///
0ld Man: " If millions follow . . . that =~ = ,// ‘
frightens you all (p 50). /

1
hJ

The flnal comment of the 0ld Man in the above quotatlon

applies to Bero, but also to hlS superlors for whom he is. f

trylng to get 1nformatlon from the Old'Man.52 A N
; : - v ‘ _

Iya Agba confronts Bero at the beginning of scene

2.6 and the incident demonstrates that Bero's gun is not a

e
<4

sourcc .of effectlve power in a. moment of)crisis because he
is unable to use it. Bero is a frlghtened man. Soyinka
combines mime withldlalogue_to clarify the mess?g :

(Bero comes out of th house, holstering-

a revolver. He goes up to the 0ld Womeén's.
hut quietly 1 tries to peep inside.. 1Iya »
RV Agba leans c of the hut" and speaks almost -
/ dlrectly in his ear). ' g

. G
Iya Agba: poes the specialist'have time’ for a WOE%‘OI
: - two? _ \
(Bero is startled, leaps aside)
Did I scare .you? :

bero:. (recoverrnc, looks her over carefully)
e " What is a thlng like you stlll doing
alive? (p 56)

Bero is a proud man but he lacks khoWledge possessed by
*+ . . ’
Iya Agba. His threatf to "proscribe ahd ban" the Earth

Mothers is an 1neffectual attempt to salvage hlS prlde and

. when Iya Agba asks how he intends to carry out hlS threats,

V"What can .that mean?. You' ll proscribe Earth itself? How

does one do that?" (p. 58). He has no answer, 1nstead he
leaves the room. HlS actlon at this point is exactly the

same as when the 01d Man confronts hlm later in - the play_ and

reference has already been made to the 1nc1dent in question, >3
\ . | - 7 _
. \\ ) . S - /
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The shot at thé end of the play is the final

illustration of Bero s illusion &f power because he, cannot

klll a lelnlty, and the 0l1ld Man is Obatala.

‘ ) . ! ] i . 5 . . .
4, 'The Relationship Between the Concept of As .
in The Dream Structuyre and in Madmen and

Specialists ‘
- j“ o The concept of "AS"AlS one of the main ideas in
Madmen and Spec1allsts,and it derives from two sources: the

1iturg§wof mos} Christian churches Which says, "As it was in O

the beglnnlng, so 1t 1s now and evegxlt shall be, world
'w1thout end, - Amen"  and the Ycruba era_gr recurrence which
is expressed in thelr m?thology. From the Christian point
of view God is.the ¢ stant factor in all ages but the Yoruba
‘idea of recurrence is focused on man. Olédumare to the Yoruba
people‘is always in the SRy'as an overseer of the divinit;es \\\
‘and men but he is not immediate to them. The lesser divinities
are here on earth and they are in constant communion with men.
Sometimes man manipulates them for his own ends154 m
Another look at Figdre 3 (p. 64) 15 necessary\gt
,this point. It has been pointed out that the permanent dream
structure is equlvalent to Yoruba mythology from which its
philosophy derlves, and the play is the thlrd level of the
’dream structure. Thls sectlon attempts to eXplaln how 1deas
in Yoruba'mythorogy and in the play relate to each other in
the ﬁAs“ circle, ‘It is nbt concerned With other aspects ‘
_such as the simiiarity,of Obatala to WAgﬁfEero‘s view of "Asﬁ

_as a -source of power and the association of "As" with



‘Forests. Forest Head 1s the equivalent of Obatala and he

'Soylnka is pointing out -tha

. 90
Olodumare which is stated by the Old Man and the Mendlcants

From the Yoruba mythology the relevant idea is the

nature of man as artlculated by Forest Head in A Dance of the

I
L

knows that man's, nature w1ll remain the. same in the fufture

as it has been in the past. 1In Madmen and Spec1allsts, Bero

Shows man' s bllndness through his Tallure to learn from the

- 01d Man. 55 This blindness is part of man's inherent nature

*

Wthh is the cause  of wars. And through the theme of warn“

Soyinka conveys 1deas in the long speeches in. scene 2. lO

~In the speeches man is no longer an 1nd1v1dual rather he

:1s part of man-made 1nst1tutlons At the beglnnlng oﬁ the

—~.

Bllndman s speech, the stage: dJrectlons vwrm “Mthe speech

-

should be varied with the toplcallty and locale of the tlme"

n(p 69). ThlS is a. 51gn1£iiant point since through 1t

the 1deas of the play are

relevant to all human belngs in all .ages. The Speech is

typical of polltlcal publlc addresses almed at appeallng

to the widest poss1ble audlence. It justlfles war on

.

hlstorlcal ‘and patrlotlc %;ounds,i"It was our duty and a

hlstorlcal necesslty. It

~

vas our duty and historical beauty.
It shall alw~ys be. . . " (pp. 69(70).? The rhyme of' duty

w1tH'beauty is fine poetry but the\readlities of human

.sufferlng in war are covered up in rhetoric. From thlS

fp01nt the speech then proceeds to make allu51ons to a

number of pOlltlcal events in Afrlca of the 1960‘5 and two

-examples are explained. "What though the w1ndfotychange'isv

b



blowing all over the entire_cohtihent e . " (p. 70).

This is a referencehto movements towards independenceland?
it alludes particularly.to a famous speech‘made by Mr.
Harold;Macmiilan, British Prime‘Minister at the time who\
toured a’number of'countries in.Africa early ih 196Q. One y
of the countrles he VlSlted was Nigeria. The speech_markeg
\ big change in British dolonlal pollcy.sﬁ'_VThe copper

is gquite incidental. .Manganese? T don't know what it

means. I always thought it was female for Katangese, . . ."

. }
(p. 70). Katanga is a province in Zaire (former Congo) and
‘v. . . ‘ .

in 1960, there was a secessionist movement similar to the

e
iy \\
] .. ) o ) ; _ /.
was also 1nvolved in a‘c1v1l war situation but the other i
/ Vd

p01nt Wthh is made is the nonsenslcalﬁxanganese/Katangese,

. . . .5 . . ' -
Biafran one in Nigeria. ] Katanga is mentioned because it

rhyme which sounds beautlful but 15 empty of meanlng like

a lot of polltlcal oratory. '\ ) L f

A
i

The structure of the Blindman s Speech 1s of

”1nterest since it is llke a non- stop repetltlve record,

-

and the nature of man is llke suchva record accordlng to

Soyinka. The Old Man s speech empha51zes 1nst1tutlons that
govern man. They mlght be of dlfferent types but in reallty

they acco.plish similar results, “As Is, and the System

<

1s the mainstay though it wears a hundred masks and a thousand

outward_forms, e o " (p. 7). Aafaa's'speech repeats the

same idea ip different words.

Finall§»the theme of recurrence is reflected in. the

. ~

'*structure of Madmen and-Specialists'which neither beg.ns nor
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" ends. The action of the play is already well ﬁnderway

[ . : . ' : '
when the lights come up 1n scene 1.1 from the way the
( ,
Mendicants play the ‘game of dice.' At the close of the
play'in°scene'2.l2, the stage dlrectlons state that “the

'song stops in mld word“ (p.-. 77) Throggh thiS structural

_____\\R\
Tpatterns, Soylhka has empha51zed the conSLStencY of. the

cycllc nature @f man so that what thedplay shows is only R
part of a recurrlng hlstory of humanlty..- .
/ : - - -
-~ -t
i P .
IK\ a, . . -
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CONCLUSION

v

In his chapter on Samuel BeCkett's Waiting for

Godot, Edward Mabley has ~)tated . \\

In order to understand a play's cdnstructlon one. must
understand the playwright's vision. For it is- his vision
which has formed and shaped his play. The playwright's
vision is the play's content; the play's form is the.
structure assembled to express this content. . .. . (2. 314).

; These wordsAapply to Soyinka who, llke Beckett, is
generally considered a difficult writer. Little critical

work has~been written on Soyinka and most of it newer reaches
the roots of'his philosophy-so that often only the superficial
meaning of his words or his techniques have been the focus of

!
attention Critics hdve pointed out irony and satire in

: Soylnka S language but these are only tools to the. 1deas.

Soc1ally, Soyinka is a deeply committed wrlter in the

sense that he immerses himself in the world of hlS day rather

: than 1solat1ng hlmself in the ivory tower of creatlve sanctu—

ary. It is not surprlslng that. Madmen and Spec1allsts whlch

. is an anti- war play was sketched out whlle he was in solltary

.chonflnement in Kaduna prison for protesting agalnst the e
T ol
: ’gngerlan ClVll War. .In reading A Dance of the Forests, one

becomes aware that Soylnka knew, poetlcally, about the ngerum1_

/1Clv11fWa as far back as 1960 in hlS symbol of the Half,Chlld

R

.o

because hum&g nature explalns all wars. It 1s this v151on of '

"‘man in Soylnka s works that is constant and that must be

Sy

grasped 1n order to understand him. The thesis has attemp ed
x 'x._};;.j..d‘ : . / 94 . . y o ‘r

.
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to point ... th = direction by placing emphasis on Yoruba

mytho™ca Cfot cﬁapter.

Lio: of Soyinka with Samuel Beckett in

th” usion oo ratllead to hasty conclusions, that
3¢ ig an 'k -d" r _aywright becauseihe'certainly }>
a0t. L 7oruba HVELJ;ng man is still Very.much involved .
with t hv thé'divinitigs and he accepts his
Weaf'pOSLtLUL: ‘ ia is con;erned:With the ‘need of recog-
nizing wen's n v e and hopefully the’understanding'might

lead to wisdom through which a better world can be realized,.

N

)

Yy

Aty

4



FOOTNOTES TO CHAPTER III

[}

lAbove, p. 1l . 7
2 - —
Idowu. Olodumare,p.~?2;'

3Below, p. 75.

4Aafaa as priest should not be confused w1th the
Prlest in scene 1.17. S - ‘
, i
5In scene_l.ll, Aafaa leads in three succéssive b
rituals starting with, "Yes we know. . . .," then "What do
you mean Sir L1 and flnally, we don't want you ,in this

fraternity" (pp. 20-21).

6Because Aafaa is first in the Alphabet, he opens the
‘game of dice in scene 1.1, he also recites the alphabet game
at the beglnnlng of scene 2.1, and all major activities in
the play are associated with hlmJ- . e
. /Notice how Aafaa formulates the ritual Rem Acu
Tetigisti in-scene 1.5 out of a suggestion accidentally:
stumbled on by the Crlpple when he refers to secrets..

8Aafaa is the'most active character in the play and
he is. called upon té& do almost anythlng Soylnka wants.

9Below, p. 85 . \

lOThe phrase "Blind Advocate" mlght only refer to )
the verbal support the Bllndman gives to Si Bero. s
o1l

The long speech in scene 2.10 increases ‘the number °
.of wprds spoken by the Blindman. Without it, he would cer-
tainly be the one w1th the least said.

12Below, p. 85. - N P

13Compar

scene 1. 5, Ny

i/
three guestions thc’Cripple raises 'in
don't like it. \Why is-he doing it? His
own famlly to i is h&é up to? (g 13); "Hey. Think he'll .
do that to hi _iuﬁther°"; "Yes, but what results?" (p. 14)
with his react 1O ¥p Bero in scenes 1. 12 and 1.13. :

>14This aSsessment is probably true of the Cripple and
‘Goyi, the other two would not f£ind thlS 51mple Geo?ﬁaphical
concept that new.r

96 S



the Mendicants as performers, "Led by Aafaa, they are‘always
acting out their ekperiences in the war. . . ."  But because ..

97

15, ° . - ' : . S
Ezeokoli., p. 247, Ezeokoli correctly identified

she didn't really get close enough to the Mendicants, she

found their language "abstract!™ She states,’ "Language of

ihe_MendiCants, for inktance, cannot be even remotely rooted
in any Nigerian or African culture. It is thé abstract
lanmguage of intellect rather than the concrete language of
poetry. This is important because the central idea of the
play is conveyed through these Mendicants” p. 246.

tPIbid., p. 253. The Earth Mothers equally alluded
Ezeokoli who says,hThe'language of the Earth Mothers remains
separate from the *action. . . ." BAnd she considers tHe

obscurity. of their language a fault in the play, "The enﬁiré

Y

K

”

. 22) reference to ancestors who are buried 4in the
ground. - . ' _ - :
,-23Iya Agba is talkiné about éi Bero. ’
|  _\24A%dVe,'p. 28. o | R
NG 25pafaa's hot témpef is a factor in the bad'reiatiohsj

. "end"™ of Madmen and Specialists, but. the play does not end.

play suffers from this’ fault. . . ."

17Above,’p.‘60.‘ .

- - : : ! ]
-lSIya‘A§ba'is bragging at this®point since she knows

she will die. Notice her concern about time toward the end

of Bero; the gun, his negativesside. .Since he is deluded hy' .

power, he athieves nothing in the end and in any case Bero

has already’ renounced his ‘positive side so that the burning 7

of the hut capnot represent retribution to him. It is

"retribution" ‘to Si Bero since she devoted her life to the .
& L

task and everything is destroyed but that]_ would not be a

correct interpretation of the word "retribution.""

between him and Si Bero. o | o

'26For'léck of a better ﬁermj we can talk about the ;f

Se€e comments on p. 92. '

R

-

[ gp

of the play. o Te
I ‘}% . ) . ) '.“
s nlgAbove, p. 30 - : - . ) T
R 20Peter*Morth—WilIiams,_"ThevYoruba Ogboni Cult . //
;T)Oyo."‘ Africa, XXX (October, 1960), p. 366. . i |
aArrica . . ‘ . ok |

Z;The meaning of ﬁretribution"'in'thg pla?’seems . k\_;;

unclear. The hut with its herbs represehts’ the positive side
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-~ .
27 ' T . _ )
' ~"Below, p. 73, for lnterpretation on the "end" of
-the play. ' : :
28_ . o ,
, Ezeokoli, see the Appendix. " : -
29

Numerdus examples areﬁﬁresent'in the play where

the meaning of what goes on is lodged in.the stage directidons,

most of which are mimes. The mime in stene 2.10 just before

the Blindman's'loqg speech is as good -an example as. any. N\

30, -

L Slone Ogboni Cult is ;és@onsible fdrﬂthe Egungun
masquerades which 1s a cult 6f ancestor worship. .

5 32AboveA}p. 69. f . - _ -¥ # o
‘ ) b ) v Bt T
- -S?Aboveﬂ p. 30. | : _ ) i

£y - { . N

B 34Above, p. 54. o -

. . P ' ‘ ' .. "

”353bove,vpa 62. ‘ ; : ’ :
Y - S . . o v . /‘ ,

; 36,0 5 . . : < LA T ]
This comment seems to refer 5pec1facalk§.to,the

.
’

'evefig\which led to the army mutiny in Nfgeria in "January

1966. The politicians had messed up;and the soldiers moved
in to put things in order. Despite the killings of impors
tant figures, the January 1966 army mutiny was received.

The War of Nigerian Unity 1967-1970 (Nigeria: *(Nigéria
Publishers) Ltd., 1970), p. 83. "The public of Nigeria, ' -
by and,largmmgweré relieved that the Services, had tdken

‘over contro®after months of crisis. " They felt that here-

weye impartial people who‘cguld clear up the mess, deal\with"

the guilty and‘organiZe.a/new constitution, guaranteed ¢
prevent the recurrence of such a situation. . . .*_(Italics
mine). , : X ' : ‘ . 3 .
f * L .
’ . ’ ' . P B
*"Below, p. 76, Line 26. | O

~

381n Bero's case. it is of_cou;ig”énimosity'between

ather and son which is ven closer. ,

39Below,\p. 82. o .1 :
40, - L

i "“Below, p 86. T -
a1

_ . " There is a'Yéruba~bélief that if an‘aﬁimal which
is being sacrificed is not beheaded at one stroke then t%e‘
ose

- sacrifice is contaminated., Aafaa says something quite ¢

to this. - . ‘ . :

. .Théfoid Man is referring -to the Cripple and not to
. Bero. " By "Stop him!" he means kill him. ' o U

"with a sense of reldlef by many Nigerians. Sée Sir Rex Rivef, °
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A near translation iln"English of this Latin motto .
“is, "It is pleasing and proper tn dig for my ‘coustry." Rl

* 'Soyinka  has left out ‘the verb "est," bYhe original version
reads, ""Dulce et decorum est pro=pa§r1a_m?prir.”j, :

. ] . , 5 . e ] . ‘\L .
4;See:scene 2.9 (p. 66 for references to elections

and_the*falsehood of.election manifestos.
T oaal

« o

~

0 -

a [

Bero is gesturing: with ‘his gﬁg.‘,
> I . ‘ A AN

'\J,45Th@s is a transition situation im which the play fp_
merges into the geéheral philosophy of redurrence in human . Y
nature. a - . SR ¢ Voo : )

: 46 Ty 4 o T Ce 7 ’

, In.a sense Bero is linked ‘with ,thé®idea of blinddess

from the,beginning of the play. ‘Bwut the Blindman Asees" more |
~thén the sighted in the play., : : '/ o

B . b 47'Ne_w }nibfﬁatioﬁ“is bfieﬁwgiven when ﬁhé'Mendicahts
are’ engaged.in rituals. The reader does not r?aliZe'igs

¢ -

- §

signifigance unt%l:much later in.the play. o ? Yoo
‘f-w .4gEhé Mendicamts afe.mQCEing‘Bero's‘idea of{duty
which hastriVén<hi , to the point of ill-treatipg his Father
and to suspect his sister. F S . W;/ 2
49 ‘ :l - ‘ v o ¢
Above; p. 67'<£ S ) } L ¥

. SOSoyinka,'Kongfjs Harvest, P. 36-37. Note especi- ¢
ally, Kongi‘s‘fear_off"the people” (p._35).aqd the,k assgertion
of himself "I am the spirit of Harvest" (p. 37). The usevof
- the pronoun "I" is similar to Bero's when his "illusion" is
unmasked by the 01d Man.»’ - : - -
. Y g . )
,\ wslThe'convérsati0n1refgys ta the 0l1d Man.
' /L52Bero,despises¥his supérioré but that's just his.
pride. He is on a missicn on théir behalf.
'S 53Abovei p. 82. : :é St P e .

i dséYorubé divinitfeS'are°asked‘bY'the péniﬁéntsfﬁo‘ o
punish ‘opponents. L % R

.. . . - . - -

o

-
N

! 55Thié'is‘a;point'of transition in the play when 5
the individual’g,actions lead ;into the "As" circle., . woBe,
5 6" . - : . . : 1 - T ¢ .-/ .

See Keesing's Contemporary Archives (February, -
20-27, 1960), p. 17267. “& - — §

57Biafra was temporarily that part of'Niggfia which L
used to be called the Eastern region. . R :

[
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