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J ABSTRACT

This thesis examines four themes in the plays of J.W.
Synge and Wole Soyinka - namely, death, nationalism, langLage. .
and revolt - to represent the multiple aspects of conver-

gence and divergence which a combined reading of their works

reveals, and to appreciate the sensibilities, the social

contexts and the significance (local and universal) of both

writers. It is divided into six chapters: Chapter One:

Introduction; Chap ter, Tw,q: Death in J'.M. Synge and Wole
:" I •

S:Jyinka (Tharatomimesis ana Inana tOdi~~ Examined); Chapter. . .~

Three: J.M. Synge, 'W6Le"'-SOyinkeand the! tlIationalQuestion;
• C'''' . .

Chapter Four: Larrquaq e r The Synge and' ~y;inka Experience;
"1·-, (,

Chapter Five: ~~odernisrr.and the Theatre of Revolt: J. W.

Synge and W~le 9Oyinka; Chapter Six: Conclusion.
,

The thesis advances four main propositions, viz:

(a) Synge and Soyinka express an abiding concern about the.
centrality of death in human experience; man, bnth

writers contend, is, in the midst of life, in death;

hence ,they paint an artistic landscape in which the

individual urge to assert itself is often subverted by

the reality or the threat of death, thus giving vent to
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the idea that death is the ultimatum of life.

(b) 8eith writers have been dismissed as a-nationa.l in

their respective countries, not just because they

are incapable of political thought, as has been

alleged in Synge's case, or unpatriotic,as alleged

in both cases, but because of their r-ef'u saI to embrace

the reductionist and exclusivist literary dogma

preached by the ultra-nationalists in their societies.

Bo th of thernadvocate the freedom of the creative

instinct from ideological fetters and assign themselves

the task of desecrating the sacr-e d gods of their time

with the belief that truth, as opposed to flattery,

should be the oyster of art; and it is perhaps this

critical detachment and objectivity that constitutes

true nationalist writing.

(c) Synge and ~oyinka, like many writers, accord language

a pre-eminence in their scale of artistic tools; of

particular interest is their foregrounding of language;

that is, the fluency with which their language attains

performative dimensions and generates visual and aural

impulses, and the implications of this for the theatrical

communication of their plays.
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(d) A search for the root of both writers' sensibility

must be traced, in part, to the mOdernist temperament

of their works manifest not only in their 'avant-

garde' utilisation of language but more contextually

in their revolt against preconceived existential and

social notions and ethos.

In sum, this thesis attempts to give intim3tions of the

individual genius of both writers, situate them within

their social and historical contexts, and assess their

universal value; the parallels between them are highlighted

but their differences are not overlooked. On the whole,

however, this exercise can represent only the beginning of

a more complex discussion of both writers, particularly with

regards to their backgrounds: the Anglo-Irish National

Theatre Wovement and the Modern Nigerian Theatre of the

pre-Independence and post-Independence eras.
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INTRODUCTION

CHAPTER ONE

Preamble

This thesis is sequel to an earlier Project Essay

entitled IIJ. M. Synge and W,?le ~yinka: A Comparative Study"

written by the present researcher in 1987 in partial ful-

filment of the requirements for the award of the M.A.

(Theatre Arts) degree of the University of Ibadan. In that

Project Essay, we arrived, inter alia, at the conclusion

that Synge and Soyinka are kindred spirits as explained by.
) the copious similarities in 'their biographies and in the

historical, social, literary and cultural backgrounds of

their individual careers.
We also argued that Synge a nd 90yinka are indebted

to folk imagination; their art, to use a Syngean common-
1place, has "strong roots among the clay and worms" but

both writers do not display a servile indebtedness to this

background; instead, they subject it to a creative alchemy

and transmute it into an integral aspect of their artistry.

As a discussion of The Aran Islands/Riders to the Sea and

"The Fourth Stege"/Death and the King's Horseman further

evidenced, they use it to evolve a personal aesthetics and
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idiom whose validity derives from their own personal ingenuity.

2

It was also observed that The Aran Islands and "The Fourth

Stage" are useful for an understanding of the plays of both

writers; they contain, in reasonable proportions, the thread

of the fabric out of which their plays are woven.

The Project Essay WaS brought to a tentative close with

the assertion that no single study can exhaust the various

possibilities of examining the areaS of divergence and inter-

section between the oeuvres of Synge and §oyinka. A study

of both writers and the theatre traditions which constitute

the base of their creativity promises to be rich and enduring;
--....

hence , it deserves the a ttention of future scholar.s.

Beyond its overtly exploratory posture and its tendency

to exegetise where programmatisation seems ideal, our M.A •.

Project Essay served a useful purpose. It afforded us the

opportunity to become familiar with our subject matter, to

chart the main outlines of our analysis, to identify the

pitfalls of our' endeavour and to create guidelines for

further explorations in the field. It is a forerunner to

the present thesis. In it, we lighted a flame and started a

discussion; the present thesis is designed to feed the flame

I
(
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and extend the discussion in other directions. More

importantly, it must be noted that there is no overlap in

content between our M.A. Project Essay and the present thesis.

Wherea s the former concentra ted on the broa d similarities

and dissimilarities between Synge and ~yinka, the latter

discusses four central themes in the works of both writers.

Methodology

This thesis falls within the ambit of comparative

dra~a and literature. The significance of comparatism as

the antidote for literary hegemony, intellectual provincia-

lism, separatism and "temporocentricism,,2 requires no elabo-

rate explanation but it is important to clarify the methodo-

logy which the comparatist critic elects to use. This is

necessary in order to lessen the latent ambiguity of the

comparatist exercise and prevent the tendency towards mis-

interpretation which often attends its reception. Two

methodologies are traditionally available to the comparatist

critic - the influence approach and the tradition approach.

The definition of these two approaches and the delineation

I counter-polemics.

of their attributes appear to be submerged by polemics and
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The influence approach is a II cri tique d'influence" ,3

it delin~ates the causal relations and influences between

one writer and another and portrays causality as the first

principle of creativity. Its premise is empirically veri-

fiable. Instances of direct influences between two writers

abound in literary history. To name a few, consider the

examples of Strindberg and Kafka, Nietzsche and Strindberg,

Laforgue and Eliot, Ibsen and Shaw, Wordsworth and Shelley,

Beaumont and Fletcher and Cervantes and Fielding.

This approach examines a writer's cultural and arti-

stic background and also, the sacred zones of his personal

life. It exhumes several hitherto unknown literary and

extraliterary details which enhance the understanding of the

architectonics of a writer's creativity and defines the

scope of his originality, and the source of his skill and

vision. Because of these advantages, it is regarded as ~..a'

ba sic technique in compara tive Iitera ture'~II 4

But causality, which it parades as a first principle,

"has repeatedly shown itself to be the scholar's Gordian

Knot" ;5 it has shown itself, for example, to be the main

cause of the various Objections that are raised against the

approach.
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It is alleged, in the first instance, that influence

studies lose sight of the fact that literary creativity is

not a linear, causal and automatic phenomenon. A writer may

resemble another writer in terms of art, craft and vision

but such resemblances are not always the product of influ-

ence. In most cases, they are indexes of a universal princi-

ple which states that life is full of coincidences and the

human instinct repeats itself in similar fashions in different

places. In other wordS, writers treat similar themes,

adopt similar styles and arrive at the same conclusions

not necessarily because of any direct cross-influencing

between them but because the human mind functions, universally,

in analogous, coincidental patterns.
Besides, a writer is a product of a myriad of influ-

ences which are 50 complex and wide-ranging that they defy

precise definition. This undefinability of the creative

spirit accounts for the perenniality of the critical enter-

prise. The more a critic attempts to unravel the soul of a

writer's work and adduce to it a specific source, the more

he discovers that there are other portals of inquiry which

need ~o be knocked upon and opened; and, as he opens these
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portals, other portals reveal themselves, and the critic

finds himself, as post-structuralist literary theories affirm,

in a territory where signifiers have limitless capabilities

for signification. The influence approach ignores this

fact and seeks to contextualise literature but, essentially,

literature involves a dual process of contextualisation and

decontextualisation.

The influence approach thus limits the scope of

literature; hence, Rene Wellek insists that the approach

"militates against (a) meaningful understanding of the nature

of literature itself". 6 He says it concentrates unduly on

external details; it is, he concludes, an expression of

"rapports de fait".? Thinking along the same lines, Harry

Levin accuses influence studies of concentrating on "rapports

exterieur s"•8

In the hands of its less imaginative users, the

approach degenerates into a concerted attempt to accuse a

writer, who is said to have been influenced by another, of

plagiarism, intellectual poverty and failure of craft. The

approach raises ethical issues that are at odds with critical

inquiry and confesses a predilection for acrimony and malice.
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Its attempt to parade extra-literary facts and undertake an

expeditiqn into the private life of a writer reveals a

penchant for anecdotes, back-stage gossip and front-of-house

rumours. Its attempt to trace a writer's creativity to a

source other than the writer himself often appears pre-

sumptive and reductionist; completely unmasked, it emerges

a s a quasi-li terary exercise. In its worst specie, it

manifests in the form of a "literary talk which would ramble

comfortably from the texture of Tennyson's language to the

length of his beard". 9

The tradition approach also seeks to establish literary

genealogy but, unlike its counterpart, it dispenses with

causality and situates a writer within established literary

traditions with the aim of determining the writer's signi-

ficance and achievement. It circumvents the pitfalls of the

influence approach and diverts attention from biographical,

genetic, anthropological and sociological data to a close

interrogation of the text and the author. If the influence

approach indulges, as Levin claims, in "rapports exterieurs", 10

the tradition approach attempts "rapports interieurs". T.S.

Eliot provides an apt summaryof it in his "Tradition and the

Individual Talent" :
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No poet, no artist of any sort has his complete
meaning alone. His significance, his apprecia-
tion is the appreciation of his relation to the
dead poets and artists. vou cannot value him
alone, you must set him, for contrast and
comparison, among the dead. I mean this a s a
principle of aesthetic, not merely historica.l,
criticism. The necessity that he shall conform,
that he shall cohere, is not one-sided; what
happens when a new work of art is created is
something that happens simultaneously to all the
works of art which preceded it. The existing
monuments form an ideal order among themselves,
which is modified by the introduction of the new
(the really new) work of art among them. The
existing order is complete before the new work
arrives; for order to persist after the super-
vention of novelty, the whole existing order must
be, if ever so slightly, altered; and so the
relations, proportions, values of each work of
art toward the whole are re-adjusted; and this
is conformity between the old and the new. 11

Briefly stated, Eliot's position is that a writer is

best appreciated when compared with the corpus of earlier

writers but such comparisons should not be attempted with

the aim of establishing conformity or causality. More germane

and fruitful is the acknowledgement and examination of the

self-evident but often neglected tradition within which the

writer and his texts exist and the assertion that this

tradition is moved forward by genuinely new works. This

tradition, Eliot continues, is informed by "a perception,
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12
not only of the pastness of the past, but of its presence".

In other words, literary history is a spatial conti-

nuum in which the past and the present are interfused and

within this continuum, literary works exist in an inter-

textual context and a writer's significance derives from his

relation with other writers. Further, a writer is compelled

to write not merely with his own generation in
his bones, but with a feeling that the whole of
the literature of Europe from Homer and within
it the whole of the literature of his own
country has a simultaneous existence and composes
a simultaneous order. 13

The tradition approach receives further amplification in

the hands of Ihab Hassan,14 Claudio Gullen15 and Terry
16Eagleton. Hassan and Gullen both argue that literature

is not a product of causal circumstances but of the inter-
/ relationship between text and tradition. They outline the

shortcomings of the influence approach and dismiss it as

superfluous and irrelevant. What is needed as an alternative,

says Hassan, is an approach that is interested in "multiple

correlations and multiple similarities functioning in an
1?historical sequence"., Wri ting on a slightly different

subject, namely literary theory, Terry Eagleton comments
)
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parenthetically on the tradition approach in a tone that is

reminisoent of Eliot:

All literary texts are woven out of other
literary texts, not in the conventional sense
that they bear the traces of 'influence' but
in the more radical sense that every word,
phra se or segment is a reworking of other
writings which precede or surround the
individual work. There is no such thing:~ s
literary 'originality', no such thing as the
'first' literary work: all literature is
'intertextual'. A specific piece of writing
thus ha s no clearly defined boun daries: it
spills over constantly into the works around
it, generating a hundred different perspectives
which dwindle to vanishing point. The work
cannot be sprung shut, rendered determinate, by
an appeal to the author, for 'the death-£f~
author' is a slogan that modern criticism is
now confidentl) able to proclaim. 18
(;mpha sa s mine

In sum, the tradition approach jettisons influence and

causality and insists that no literary text exists ~ nihilo;

all texts are products of a historical context and a

dialectical tradition and an understanding of this context

and tradition enhances aesthetic and literary appreciation.

This approach views a writer as a unit within a larger system

and removes the racial, geographical and artificial barriers

which fragment the literary community into micro-interest

groups. 8eneath it is Goethe's principle of Weltliteratur;
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it portrays literature as an all-embracing phenomenon which

cuts across nations and literary frontiers.
Utilised with caution and commonsense, the tradition

approach illuminates literature and criticism; applied

dogmatically, it appears restrictive and parochial. Its

exclusive interest in tradition and intertextuality may lead

to the erection of a hegemony of the text and tradition with

a lip-service treatment, if not a complete neglect, of the

author as author. This tendency is apparent in the decon-

structionist and post-deconstructionist literary theories

proposed, for example, by Barthes, Foucault and Kristeva.

The theories announce the death of the author and concentrate

exclusively on the text. Useful in ±his regard is the

underlined portion of Eagleton's statement above: "the death

of the author," Eagleton explains, "is a slogan that modern

criticism is now confidently able to proclaim". 19

In addition, post-structuralist literary theories tend

to ignore the political and economic bases of literature.

But really, can an effect exist without its cause? The text

may be important but equally so is the author and the general

context within which he operates. Surrounding the author

j
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are several influences and circumstances which inform the

characte~ of the text. Without these extra-literary details,

the text would seem to lose part of its humanist value. And

what is literature without its humanist b3se?

The influence approach and the tradition approach are

greatly flawed, and neither of them is necessarily better

than the other. What they both require is are-definition

and a precise understanding of their scope and limits.

Examined closely, both approaches appear to be complementary;

and perhaps most useful for literary criticism is a mean

approach which harnesses their individual advantages. In

other words, literary criticism stands to benefit a lot from

the "rapports exterieurs" of the influence approach and the

"rapports int~rieurs" of the tradition approach. Literature

is essentially a product of internal and external impulses,

of textual and extra-textual details, and only an acknow-

1edgement of both levels of activity can lead the critic

towards a full appreciation of the joys of literature.

Hence, this thesis utilises both approaches. Synge

and Soyinka are studied hereinafter with an awareness and

acknowledgement of the biographical, genetic, historical
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and sociological details which define the contexts within

which they function( e d] a s individuals and as artists. No

attempt is made to establish any causality or literary

genealogy between them; but we have endeavoured to situate

both of them within the literary traditions, indigenous and

universal, which inform their writings and define their

significance and achievements as artists.

Synge and Soyinka

It would be enough, for the purpose of introduction,

to attempt a discussion of some of the mythologies which

surround John Millington Synge and Wple ~yinka and to make

brief comments on their skills, significance and achieve-

ments.

First, it is ironic that Synge is widely described
v and accepted tocay as one of Ireland's most important drama-

tists and one of the most innovative Irish writers since the

Renaissance; the circumstances which informed his career at

personal and professional levels did not favour the attain-

ment of such preeminence; indeed, if art and the creative

muse were faithful to the rules of logic and the drift of
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circumstances, Synge would have been a marginal writer and

he would not have received half the critical attention which

he enjoys.

Synge suffered ill-health; his family was indifferent

to his chosen vocation, and his colleagues at the Abbey

Theatre, particularly the celebrated duo of Lady Gregory and

W.B. Yeats, secretly resented his seemingly selfish di~

position. But the greatest challenges to his career arose

from the general condemnation which his mode of thinking

and writing received from many of his contemporaries. His

triumph in the midst of the hostile attacks that were launched

against his talent from different directions is indeed one

of the ironies of literary history and a testimony to the
r:

deep-rootedness of his creativity.

Sometime in 1??5, Samuel Johnson remarked: "The Irish
20are an unfair people, they never speak well of one another".

Similarly, Brendan Behan tells us, and we need not doubt him,

that

if there were only three Irishmen left in
the world you'd find two of them in a
corner talking about the other. We're a
backbiting race. 21
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Running through Irish literary and political history, parti-

cularly the moments when the country was struggling for

sovereignty, are instances of this native maliciousness and

penchant for hypocrisy and unwarranted selfrighteousness.

Synge wa s a victim of this national trait. He wa s backbitten

by his contemporaries; they questioned his talents and never

spoke well of him.

In Syhge's time, the nationalists insisted that all
')

Irish citizens must devote their ti~e, talent and resources

to the glorification of the Irish heritage and personality.

Furthermore, they must repudiate Britain and British

imperialism. These" zealots of the republic", 22 as F. S.L.

Lyons calls them, sought to liberate Ireland from the dero-

gatory myths which centuries of colonialism had imposed on

her. Their aim, briefly stated, was to add dignity to Ireland.

Organisations like the Sinn Fein and the Gaelic League

and patriots like Thomas Davis, Steward Parnell, Maud Gonne,

Douglas Hyde, Arthur Griffiths and Charles Mackiewitz were

the proselytizers of this conviction and, they were able to

win many converts and, gradually, the nationalist fever

gripped the Whole nation and the bestowal of dignity upon
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Ireland became a national assignment.

Thi-s aspiration WaSbeset by various problems engen-

dered by the dilemmas of cla ss, language and religion which

racked the_Irish society and fragmented it into two irre-

concdIab Lyzippo se d classes, that is, the Irish-Irish and

the Anglo-Irish or the peasant class and the Landlord class

or the Catholics and the Protestants. The nationalists

fought these problems with Spartan resolve and frowned upon

any opposition to their programmes. In doing so, it was

easy for them to intimidate and convince the rank and file

but they received their greatest opposition from the artists

of the Irish literary movement.

Yeats, Synge and John Eglinton decried the concerted

efforts .of the nationalists to limit and imprison the creative

instinct inside political gaols. Yeats said, "fight that

23rancour I must"; Synge complained of "complete insanity"

and "what is senile and slobbering in the doctrine of the

24Gaelic League"; John Eglinton demanded the

de-Devi sa t.Lcn of Irish national literature,
that is to say, the getting rid of the notion
that in Ireland a writer is to think first and
foremost of interpreting the nationality of his
country and not simply of the burden he has to
deliver. 25
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James Joyce, in his usual rebellious manner, and

Sean O'Casey, after him, also could not stand the suffoca-

ting air of indignation and "Irelandlatry" which accompanied

the nationalist ebullience. Joyce fled Dublin in 1912,

tagging it "the centre of paralysis". 26 Sean O'Casey also

retired to London.

In return, the nationalists treated the Irish

National Literary Movement with contempt and the ultra-

patriotic among them looked upon the writers as traitors;

everywhere evident in the history of the Irish National

Theatre Wovement, in particular, are instances of direct

conflict between the nationalists and the Abbey Theatre

dramatists. The most charitable explanation by the former

waS that the latter were indifferent to the nationalist

question because they were members of the Anglo-Irish class

and the dominance of English blood in their veins necessarily

compelled them to seek the perpetuation of British imperialism

and the repudiation of Irish values.

Accordingly, the efforts of Lady Gregory, W.B. Yeats,

Edward Martyn (A.E.) and J.M. Synge to take theatre to the

people and "bring everything down to·that sole test again/

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



18

2?Dream of the noble and the beggar-man" were dismissed as

sheer p~etense. Only writers like Padraic Colum, William

Boyle and T.C. ~urray, who participated in the Anglo-Irish

renaissance but remained essentially IriSh-Irish, were

tolerated.

With the benefit of hindsight it would be fair to say

in their different ways, to advance the cause of Irish

that both the Gaelicists and the Anglo-Irish writers helped,

literature and culture. What interests us here, however,

is the fact that the nationalists were most intolerant of

Synge. They oI"ganised public demonstrations against his

plays and paraded him as a literary mercenary whose sole

aim was to perpetuate the image of "the stage Irishman" 28

and defend imperialist interests. Apart from Daniel Corkery

who concedes that Synge is not entirely unpatriotic, most

nationalists were unsympathetic towards him. Maud Gonne,

Duddley Digges and Arthur Griffith walked out on the first

performance of In the Shadow of the Glen. Storm Jameson,

Robert Lynd and St. John Ervine insist that Synge II has been

very much overrated as a dramatist.,,29 The follOwing state-

ment by Ervine is fairly representative of the collective

posi tion of the" zealots of the republic":
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Synge wa s a faker of peasant speech ••• It is
high time that all the tosh that was formerly
spouted about Synge, and still is by senti-
mentalists late for the fair was stopped.' As
a man Synge was weak, 'spiritually ineffective
and totally unable to stand up to life' and
although he brought a desirable element of
bitterness and acrid beauty into the sticky mess
of self-satisfaction and sentimentalism which is
known as Irish literature,' he lacked staying
power and 'died of sheer inability to aSsert
himself'. He was a man of 'small twisted talent,
an odd intruder into the realm of letters whose
work smelt too strongly of the medicine bottle. 30

Even death did not rescue Synge from the ire of these

zealots. Clearly evident in the Irish weekly papers which

reported his death is the suggestion that he would not be

missed:

The Irish weekly papers notice Synge's death
with short and for the most part grudging
notices. There wa s an ob scure Gaelic League
singer who was a leader of the demonstration
against the Playboy. He died on the same cay.
Sinn Fein notices both deaths in the same
article and gives three-fourths of it to the
rioter. For Synge it has but grudging words,
as Wa s to be expected. 31

In a letter to lady Gregory on 18th January, 1912, Yeats

further reported that
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One of the curious things is the lying rumours
that have been put in circulation everywhere,
one of which seems to be believed as a matter
of course, that Synge died of disease contracted
by living an immoral life. I WaS told the other
day that everyone knew that the story about
cancer has been invented to hide this. 32

Synge's unpardonable crime was his insistence on truth

in a society that glorified chicanery and fraud.

The great difference between England and
Ireland is that in England you can say what
you like as long as you do the right thing,
in Ireland you can do what you like as long
as you say the right thing. 33

Synge's crime wa s his refusal to behave like the Irish in

Ireland, that is, his failure to "say the right thing". "His

work, like that of Burns," Yeats Observes, "was to say all

the people did not want to have said.,,34 Even Lady Gregory

and W.B. Yeats ceca sionally said" the right thing"; they used

their art to pamper the national ego and reassure the

average Irishman of the invincibility and inviolability of

the Irish heritage. But Synge differed; he chose instead

to subject the Irish personality to a close cross-questioning;

he swept Ireland with a broom and revealed those lurid aspects
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of the Irish personality which no one dared admit publicly.

Hi.s contemporaries condemned his audacity and threa-

tened to crucify him but he was refractory till the end.

He lacked the sentimentality which the nationalists required

and he was neither ingratiating nor gifted with a politician's

sophism. Synge avoided the" slackjaw blackguardism"35 in

which his contemporaries drivelled and ramined true to his

own convictions and, like all geniuses, he suffered for being

more perspicacious than his peers.

If we seek the explanation of his pre-eminence and why

he is regarded today a s one of Ireland's most important drama-

tists since the Renaissance, one decisive factor is his

innovativeness, his ingenuity and his originality. Synge

extended the frontiers of Irish and European drama. At a

time when European drama derived its gusto from the portra-

yal of the city and its boar-o-r-comtales, Synge chose to

concentrate on the rural imagination. In addition, he adopted

a language that is peasant in conception and is "fully
36flavoured as a nut or apple". He introduced a lustrous

mode of perception and revealed other methods of doing the

dramatist's jOb; he became B mOdel, and other dramatists,

.--.J
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.rl including Yeats, began to learn from him •

Synge's originality is as shocking as it was unusual

and it is justly appreciated for its novelty and candour.

His centralisstion of hitherto marginalised circumstances,

his use of peculiar speech patterns and the tight, almost

flawless architectonics of his plays all combine to make

him a dramatist of the first rank. He has had many imitators·

but his genius is so genuine and irreproduceable that no one

has been able to imitate him effectively.

Synge's personal habits are also responsible for his

excellence as a writer. He was very meticulous with his

scripts and he delighted in revising them for as long as

possible. Riders to the Sea was written thrice, ~~~~

!edding underwent six drafts, the writing of The PlaybOY

took three years (September 1904 - January 19O?) and Deir~

of the Sorrows WaS undergoing a fourth draft before Synge

died. He did not possess the finicalness of Pater who wrote

every sentence on a sheet of paper and worked on his phrases

until they pleaded for respite but he paid enough attention

to his scripts to ensure that the right words were used and

that the right chords of thought and feeling were struck.
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/

Synge "had his fingers upon the life-pulse of Ireland,',3?

He felt"this pulse with great sensitivity and even though

the public objected to the readings on his artistic thermo-

meter, very few critics can deny his perspicacity and the

fact that he succeeded, by extension, in feeling the pulse

of Europe and the world. Though Irish, Synge's real consti-

tuency is the universe; though a dramatist, the rules which

inform his art are those of philosophy and psychology.

"Complaint of present diys", concludes Byron in

Don Juan, "is not the certain path to future praise". 38 The

reverse has proved to be the case with Synge. The strong

complaints that were lodged against his plays, particularly

during the playboy riots, made him famous and compelled

critics to notice him. The critical inquiry that followed

has revealed the truth which his contemporaries chose to

ignore; Synge is a superb dramatist, a lyrical poet without

rival and a profound philosopher hollidaying as an artist.

He is dead but he is still living; for the past century or

so, several generations have been looking at nature through

his eyes.
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Let us add that, in Synge, we also encounter a genius

that is so rich and broad-based that it invites comparison

with the masters of modern drama. Many critics have dis-

cussed the senses in which this is so by noting parallels

between Synge and Shakespeare, Synge and Ibsen, and also

between Synge and Chekhov. When such comparative discussions

of Synge are extended to Africa, the African writer who seems'

most readily to invite comparison with Synge, in our view,
----""

is the Nigerian writer, Wole Soyinka, winner of the 1986- .
NObel Prize in Literature. Like Synge, Soyinka boasts of a

e

highly distinguished career.

Wgle 9Dyinka.

Born on July 13, 1934 in Abeokuta, Nigeria's Soyinka.
grew up under favourable circumstances which enriched his

imagination and moulded the infinitely politic, witty and

humorous personality which runs through his writings. It

is a commonplace of literary criticism to state that a

writer's background influences his creativity but, in

~yinka' s instance, this commonplace assumes a wider signi-

ficance for the source of his talent, particularly his flair
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for paradigmmatic insights, his colourful sense of character,
...-'..

his unique grasp of language and his vivid sense of event

and action are certainly traceable to the eventful family

and cultural background which informs his personality.

At the risk of sounding hyperbolic, we could a asume

that ~oyinka wa s already a writer before the age of ten: by

then, the essential elements of his genius had taken root;

wha t remained were the skill and the experience with which

he could transform them. These he acquired as he grew up,

attended various schools and played his own parts in the

drama of life. Soyinka is simultaneously an academic, a•
social critic, politician, musician, writer, belle lettrist

and theatrician, but it is as a writer that he is best known

and, in this respect, he is widely acknowlecgecf' as Africa's

most eminent dramatist.

Soyinka gives classic expression to the image of the•
writer as the voice of reason in his society. He has consis-

tently criticised the excesses of governments and the Short-

coming s of social machineries and, in so doing, he ha s always

demanded the establishment of an impeccable society where

truth, honesty and humanism triumph over their opposites.

_ -t
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Among his colleagues, he has been a torch-bearer and a pace-

maker •. Hut incidentally, his quixotic interventions in the

political, cultural and literary life of Nigeria and Africa

have often been thankless. Governments have condemned him,

and some of his own colleagues have dramatised what they

consider his imperfections.

In the early sixties, for example, many of his colleagues

condemned his refusal to join the negritude movement and~-
labelled him a traitor; but what Sayinka sought to avoid was

the narrow-mindedness, the hermeticism and the self-seeking

propaganda which constituted the trademark of the negritude

movement. Instead of the idyllic romanticization of the

African heritage and personality which the negritudists

demanded, Sayinka called for a mare engaging interrogation

of contemporary realities and the jettisoning of provincialism,

racism and bold-faced chicanery
"t d 39negr~ u e.

the main pitfalls of

Negritude, defined by Leopold Senghor as "the totality

of civilisation values - cultural, social and political -
40which characterises the black people, Was without doubt a

legitimate and positive phenomenon concerned as it WaS with

a search for black dignity and an assertion of self-pride but
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exposed its own contradictions and hence invited criticism

waS in its latter-day emotionalism. This emotionalism is

summarised in Senghor's argument that the black man is

differentiated from the whites by his intuitive reasoning:

"I feel therefore I " 41am •

This emphasis on intuition led in Jean Paul S3.rtre's

view to a kind of "anti-racist racism"42 and as Gerhard Grohs

b it 1 1 d t 1 b . it· 43 So· k 'o serves, a so e 0 severa am l.gu a.es, yan a s.
indifference towards negritude emerges from an awareness of

these ambiguities. Equally responsible perhaps is the fact

that he is from an Anglophone country. While Francophone

countries were overtaken by negritude, their Anglophone

counterparts were less enthusia stic. Ezekiel Mphalele

explains:

It is significant that it is not the African in
British-settled territories - a product of
'indirect rule' and one that has been left in
his cultural habitat - who readily reaches out
for his traditional past. It is rather the
a ssimila ted African, who ha s ab sorti ed French
culture, who is now pas~ionately wanting to
recapture his past ••• he clearly feels he has
come to a dead-end in European culture.44
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Soyinka may not have embraced his cultural past with
•

desperation yet he demonstrated a strong awareness of it. In

his actions and utterances, he wa s also very critical of

socio-political arrangements. For example, in October 1965,

he WaS detained by the Western Nigerian government for

allegedly holding up the Western Nigeria Broadcasting Cor-

pora tion (WNBC). It Wa s said that he sabotaged the post-

election victory speech of Chief S.L. Akintola, the then

Premier of Western Nigeria; he "went to the studio, seized

the tape of the recorded speech and broadcast his own substitute

speech condemning the rigging of the election and calling on
45the people to fight for justice and fairplay". The case

received court hearing in December 1965 and, even though

Soyinka was discharged and acquitted, it seems such a romantic
•
intervention in the politics of the period is not beyond his

character.
From August 196? to October 1969, Soyinka waS again.

detained by the Nigerian Federal Government for allegedly

collaborating with the secessionist leader, Col. Odumegwu

Ojukwu, to fragment the Nigerian body politic. Those who are

familiar wi th ~yinka' s role during the Nigerian civil war
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and his blunt condemnation of the dictatorial tempera~ent

of the Gowon administration, before and during the civil war,

would easily admit that the treason charge which was slapped

on him Was merely a diversionary stratagem. The truth is

that the Gowon administration capitalised on ~yinka' s unsoli-

cited interventions in the political chess-game of that period

and used the detention as a means of reminding him that there

were limits to his Prometheanisms in a near-fascist political

context.

Nevertheless, Soyinka has remained critical of dictator-•
ship wherever it manifests. After his release in 1969, he

re-affirmed his belief in the supremacy of humanism. "The

man", he said, "dies in all who keep silent in the face of
46tyranny", and since then, he has maintained this credo with

impressive consistency. In Africa, his indictments of tyrants

like Kamuzu Banda of Malawi, Macias Nguema of Equatorial Guinea,

Jean-Baptiste 80kassa of the Central African Republic, ~obutu

Sese Seko of Congo KinShasa and Idi Amin of Uganda, have been

particularly unsparing and unwavering.

In A Play of Giants, as in Opera Wonyosi and Kongi IS

Harvest, he paints these tyrants in unflattering colours and

r .-...." describes them contemptuously as "supermen", "grotesqueries",
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"certified psychopath" and "a parade of Miracle men •••

Giants, Dwarfs, Zombies, the Incredible Anthropophagi, the

original Genus Survivanticus (alive and well in defiance of

all scientific explanations)"~? To state that these tyrants

have been indifferent to Soyinka's criticisms is to mis-.
conceive the tyrant's mode of operation which essentially

involves either the censorship or the murder of those who

express dissa tisfaction with him and his programmes.

~yinka narrowly escaped death during his detention,

but he has not always been completely lucky with censorship.

In 1988, for example, three of his plays - The Trials of

Broth~Je£2, The Lion and the Jewel and Kongi's Harvest -

were banned in Malawi. The plays, it Was alleged, "fell foul

of the political, cultural and religious tastes of the East

African country". The chairman of the ~alawi censor board

was reported to have stated, in addition, that "Soyinka was
. 48a bad man who ha s been cha sed out in his own country".

Need we repeat the obvious and state that the reason for this

censorship lied elseWhere, precisely in Kamuzu Banda's hatred

of free expression and critical realism? Twenty-one years

earlier, Soyinka had written that.
J
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At no stage was a level of suppression reached
comparable to what existed in Ghana before
Nkrumah's fall or exists now in Malawi, where
a paranoid has successfully muzzled any hope
of expression. 49

Is it not likely that the censorship of ~yinka's plays in

Malawi is also, at bottom, a reaction to his condemnation

of the Malawian government, even though the reaction seems

to be coming twenty-one years after the event?

If governments and ideological cabals have been intole-

rant of Soyinka, some of his own colleagues and contemporaries..
have even been more so. Chief among them is Chinweizu, a

famous Nigerian literary critic. In several publications,50

this critic assails Soyinka on nationalist grounds and argues.
that he is a prodigal and an impostor, that is, a Euro-

modernist writer parading as a Pan-African. Chinweizu says

~yinka, to worsen his case, writes in recondite, abstrac-

• tionist images which render him inaccessible and therefore

irrelevant to the African context. Chinweizu was, instruc-

tively, the leading voice of dissent in Africa when the Nobel

Prize in literature Was awarded to ~yinka in 1986.51

Equally noteworthy is J.P. Clark's purported malicious

treatment of Soyinka in the late sixties. In The Man Died,.
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Soyinka alleges that while he was in prison, Clark went about
•
circula ting the rumour tha t he Wa s suffering from chronic

syphilis, besides; Clark informed his public that

Soyinka is the perpetual dramatist who
insists on a starring role in every
drama of his own manufacture. 52

The delineation of the foregoing has become necessary

in order to reveal the extent to which Soyinka, in the dis-.
charge of his self-assigned duty as the conscience of his

society, ha shad to contend with several censorious attempts

to impugn his integrity. By and large, Soyinka ha s always
II

managed to circumvent the dangers of envy and jealousy;

through the adoption of a combative staoce, luck, hardwork

and the redoubtable goodwill of his admirers, he ha s always

managed to emerge unscathed and his reputation has remained

a s stable a s a trivet.

Two events have been particularly momentous in his

career - his detention between 196? and 1969, and the Nobel

Prize in Literature which he won in 1986 •.

Before his detention, ~yinka was already known as a

writer but the incident enhanced his popularity and focussed
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greater literpry attention on him. Critics, scholars and

journalists allover the world decried his incarceration and

de~anded his immediate release. His works were re-considered

and the world became more aWare of his genius but the over-

riding importance of the experience lies in its impact on

Soyinka's career and creativity. Instead of overwhelming him,.
it sharpened his sensibility and rendered him more critical

and more unsparing of histo-political configurations. "What-

ever I believed in before I Wa s locked up", he told journalists

on his release, "I came out a fanatic in those things". 53

~yinka's detention may have sharpened his sensitivity

but even more crucial, perhaps, is his own native iconoclasm.

Like Synge before him, Soyinka is unable to tolerate human•
folly of whatever kind, like him, too, he desecrates the

orthodoxies of his age and subjects them to an intensive

diagnosis; underlying his plays is the moral that if man does

not overhaul his systems and reevaluate his ways, he may never

succeed in his attempts to become the master of his own fate.

But, like all artists whose sensibilities are far above the

collective intelligence of their age, Soyinka is not heeded.
in his warning e,
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Any discussion of Soyinka, since 1986, would be incom-
•

plete without a reference to the Nobel Prize in Literature

which he won that year. Equally germane is the effect which

the prize has had on him and his career.

Apart from a few voices of dissent, typified by a

certain anonymous Iranian and the Nigerian Chinweizu, the

award of the Nobel Prize to Soyinka was generally endorsed.
and this latter reaction seems, in our view, to be judicious.

An examination of the claims of the dissenters reveal the

influence of an infamous fallacy namely the fallacy of arguing

to the wrong point. They do not seem to advance any cogent

reaSon why the Nobel Prize should not have been awareed to

Soyinka beyond the dramatisation of the spleen and the pre-.
judices of their authors.

In the December 1986 issue of Kayhan-e-Farhangi, an

Iranian journal, the Iranian mentioned above wrote the

following in the form of a letter to the edit~r:

Let us not forget that the Nobel Prize has
traditionally been awarded to a select group
of people-certainly not those who have distanced
themselves from Western imperialism. Need I
remind your readers that Soyinka is a Protestant
who sided against his Muslim brothers during the
8iafran war? He WaS also imprisoned during the
same period as a traitor. Moreover, as a writer
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he has turned away from the traditions of his
own people: instead of Yoruba or Arabic, a
language accessible to a larger segment of the
population of the African continent, he has
chosen to write in English. 54

Chinweizu is even more contemptuous. Commenting on

~yinka and the Nobel Prize, he says;

I thought that his works and the Nobel Prize
deserve each other and for those of us who
hold that the Nobel Prize is an undesirable
prize in Africa and who also find most of
Wole's works unreadable I thought from that
position that his getting the Nobel would be
a case of the undesirable honoring the
unreadable. 55

The fallacy in the foregoing claims is patent enough

and it is representative, at a broader level, of the usual

treatment which Soyinka receives from his less sympathetic.
critics. In the hands of these critics, Soyinka haS always•
been a victim of misdirected ardour and sadism but in the

specific case of the Nobel, their spleen did not detract from

the significance of the prize.

The prize brought ~yinka unprecedented publicity.

Several journals, periodicals and newspapers devoted special

editions to him and the prize.56 The Nobel Prize has certainly
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conferred a celebrity status on him but, examined closely,

the prize turns out to be a Janus-phenomenon, a self-contra-

dieting event which at once promises good and its opposite.

Granted that it has brought Soyinka popularity and honour,
•

it has also, on the contrary, turned out to be a source of

embarrassment and, in certain instances, it tends to subvert

the importance which it conferred on §byinka and prove dele-

terious to his dignity as a writer and as an individual.

Hence, §byinka complained that

In a sense the prize has been a nuisance
because it's created far more exposure and
far more demand than I'm prepared to handle. 57

The prize has been a nuisance in more senses than one.

Beyond exposing §byinka and imposing great demands on him,

it has made critics more exacting towards him, they are now

less sympathetic and more unlikely to overlook his short-

comings. Commenting on the uncomplimentary reviews which

Soyinka's production of Death and the King's Horseman, in•
New York, in 1987, received from New York critics, Obafemi

Ilesanmi explains:
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••• the Nobel (sic) Prize he won ha s exalted
the way critics chose to look at Soyinka's work.
With the prize, the critics tend to be more
demanding and less forgiving towards him. The
cri ticisms he got away with a s a new playwright
when his plays The Strong Breed and .!.beTrial~
of Brother Jero were produced at Greenwich Mews
Theatre, ~~k in 1964, would not be overlooked
now that he has won the greatest literary prize in
the world. He would be expected now to break a
new ground in every new work of his own manu-
facture. William Golding, the British Novelist
and also a Nobel Prize winner also went through
this experience. His new novel, "The Papermen"
published shortly after he won Nobel Prize (sic)
WaS unfairly described by Newsweek magazine as
"cracks in the Nobel House" 58

The emergent less forgiving attitude of many literary

critics towards ~yinka is extended at a popular level by an

equally less sympathetic assessment of him by the public.

Notable in this regard is Chinua Achebe's complaint in 1989,

about those he described as Ebyinka' s "hangers-on". He.
complained that Ebyinka is surrounded by too many hangers-on.
and praise-singers who parade him as the leader of Nigerian

literature; but, as far as he knows, the winning of the Nobel

Prize does not make anyone the "Ashiwaju of Nigerian

Litera ture" •59

But more largely responsible for the public criticisms

of Soyinka since he won the Nobel Prize is his acceptance of•
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/ the national award that waS conferred on him by the Babangida

administration and his subsequent appointment by the same

administration as the Chairman of the Nigerian Federal Road

~ fety Corps (FREe). Public reactions to these two incidents

are, a s expected, polarised.

On one hand are those who condemn ~yinka and argue that

his friendship with the government signals the end of his

radicalism and also casts doubts on his much-avowed anti-

establishmentarianism; strongly opposed to this view are those

who insist that the acceptance of a national honour and a

national assignment is not enough to convert ~yinka into a

sycophant. The ire of the former category WaS further provoked

when Soyinka publicly declared his support for the Babangida.
d " " t t" 60a rmnas ra J.on. The result is a series of aggressive and

counter-aggressive articles in Nigerian newspapers and campus

magazines.

Bode Sowande articulates the thoughts of the aggressors

in an "Open Letter to Wole Soyinka" in the Vanguard of May 5,

1988. He tells Soyinka, inter alia, that•UNIV
ERSITY
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In the 'Wonyosi' social circles that you now
frequent, wining and dining, they are making
you wear the Nobel AWard like a chieftaincy
title. And those of us who hold you dear feel
disgusted as you are translating yourself
through the opulence of the system into a
common partisan politician. Is the poet in
you dying? Is the partisan politician in you
rising? 61.

/

I have always had a lot of respect for Ebyinka
but on this, I disagree with him. The way he
fraternized with this government. In the first
place, even this government did not recognize
Wole 50yinka until he wa 5 interns tionally
recognized. And I am sad that Wole 50yinka
should be with this government ••• This is
a government that is being accused of murder
and yet it is comfortable to Ebyinka. I
cannot understand. I have had a great respect
for Ebyinka. But because of his involvement
in the affairs of this government, I am sorry
50yinka has lost a substantial part of that
respect.62

Gani Fawehinmi, a frontline Nigerian lawyer, makes

similar allegations in a more indignant and blunt manner:

Several sympathisers have written in defence of Ebyinka•.
Writing in the National Concord of Tuesday, April 26, 1988,

Abdu Aliyu congratulates WSJle ~yinka on his appointment as

Chairman of the Federal Road 93.fetyCorps. He also defends

him against some of his critics. Says he,
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the great concern you have all along been
showing over the situation of our r-oe d
transport is consoling enough for us to know
that somebody of your calibre keenly
appreciates the tragedy of our road trans-
portation which has reached a calamity
proportion ••• 63

Otuka Anya si, described a s a Trustee of the Automobile Club

of Nigeria, complains that the "nibbling" over ~yinka' s

acceptance of the chairmanship of the FREe" seems to be

going to a ridiculous extent". He argues that

Soyinka deserves a pat on the back for eeazi nq
the opportunity to further an unselfish cause
that has been dearest to his heart for decades.

We don't know what the fuss is all about. 64

Soyinka himself has upbraided his critics and re-
o

affirmed his freedom to lead his life precisely the way he

deems fit without capitulating to the whims and caprices of

any interest group be they political, literary or religious. 55
66the entire controversy hereIt would be pointless to rehash

but it appears to the present writer that the various

phosphorescent and abusive temperament, are not totally

anxieties that have been expressed about Soyinka's position.
and attitudes since he won the Nobel Prize, in spite of their

unrea sonable.
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They indicate the scope of Soyinka's popularity and•
further reveal the fact that the public has a fixed concep-

tion of what his role and personality is and/or should be;.

a sudden change in behaviour is therefore immediately

considered heretical. These anxieties and the issues which

they generate are largely ethical and, though they grant the

critic a fuller understanding of his subject-matter, the

critical assessment of the writer and his works does not

depend entirely on them. It would be necessary, however,

to examine an ancillary observation which holds sway in back-

door discussions of ~yinka and the Nobel Prize. It is

assumed in this respect that the prize may render Soyinka•
complacent and besides, at fifty plus, he may have already

reached his literary menopause.

These assumptions are suspect. Our suspicion is that

the Nobel Prize may not make ~yinka complacent and besides,

the question of age should not arise. Available statistics

on the phenomenology of creativity confirm that creativity

is not a function of age. Conrad, Shaw and Housman wrote

for as long as they lived. Hardy was still active at eighty-

five. Doughty WaS already sixty before he started writing
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poetry. Sophocles and Lady Gregory wrote their first major

works at the age of fifty. Any reason why §oyinka should

become senile at fifty plus? None, to the best of our

knowledge. The truth, as DaPg Adelugba puts it, is that

"Wo1e So . khat 1 t t t t . t to do." 67y~n a s ye a 0 0 crea e, 0 wr1 e,

The allegation that the Nobel Prize has compromised

Soyinka's radical stance is also unfounded. Witness some
•
of his recent writings. In such essays as "At the touch of

a button", 68 "Power and Creative Strategies", 69 "Mad dogs

70and Pepper soup" , "Proscription and Dialogue: A simple

choice,,71 and "The Fifth Horseman,,;2 it is evident that

Soyinka is still active as a writer. Also noteworthy are•
other post-Nobel publications by ~yinka such a~ I sara ,

Mandela's Earth and other Poems and The Search.

In conclusion, it must be stated that, even if ~yinka

had not won the Nobel Prize, his place in the literary

pantheon would still have been assured. With his gift for

words, his mastery of the fine points of literature, and

the fathomlessness of his mind, he is bound to hold his own

as a writer at all times. "And it is more striking when you

take into consideration the fact that when he started he had

73no models".
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When he returned to Nigeria in 1960 after a six-year

sojour-n in Leeds (where he studied a t the University of Leeds

and obtained a B.A. (Honours) degree in 1957) and in London,

where he lived variously as a teacher, bartender, cook,

Singer, actor, playreader and writer, what existed on the

Nigerian literary scene were the plays of James Ene Henshaw.

While these plays are commendable at the level of effort,

they leave much to be desired at the level of achievement;

largely imitative of European models as they are, they could

not serve as true models for the establishment-of an

indigenous literary tradition, but ~yinka, with the colla-

boration of his colleagues in "The 1960 Masks" and later, the

Orisun Theatre, succeeded in creating a foundation even if a

modest one, for the Nigerian theatre of the future.

He deserves comparison, in this respect, with J.M.

Synge who is justly regarded as one of Ireland's most

accomplished dramatists. Taken together, both of them are

kindred spirits, They share similar traits a s individuals

and as writers; they are products of similar cultural and

literary backgrounds and they are further unified by a same-

ness of purpose. At the heart of their works is a concern with
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the destiny of man in a world that seems to be shot through

with ninilistic affirmations and the dread of impending

apocalypse. They both deploy cultural and my thO-historical

codes for the re-affirmation of humanism and the delineation

of the means through which man can lessen the heavy burdens

which fate seems to have imposed on him.

C.G. Jung writes that

-The man who speaks with primordial images
speaks with a thousand tongues.; he entrances
and overpowers, while at the same time he
raises the idea he is trying to express above
the occasional and the transitory into the
sphere of the ever-existing. He transmutes
personal destiny into the destiny of mankind,
thus evoking all those beneficient forces that
have enabled mankind to find a rescue from
every hazard and to outlive the strongest night.
That is the secret of effective art. 74

That also is the secret of Synge's and §oyinka's signifi-

cance , Yeats haS written, in addition, that "Synge is

invaluable to us because he has that kind of intense narrow

personality which necessarily raises the whole issue" .75

Something similar may be said of 5Jyinka •.UNIV
ERSITY
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/ Purpose of Study

In the chapters that follow, we propose to examine

four of the issues that are thrown up by the personalities

and the works of both writers - death, nationalism, language

and revolt. It is assumed that these themes would provide

a sure platform for a convenient, comparative appreciation

of Synge and Soyinka; and that they would, by extension,.
provide us better insights into the sensibilities, achieve-

ments and significance of both writers.

These themes do not in any way exhaust the various

possibilities of discussing Synge and 1pyinka insofar as

they are merely representative. We have chosen them, out of

the many themes which presented themselves for consideration,

only out of the belief that our study would achieve a sharp-

ness of focus if it concentrates on those areas in which the

coincidences between Synge and ~yinka are most striking.

Existing comparative studies of Synge and Soyinka are•
of the one-perspective variety. In 1972, for example, James

Gibbs submitted an M.Litt. dissertation entitled "Drama and

Nationalism: A Study of Ibsen, Synge and 9Jyinka" to the
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/
University of Bristol; eight years later, Atabo Oko sub~itted

a similar kind of disserta tion entitled" A Study of

Nationalism in the Plays of Wole Soyinka, Derek Walcott and

J.M. Synge" to the University of Ibadan in partial fulfilment

of the requirements for the award of the M.A. (Theatre Arts)

degree. Part of the aim of the present thesis is to show that

Synge and €iDyinkaare similar in more ways than scholars tend

to realise.

The four themes under investigation offer insights into

Synge's and ~yinka' s vision of the human circumstance. Both

writers have a broad vision of life which entails an inter-

rogation of man as he contends with the dual circumstances of

life and death. This interrogation may lead to an affirmation

of values, an act of rebellion or an amb~valent attitude but

beneath it all is a humanist resolve.
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NOTES

1. See Synge's Preface to his Poems and Translations.
John Millington Synge, E.1sys, Poems and Prose (London and
Melbourne: J.M. Dent and Sons ltd., 1988), p. 219.

2·Robert Bierstedt defines" temporocentricism" a s the
unexamined and largely unconscious acceptance of one's own
century, one's own era, one's own lifetime, as the focus to
which all other periods of historical time are related, and
as the criterion by which they are judged. It is thus the
temporal analogue of ethnocentrism. See Robert Bierstedt,
"The limitations of Anthropological PJethods in Sociology",
American Journal of Sociology, Vol. 54, 1948/49, pp.27-28;
for a detailed discussion of cornpa ra tism see

Isidore Okpewho, "Comparatism and Separatism in African
literature", World Lit~ure Tod3y, Vol. 55, No.1,
Winter 1981, pp. 10-33.

Willfried Feuser, "The Emergence of Comparative Literature
in Nigeria", Research in African Literatures, Vol. 11, No.1,
Spring 1980, pp. 100-107.

D.S. Izevbaye, "The African Experience of Comparative
Literature" S.O. Asein (ed.) Comparative Aporoaches to Wodern
African Literature, (Ibad3n: University of Ibad3n Press,
1982), pp, 1-8. -

Chukwudi T. Maduka, "Comparative Literature: Concept and
Scope", ibid., pp , 9-23.

S.S. Prawer, Comparative Literary Studies: An Introduction
(London: Gerald Duckworth and Co. Ltd., 1973).

Claude Pichois and Andre-M. Rousseau, La Litt~rature
Comparee (Paris: Librairie Armand Collin, 1967), Troisieme
Edi tiona

Frederic Loliee, A Short History of comfarative Literature:
E£2~ the Earliest Times to the Present Da~ Translated by
W. Douglas Power) (New York/London: Kennikat Press, 1970).
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/

3'Gustave Rudler, Les Techniques de la critique et de
l'histoire Litteraires (Oxford: Oxford University Press,
1923), p-. 160.

4
0.5. Izevbaye, p. 7.

5Ihab H. Hassan, "The Problem of Influence in Literary
History: Notes Towards a Definition", Ronald Primeau (ed.)
INFLUX: ESsays on Literary Influence (port Washington, N.Y./
London: Kennikat Press, 1977), p. 36.

6'Rene Wellek, "The Concept of Comparative Literature",
Yearbook of Comparative and General Literature, II, 1953,
pp. 1-2 quoted in Haskell M. Block, "The Concept of Influence
in Comparative Literature", Ronald Primeau (ed.) o , 76.

8Harry Levin, "La Litt~rature Compar~e: Point de vue
d' 'Cutre-A tlantique", Revue de Li tt~ra ture Compar~e, XXVII,
1953, p , 25.

9The expression is borrowed from Eagleton; see Terry
Eagleton, Literary Theory: An Introduction (Oxford: Basil
Blackwell Lt d, , 1986), p , 44.

10See note 8.

11T•S. Eliot, "Tradition and the Individual Talent",
Ronald Primeau (ed.) pp , 16-17. cf", Harold Bloom, A Map of
W:isre.ading (Oxford: Oxford University Press, 1980). Equally
relevant is Bloom's earlier book, The Anxiety of Influence.

12Ibid., p , 16.UNIV
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14See note 5.

15C~udiO Gullen, "The Aesthetics of literary Influence",
Primeau (ed.) pp. 49-73.

16See note 9.

17lhab Hassan in Primeau (ed.) o , 42.

18Eagleton, p. 138.

2°See Martin Wallace, The Irish: How They Live and Work
(Great Britain: David and Charles Publishers Ltd., 1972), p.19.

21 See Sean WcCann (compiler), The Wit of the I!:i§!:l
(London: Sphere Books Ltd., 1970), p. 93.

22F.S.L. Lyons, "James Joyce's Dublin", Twentieth
Century Studies, No.4, Nov., 1970: Ireland, p. 16.

23W•S• Yeats, Autobiographies (London: Macmillan, 1955),
p , 206.

24J.W:. Synge, "Can We Go Sack Into Our Wother's Womb?"
(1907) quoted in L.P. Curtis Jr., "The Anglo-Irish Predicament",
Twentieth Century~~, No.4, Nov. 1970, p. 50.

25Quoted in F.S.L. Lyons, p. 17.

2,W.S. Yeats, "In the Municipal Gallery Revisited", quoted
in Alan Price, ~e and ~nglo-Irish Drama (London: Methuen
and Co. Ltd., 1961), pp. 61-62.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



/

50

28The phrase is used to describe the derisory image of
the Irishman that WaS prevalent in European and American
Literatures and even in some Irish Literature. Examples
include:

( L] Captain MacMorris in Shakespeare's Henry V, ii, 2.

( ii) Sir Lucius D'Trigger in frleridan's The Rival§.

( iii) Tim Haffigan in Shaw' s ~ Bull' s Other Island.

1-

The Nationalists also used the term to describe Synge's
characters particularly Christy Mahon in Synge's The Playboy
of the Western World. For a full description of the image,
see Maurice Bourgeois, John Millington Synge and the Irish
Theatre (London: Benjamin Blom, 1965), pp. 107-113.

29
Andrew E. Malone, The Irish Drama (Dublin: Benjamin Blom,

1965), p. 302.

3DSt• John G. Ervine, ~me Impressions of my Elders
(New York: Macmillan, 1922), pp. 116, 198-200; quoted in Alan
Price, p. 7. Ervine further attacks Synge in his How to Writ~
a Play (London: Allen and Unwin, 1928); here, he says Synge's
dialogue is "contrived stuff, withdrawn from reality and made
into a pattern, pretty enough, but after a time, tiresome
and tedious" (P. 20).

31W.B. Yeats, "The Death of Synge", Dramatis Personae
(Great Britain: Macmillan and Co. Lt d, 1936), p , 128.

32See Colin Smythe (ed.), Seventy Years: Being the
Autobiography of Lady G)egory (Gerrards Cross, Buckinghamshire:
Colin Smythe Ltd., 1974 , p. 484.

33ihe statement is credited to a certain anonymous
politician. See Sean McCann, p , 122.

34W•S• Yeats, Dramatis Personae, p , 13B.
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35The expression is borrowed from George Bernard 91aw.
Commenting on his native Dublin, Shaw sa.idhe left Dublin at

the age·of twenty;"and forty years later (I) have learned
from the books of Mr. Joyce that Dublin is still what it was,
and young men are still drivelling in slackjawed blackguardism
just as they were in 1870." (see "George Bernard Shaw: 1856-
1950" t Harold Bloom, Martin Price et .a1., The Oxford Anthology
of English Literature, Vol. 1. (NeviYork/London/Toronto:
Oxford University Press, 1973), p. 1539.

36 See Synge's Preface to The Playboy of the Western World,
J.M. Synge, Plays, Poems and Prose, p , 108.

37Anthony S. Woods, "Synge, J.M.", Stanley J. Kunitz and
Howard Haycraft (eds.) Twentieth century Autho~ (New York:
The H.W. Wilson Company, 1942), p. 1380.

38Lord Byron, "Don Juan", Harold Bloom, Martin Price et.al.
(eds.), p , 318.

39See Wole Soyinka, "The Future of African Writing",
The Horn, 4, No 1, 1960, pp. 10-16.

------, "And After the Narcissist?" African Forum,
Vol. 1, No.4, 1966, pp. 53-64.

------, "The Writer in a Modern African State",
L'Afrigue Actuelle, 19, June 1967, pp. 5-7; also in Transition,
Vol. 6, No.31, June-July 1976, pp , 11-13; Martin Kilson and
Wilfred Carley (eds.), The African R~ (New York: Vintage
Press, 1970), pp. 135-142; and in Wole Soyinka, Art, Dialogue
and Outrage (1badan: New Horn Press, 1988). pp. 15-20.

40 d· 1quote ~n Wa ter
and African Socialism"
vol. 3,No.3, 1965, pp.

A.E. 9<urnik, "L~opold ~dar Senghor
The Journal of Modern African Studies
350-351. '
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42Ib";d, 352.•.. p. •

43Gerhard Grohs, "Difficulties of Cultural Emancipation
in Africa" The Jcurnal of "~ode~frican Studies ,vol. 14,
No.1, 1976, pp. 65-78 cf , Abiola Irele, "Negritude or 81ack
CuI tural Nationalism" The Journal of Modern African Studies,
Vol. 3, No.3, 1965, pp. 321-348.

44Ezekiel Mphalele I lbe African Imaq!2,2nd ed, (London:
Faber and Faber, 1962), p. 25.

450yin Ogunba, ~ Movement of Transition: A Study of
the Plays of Wole Soyi~ (Ibadan: Ibadan University Press,
1975), p , 7.

46See Viole Soyinka, The Man Died (London: Rex Collings,
1975), p , 13.

47
------, A Play of Giants (London and New York:

Methuen, 1984), pp. v-x.

48Chris "'Iammah, "Soyinka, Achebe's books banned ••• in
Malawi", ll.NAReview, Vol. 4, No.5, Nov. 1988, p , 24.

49Wole Soyinka, "The Writer in a f..\odern African State"
Art, Dialogue and Outraae, p , 19.

5°Se8 Chinweizu, "Prodigals, Come Home", Dkike, 4, 1973,
Chinweizu et.s 1., "Towards the Decoloniza tion of African
Li tera ture", Dkike 6: 11-27; 7: 65-81; Trs nsi tion ,48: 29-37,
54-57, 1974-1975.

Chinweizu et al., TOwards the Decolonization of African
of African Literature, Vol. 1 (Enugu: Fourth Dimension Ltd.,
1980) •
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51See for example, Chinweizu, "Afrocentrism and the
Perception of the Af'r dce n Literary Heritage", Sunday Vanguard,
La90s , June 5, 1988, pp• 7 and 15.

52Quoted in Wole Soyinka, The ~,(anDied, pp , 290-291.

§3Quoted in Aderno Ia Adedoyin and Innocent Eke, "Rebels
Ready to Die; Nigeria t s men of conscience", Newswave, Lagos,
Sept. 1988, Vol. 2, No.7, pp , 11-12.

54 See Na srin Rahimieh, "Iranian Reflection on Soyinka",
ALABulletin, Vol. 13, No.2, Spring 1987.

55Chinweizu in interview with Alex Tetteh - Larley,
"Soyinka on BBC", ALABulletin, Vol. 13, No.1, Winter 1987,p.21.

56A few examples would suffice, see:

ALABulletin, Vol. 13, No.2 Spring 1987. This edition
contains tributes to Wole 5:lyinka by-Mildred Hill-Lubin (P. 2);.
Edris Makward, "Why not an African Prize?" (PP. 9-10); and a
review of tI Iranian Reflections on Soyinka" by Ne srin Rahimieh
( pp, 10-11) •

ALABulletin, Vol. 13, No.1, Winter 1987, see "Tributes
to Wole Soyinka", pp , 18-26.

ALABulletin, Vol. 13, No.1 Winter 1987, see pp , 18-21
for tributes to Soyinka by Henry Louis Gates Jr., George Lang
and Tijan M. fullah.

ALABulletin, Vol. 13, No.3, Summer 1987, see Peter
Nazareth, "From Nobel Prize to Noble Ch~lenge", pp , 8-10.

New York Times, Oct. 17, 1986 - reports on Soyinka's Nobel
Prize.

Union of African Performing Artists/Union Africaine Des
Artistes de Spectacle, Nos. 11-12, Sept. - Dec., 1986:
Special Issue on Wole Soyinka.
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Nouvelles du Sud, No.2, 1986: A Special issue on "Wale
Soyinka et Ie theatre africaine.

African Theatre Review, Vol. 1, No.3, April, 1987:
Special issue on Wale Soyinka.

Theatre Forum" No.1, March, 1987: Special Tribute to
Wale Soyinka.

The African Guardian, Lagos, October 30, 1986: "Jewel for
the Lion".

West Africa, London, October 27, 1986: "Soyinka's Nobel
Prize" •

African Concord, London, December, 1986, No. 121:
"Exclusive from Stockholm - Wale's moment of honour".

Newswatch, Lagos, December 22, 1986: "Soyinka's finest
hour".

Special Conferences have also been organised to celebrate
Soyinka's Nobel Prize. A good example is the International
Symposium on African Literature co-sporis~ed by the Federal
Government of Nigeria, the French Government, Unesco, and the
Association of Nigerian Authors (ANA) in Lagos, Way 1-7, 1988;
for commentaries on the conference see

( s ) "Edi tcrial" , Na tiana1 Concord, Lagos, Way 14, 1988.
(ii) "Editorial" , The Republic, Lagos, May 14, 1988, p. 5.

(iii) Hugo Odiogor, "Kongi's Harvest of Ideas" Newswave,
Lagos, Vol. 2, No. 7, Sept. , 1988, op, 25-27.

(iv) ~!ichael Awoy i.nf'a , "African Writers Storm Lagos Tacey
to Honour Soyinka" National Concorlh Lagos, May 2, 1988, p.5.

From 24th-27th Jan. 1987, KAPO, a Lagos-based performing
company produced Soyinka's Kongi's Harvest, in collaboration
with the Nigerian Television Authority (NTA), "in commemoration",
the programme booklet for the production states, "of 1986
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Nobel Literature Laureate, Wole 9Jyinka". The University of
Ibadan also organised "A ~yinka Festival" from June 30 - July
4, 1987·and staged Soyinka's Death and the King's Horseman,
under the direction of 8ayo Oduneye, to mark the occasion.

57Wole Soyinka, in an interview with an American Magazine,
Ebony Man, quoted in Obafemi Ilesanmi, "Soyinka and the Broad-
way critics", The Guardian, Lagos, March 8,1988, p.11.

59Soyinka is said to have replied that he would prefer
to be the "Ogbuefi of Nigerian Literature"; for commentaries
on the Ashiwaju-Ogbuefi controversy, see Obafemi Ilesanmi,
"African literature and the Asiwaju factor", The Guardian,
March 6, 1989, p , 8; also see Adebayo Williams;' Alfred Nobel
Dismembered:' Newswatch, March 20, 1989, p. 38.

6OFor a broad view of the ensuing controversy, see:
Yakubu Mohammed, "Soyinka and Solarin" Newswatch, March 28,
1988, p. 4.

Anthony Orji, "Soyinka, 9Jlarin are in order" The Guardian,
March 28, 1988.

Adebayo Williams, "The Autumn of Patriots?" Newswatch,
March 28, 1988, p. 54.

DozI e Arinze, "Silencing the Critics" The Guardian ,March 21,
1988, p. 8.

Adelani Ogunrinade "Rebels with a Cause" Sunday 9<~,
March 20, 1988, p , 11.

Major S.!::. Ebhabha (rtd.) "Letter to Wole 9Jyinka" The Guardian
J

March 14, 1988, p , 8.

Kol.e Omotoso, "Working for IBB", The Punch, Feb. 28, 19BB,p.13.

Tunde Thompson, "Before the Men Die"· The Guardia.!:!., March 6,
19B8, p. 7.
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Abdu Aliyu, "An Open Letter to Wole 5:lyinka" Nationa 1 Concord,
April 26, 1988, p. 3.

Victor Oladokun, "Critics should leave Eblarin and Soyinka
alone" Sunday Concord, May 1, 1988, p , 8.

Ogonna Agu, "Ebyinka won't be left alone" The Gt.ardian,
July 6, 1988, p. 13.

Otuka Anya sf, , "Soyinka wants to save lives" The Guardian,
Sept. 13, 1988, p , 10.

61Bode Sowande,"Open Letter to Wole Soyinka", Vanguard
May 5, 1988, also in ANAReview, Vol.4, No.5, Nov., 1988,p.18.
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CHAPTER TWD

DEATH IN J. M. SYNGE AND WQLE §OYIN~
(.THANATOMIMESIS AND THANATODICEA_EXAMINED)

Introduction

In this chapter, we propose to show that death, although

largely feared and oftentimes ignored, is one of the central

issues, and perhaps the most central issue in human experi-

ence. All attempts by man to ignore, tame, control and

de-emphasize it have always failed and man has had to accept

and accommodate the ubiquitous presence of death, both as a

concept and as a physical reality, in all aspects of his life.

Death, in spite of,or because of,man's fear of it, has

emerged as one of the most discussed subjects in all fields

head like the curse of Tantalus.

of human endeavour. The arts, for example, confess a long-

standing concern with the subject and, in particular, they

seem to be interested in the confrontation between man and

the humiliating fate of death which seems to hang over his

This concern and interest dates back to the classical

period but it has gained greater currency and articulation

during the modern period, perhaps because it is during this

period, more than before, that the spectacle of death looms
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large in the horizon and threatens, more daringly, to inflict

pain and anguish on the pages of'human history. ~ost

modern writers capture this spectacle and the pathos which

is its trade~ark and turn them into veritable materials of

art and, by so doing, they produce a literature whose focus

is the opposition between, as Freud would say, ~~ and

~.
Synge and §Oyinka are two modern writers whose works

express an abiding and unrelenting concern with this

opposition and the agony which usually results from it. This

chapter, after attempting a general review of death as a

concept and as a literary phenomenon, discusses the manife-

station of the opposition between thanatos and ~ and the

character of death-images in the works of both writers.

Theoretical Framework/Literature Revi~

It would seem appropriate to begin our discussion ~dth

a definition of the concept of death but such a task we must

state is immensely problematic. The failure of the various

attempts which have been made to define death bears witness

to this fact. What exists despite all these attempts are a
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variety of definitions which tend to contradict themselves,

confuse the researcher and produce fresh complications. The

point, put bluntly, is that no comprehensive and generally

accepted definition of death exists.

This is due, in part, to the general capriciousness of

words, a fact which ha s always rendered the definition of any

word inadequate and which, in addition, has compelled sevara I

scholars to base their discourse on the convenient but barely

adequate definitions that are offered by the dictionary. It

has also been difficult to define death because of the word's

own peculiar enigmatism.

This is perhaps why Georg Feuerstein asserts with a

pontifical touch that "death cannot be truly met with meaning

or any of man's symbol systems. Death defies meaning" 1

Robert Kastenbaum and Ruth Aisenberg throw more light on the

problem when they opine that "Oeath has more than one meaning,

context is important". 2 Ka stenbaum and Aisenberg's position

seem to be more circumspect than Feuerstein's; the point needs

to be made, however, that context as it relates to meaning is

usually varied and mutable. Even though it may enhance our

understanding of the concept of death, it may not solve all
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the semantic problems which the concept may generate from

one context to another.

In all, it seems logical to argue, as C. S. Jones has

done, that

it would be foolhardy in our present state of
knowledge to attempt (and futile to expect) a
simple, precise, adequate definition of death
or of life as biological phenomena.3

It would not be foolhardy, however, to state that the

definitions of death, though numerous and contradictory like

the voices of Babel, have always followed two prominent,

oppositional directions Which seem to be well-articulated in

Kenneth Burke's "Thanaptosis for Critics: A Brief Thesaurus

of Deaths and Dying". 4 The thrust of Burke's essay is that

death could be conceived either a s a positive value or as a

negative value.

This interpretation runs through most of the writings

on the subject. Interpreted a s a nega tive value" death

appears a s an ill-intentioned force whose primary aim is to

destroy man, decimate nature and make a mockery of the whole

business of living. It is regarded as anti-human and retro-

gressive and as irrational and unfeeling, in fact, so

irrational and unfeeling that it can neither be persuaded by

reason nor passion. Death, ipso facig, is one aspect of reality
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over which man has been unable to assert his much-avowed

supremacy. It is the ever-active extinguisher which has and

will perpetually snuff life out of man. As Kastenbaum and

Aisenberg put it, "death is what it always has been and will

be: the final, inevitable cessation of life".5 As Douglas C.

Kimmel states, "death is the final point on an individual's

lifeline"i5 for M.H. Nagy, it is the final destiny of every

living being",? and a s Edwin S. Schneidman concludes, death is

the autocratic Fuhrer who "orders a stop to (the) fascinating

conversation-wi thin-the self". 8

Implicit in all the statements above is the conclusion

that death is a negation of life. Kastenbaum and Aisenberg,

Douglas C. Kimmel, M.H. Nagy and Edwin S. Schneidman all seem

to agree that death is the heavy burden which man has been

carrying around like the load of Sisyphus and which, to all

intents and purposes, has turned his life into a lachrymose

joke.

As "the final, inevitable cessation of life", death puts

a limit to man's epicurean and heroic drives and reminds him

of the futility of his attempts to establish himself and get -

as much from life as his greed can permit, as "the final

destiny of every living being", death is one debt which man
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cannot fail to pay. As the end of "the fa scina ting conver-

sation-wi thin. the self", death redefines man's conception of

time and futurity and shows him that he is not the invincible

superman he has always considered himself to be. By reducing

man to dust, death humiliates man and reminds him of the common

fate which he shares with all living things. To worsen the

matter, death is no respecter of persons and it has absolutely

no regard for degrees, class, sex or any of the patterns of

decorum which man has erected in a bid to assert the power of

his intelligence. As Ka stenbaum and Aisenberg readily add,

••death tends to level the distinctions between specialists and
9everybody else".

The negative conception of death, as broadly defined

up to this point, is no doubt popular as evidenced by the

fact that man generally tends to receive news of death not

with joy and satisfaction but with grief, deprivation, anguish

and lamentation.

Equally popular, on the contrary, is the conception of

death as a positive force in human experience. Death, in

this respect, is regarded not as the cessation of life but as
a continuation of life. It is seen as a force which comple-

ments existence and which deserves to be received not with
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grief but with joy. Interpreted thus, death is assumed to

be the mid-wife of life; without it, life would have been

deprived of one of its most vital aspects. This is the

position that is maintained and enthusiastically promoted,
10 . 11albeit in different ways, by Da Free John, Abd-ru-sh~n,

La K· 1 12 FR' 13 Si d F d 14Doug s ~mme, ranz ozenzwe~g, .gmun reu,
15 16C. S. Jones, and W.E.D. Evans.

Da Free John argues that death is an inevitable aspect

of life and it is certain that man would die no matter how

well he struggles to avoid death. Instead of wasting his

resources on a futile attempt to escape death, man, Da Free

John opines, should try to "understand" death and this under-

standing, he says, would lead man to liberation, perfect

self-transcendence and God-realization. De Free John upholds

this hypothesis in three separate books, namely: The Knee of

Listening, The Enlightenment of the whole Body and Easy Death.

He summarises his position in the la st one where he concludes,
1?very tersely, that "Death is a human need".

The importance of death to human life also engages the

attention of Abd-ru-shin in In the Light of Truth~.The GRAIL

MESSAGE. Abd-ru-shin notes that death, except for birth, is
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that birth and death are two closely related phenomena and

death is not a termination of life, as many people tend to

think; instead, it is a form of birth and a new beginning.

Abd-ru-shin explains:

The process of dying in itself is nothing but
birth into the Ethereal world, similar to the
process of birth into the Gross Material world. 18

And because death is "nothing but birth", it is improper to

weep whenever SOmeone dies. If people would not rejoice at

the onslaught of death, they should at least refrain from

weeping and wailing. Complete silence, Abd-ru-shin instructs,

should reign in the chamber of death; any form of noise, he

says, would hinder the "birth into the Ethereal world'.

Abd-ru-shin's position seems to be representative of

the position of most mystical organisations. Most, if not

all, mystical organisations see death not as the end of life

but as a new beginning in which the human soul travels to

higher planes and undergoes the processes of transmigration,

purification and eventual reincarnation. At the base of this

mystical principle, upheld, for example, by the Eckankar,

AMORC, Hare Krishna and the Johannine Oaist Communion is the
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principle of metempsychosis which, in a layman's term,

emphasizes the imortality of the human soul.

A similar principle informs the African notion of death.

In Africa, it is assumed that the dead do not really die;

rather, they are regarded as felt presences and consequently,

the living relate to them as if they were still alive. This

is the reasoning behind ancestral worship as in masquerade

rituals and also, behind the pouring of libations for the dead.

Put differently, Africans see death not as a termination of

life but merely a s a transition to another realm. Death, in

their views then, is part of the process of being. Commenting

on this, J. S. Mbiti observes that the dead in Africa is a

/I 1iving dea d" :

The living dead is a person who is physically
dead but alive in the memory of those who ~new
him in his life as well as being alive in the
world of spirits. So long as the living dead
is thus remembered, he is in the state of
personal immortality. This personal imorta-
lity is externalized in the physical continua-
tion of the individual through procreation, so
that the children bear the traits of their
parents or progenitors. From the point of view
of the survivors, personal immortality is
expressed or externalized in acts like respec-
ting the departed, giving bits of food to them,
pouring out libation and carrying out
instructions given by them while they lived or
when they appear. 19
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Thus, Africans see death not as the termination of life but

as its ~ontinuation. Writing on death among the Yorubas,

for example, Sola Adeba j o and Bolaji Idowu ob serve that" death

to the Yoruba is a debt which must be paid". 20 A similar

by Sigmund Freud in his own contributions to the discussion

of death.
In such essays as "Thoughts for the Times on War and

Death", "Beyond the Pleasure Principle" and "Civilization and

its Discontents", Freud argues that death is crucial to life.

In an epigrammatic statement quoted by Lawrence Langer, for

example, he sa.ys:

To endure life remains, when all is said,
the first duty of all living beings ••••
If you would endure life, be prepared for
death. 21

This view receives further expansion in Freud's

"Civilization and its Discontents" where he explains that

the human personality is composed of two instincts, namely,

thana tos and~. These instincts, Freud reveals, are

crucial for the survival of the individual and the society.

Thanatos is the instinct of death and destruction; it

represents man's unconscious craving for oblivion and
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extinction. ~ is the instinct of life; it refers to man's

life-promoting sensibilities, his epicurean tendencies and

his desire to live and assert himself.

The human personality is sustained by the continuous

interaction and tension between these two fundamental

instincts and, in the final analysis, it is the death instinct

that dominates because man, Freud says, has an abiding urge
/ to return to the old, pristine state of inaction and oblivion

22- the state, as it were, of death.

The views of C. S. Jones and W.E.D. Evans, situated as

they are within scientific contexts, complement the points

that have already been made by Da Free John , Abd-ru-shin,

Kimmel, J.S. Mbiti, Sola Adebajo, Bolaji Idowu, Rozenzweig

and Freud. C. S. Jones explains that death, from a biological

point of view, is not a cessation of the metabolic process;

it is, instead, an essential part of metabolism. Life involves

a continuous process of dying; for an individual to live,

several aspects of his body must die. The life of an organism

depends on this continuous symbiosis of life and death. The

human s<in, for example, has an outer layer of dead cells

which protect the body against anti-bodies. Without all these

death processes, man, C.S. Jones affirms, cannot live.
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W.E.D. Evans adds that, even when a person dies~ life

does not stop. The dead body, he says, is involved in a

series of chemical processes of alteration and decomposition

and this indicates that death, indeed, is not the cessation

of activity.

From a compendium of the various views on death rev.iewed

above, it seems evident that the attitude of man to death all

through the ages has been ambivalent. Man has never been sure

in his mind whether to see death as a friend or as an enemy,

as a gain or as a loss and this ambivalence derives largely

from the inability, as earlier stated, to understand the

actual meaning of death.

This, at least, is the conclusion that emerges from an

academic interrogation of the subject; but a slight adjustment

of the academic lens and a peep at the reality that exists

outside the library and tomes should reveal that the negative

conception of death has been more dominant in human societies.

Man may be puzzled by the enigmatic personality of death but

he seems to be certain, in his mind, that death, which signals"

the disintegration of his body and the end of his dreams,

is not a value that he should willingly seek. ~~an, therefore,

sees death as an intruder and an enemy; and because death
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insists on intruding without any invitation and because it has

the unqualified strength of imposing itself, man fears it.

This is the argument that is advanced by Gregory Zilboorg~3
24 25 . 26C.H. Wahl, David Lester, Herman Fe~fel, and Herbert

1.1 2?IYlarcuse. These scholars argue that man, right from the time

when he WaS a mere h£mg faber (a tool-maker) up till the

present when he seems to have become so sensationally techno-

logized, has always been afraid of death. He has always lacked

the courage to confront death with a bold face and a steel

heart. Instead, the spectacle of death has always intimid3.ted

him and he has always fled in mortified terror. The fear of

death cuts across human societies and no race or class may

assume immunity to it. Gregory Zilboorg writes, in a tone

that is fairly representative, that "No one is free of the

fear of death". 28

This is true, although there have been attempts to

assert the contrary. Johannes Merringer,29 Phillipe Aries,30

Georg Feuerstein31 and Jacques Choron32 have tried, for

example, to show that pr~mitive and medieval men were fasci-

nated by the idea of death. They observe that the cultural

history of the ancients reveals an indifference to the much
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33advertised terror of death. Arnold Gessel and F.L. Ilg,

Irving Alexander and Arthur M. Adlerstein,34 Sylvia Anthony,35

Gregory Rochlin,36 and M. Nagy27 disclose that children are

insulated from the fear of death while J.M.A. Munnich,38.

Wendell Swenson39 and Simone de Beauvoir40 insist that old

people, at least a larger percentage of them, do not entertain

the fear of death. They tend, as Munnich' s study of one

The findings of these scholars should be received with

hundred Dutch elders reveals, to receive death with Socratic

t " 41 . . . t d f II" 42s oi.ca sm ; they see ~t as an "ant~c~pa e arewe , as an

acceptable alternative to a life that is fast losing its

significance.

caution. Their discovery of indifference to death among certain

classes of the society may be valid within its own limits, but

r it is doubtful whether it can be applied at a universal level.

The indifference of children is understandable on the grounds

that a child may not be old enough, as Gessel and Ilg admit,

to understand the implications of death. But for the primitive

and the medieval man and the aged, the indifference to death

seems in our view, to be a mere defense mechanism, a psycho-

logical reaction which has little or no impact on outside

reality apart from the false confidence which it gives its
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authors. When subjected to a close interrogation and threat-

ened by empiricism, this smug attitude is likely to collapse

and crumble.

The point that is being urged, then, is that the fear

of death is universal. ~an, it seems, has never found any

use for the wisdom of plato and Epicurus and the injunction
43Plato argues that true reality exists only inof Ceasar.

the extra-sensual context and since death is a trip to this

context and a meeting with true reality, man Should not fear

d th E i t ' 1 t '1' t 44 , th t d thea. p curus, a ypa ca ma erae asr , opa.ne s a ea

should be de-ethicalized; it is simply the end of all

sensations and man should not fear it. Cea ear , in a dialogue

with Calphurnia in a,akespeare's Julius Cea sar, equa tes the

fear of death with cowardice. He says

Cowards die many times before their deaths:
The valiant never taste of death but once
Of all the wonders that I yet have heard,
It seems to me most strange that ~n should fear,
Seeing that death, a necessary end,
Will come when it will come. 45

Man, contrary to these recommendations, fears death and

it is indeed very instructive that Philippe Aries, one of the

scholars who outline instances of familiarity with death among
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the ancients, eventually admits, a few pages after his initial

statement , tha t

despite their familiarity with death, the
Ancients feared being near the dead and kept
them at a distance •••• The world of the
living had to be kept separate from that of
the dead. 46

If the ancients were pathologically thanatophobic, the

moderns are doubly so; if the ancients made death and its

associative values a taboo, modern man has gone a few steps

further. Modern man seemS to fear death with schizophrenic

obsession. He has also expressed the most frantic exasperation

at the prosoect of death perhaps because he, more than any of

his predecessors, has invested his best resources to ensure

a continuous,peaceful, uninterrupted life.

The subject of death remains as before a taboo topic.

Feuerstein and Kimmel summarise the situation when they write

respectively that

Like sex in Victorian times, death ranks
as one of the "unmentionables" of the
twentieth century. 47

and
Perhaps the topic of death is an even more
sensitive and avoided topic than sexuality is
tocay; in that sense, death may have replaced
sex as the taboo topic in our culture. 48
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Indeed, the fear of death has been universal and it has pushed

man, all through history; to an extreme psychOlogical position

which Ernest Becker ha s aptly summarised as "the denial of
49death". Man all through history has designed a series of

counterphobic actions with which he seeks to deny and tame

death, soften its impact, and reassert his confidence in

himself as God's most supreme creation.

This yearning for immortality or the perpetuation of

what Gerald Gruman calls the" prolongevi ty tra dition,,50 could

be found among the Taoists of ancient China, the medieval

Latin alchemists and among the sixth century esoteric alche-

mists of Tantrism and Hatha Yoga in India. Perhaps the most
".. 51concrete example in history has been the Epic of Gilgamesh"

which originated from the Sumerian civilization around 3000

several schemes with which he hoped to evade death but each

B.C. Gilgamesh, a young Sumerian king, was forced by the death

of his comrade to realise the limits of his own mortality.

In a despera te a ttempt to extend those limits, Gilgamesh devised

scheme turned out to be ineffectual and he eventually had to

submit to the universal human destiny. The epic illustrates

the invincibility of death and man's dogged, albeit futile
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attempt to circumvent and reverse that quelity.

The Egyptians, like their Sumerian counterparts, engaged

in elaborate rituals of embalment and mummification; at bottom,

these rituals are nothing more than orchestra ted attempts to

tame death. Popular among the Americans is the practice of

hypothermia or suspended anima tion or cyronics. I<awada

explains the nature and the significance of this practice:

There are reports about Americans who, upon
contracting an incurable disease, make pro-
visions for having their still living bodies
deep frozen and placed in cold storage in the
hope that someday, when a cure for their
disease is found, they can be revived and cured.
This attempt known as cryonics, is a strong
expression of man's longing for immortality. 52

Other forms of man's counterphobic actions include his

foisting of a gerontophagic interpretation on death, that is,

his assumption that only the aged deserve to die. Further,

self-imposed illusions by adopting hypocritical attitudes and

man tries to avoid contact with death and, to ensure this, he

has shifted the responsibility for taking care of the dead to a

team of professionals comprising the physician, the nurse,

the clergyman and the funeral director or undertakers. The

interesting point is that these professionals promote man's
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codes in the discharge of their duties. For example,

funeral airectors, whomJessica f,fitford ha s accused of turn-

. 1 . . t k t· t . 53~ng the funera ~ndustry ~n 0 a rac e eer~ng opera ~on,

have invented some euphemistic terms - corpses are called

"the loved ones", coffins are "ca5<ets"; hearses become

"coaches", the grave is now a "space" and people no longer

die, they "expire".

Through the use of these euphemisms and general bureau-

cratic methodology, funeral directors, like the &.Jmerians and

the Egyptians before them, seek to make death appear less

dreadful. But all these counterphobic measures, as in the

Epic or Gilgamesh, have always failed and man has discovered

that his world is, and would perpetually be ruled by the

second law of thermodynamics which, Brillouin says,. "points

toward death and annihilation". 54

This probably explains why man, from time immemorial,

has, in addition, devoted his entire epistemological struc-

tures to an interrogation of the phenomenon of death.

Religion, the pristine root of epistemology, originated from

thoughts about death. In his Death and its Mysteries, 1[gnace

Lepp argues,for example, that "the whole of christianity is
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founded on the mysterious bond that its founder established
55between r;ieathand love". Philosophy and Psychology, like

religion, are also in part, enquiries into the mysteries of

death. Socrates once asked: "Is philosophy not the study of

death?"56 This question can be answered in the affirmative as

the careers and the writing s of Montaigne, Heidegger and
57Schopenhauer eloquently testify. Kastenbaum and Aisenberg

58opine that "psychology originated in thoughts about death".

This is also true as the writings of Otto Rank and Sigmund
59Freud easily reveal.

Theatre and Literature within whose ambience the present

study belongs are also part of the attempt by man to grapple

with the reality of death. Theatre and Literature afford man

the opportunity to fictionalize the mystery of death and

appraise it from a distanced perspective. From this distance,

man can afford to laugh at himself and subject death to what-

ever designs his imagination can sprout:

It is an inevitable result of all this that we
should seek in the world of fiction; of general
literature and of the theatre compensation for
the impoverishment of life. There we still
find people who know how to die, indeed, who are
even capable of killing someone else. There
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alone too we can enjoy the condition which
makes it possible for uS to reconcile our-
selves with death - namely, that behind all
the vicissitudes of life we preserve our
existence intace •••60

Central to theatre and literature, to the former parti-

cularly, are thana tomimetic representations of death which

are fundamentally a variant of the counterphobic actions

earlier discussed. Thanatomimetic representations

are those which are likely to arouse in the
perceiver the false impression that he is in
relationship with a dead rather than a living
organism.

for example,

Every performance of Romeo and Juliet climaxes
with the "actual" death of the young lovers,
following directly upon the misperception of
death. As members of the audience, we know
that Juliet is alive while' Romeo is perceiving
her as dead. A moment later we know that Juliet
truly is dead (and Romeo a swell). But these
death s are "rea 1" only wi thin the framework of
the performance - we do not suppose either that
the actors who impersonated Romeo and Juliet
have died, or that these famous lovers have died
to the world of the theater. They will return
for the Sunday matinee.61UNIV
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To state, as we have just done, that theatre and

literature imitate death may amount to sheer pettifogging

since mimesis, of which thanatomimesis is a mere genre, is

a given fact of the theatrical and literary experience; but

less contentious is the broad generalization that theatre and

literary history reveal a general and persistent concern with

death. Let uS situate this statement in its proper historical

contexts.

Such a situationing could begin with the Greek theatre,

as a matter of convenience. The Greek theatre WaS an extension

of the Greek cosmogonic patterns to the degree that it waS

concretely located within those patterns and, in its products,

it portrayed those patterns for the benefit of the whole

citizenry who looked upon it as one of the core elements of

their communal life. Our argument is that death is one of

those cosmogonic patterns which the Greek theatre mirrored and

discussed. In the tragedies of Sophocles, Aeschylus and

Euripides, death WaS treated as the ultima raiig of dramatic

experience and, in this respect, it functioned not only as an

illustration of the place of death in the Greek cosmology,
it WaS also an illustration of the central thesis of Greek
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tragedy which, in one sentence, WaS to establish the ability

of man to suffer and endure. It is also instructive that the

moment of death in Greek tragedy often coincides with

anagnorisis; the moment of epiphany, during which the tragic

hero re-evaluates himself, accepts his guilt and moralises

about his fate.

The Roman theatre lacked the philosophical inclinations

of the Greek theatre and hence, it indulged in rib-cracking

ribaldry and gory display; its genius for spectacle is yet

to be matched by any other theatre in history. In this

theatre, death WaS divested of the cosmogonic garb with

which the Greeks had clothed it and became an integral part

of the Roman penchant for horror. Expressed differently, the

Romans expressed interest in death not because they wanted to

use it to further elicit meaning from their reality but because

it gave them the chance to bring horror, bloodshed and grief

on to the stage. These were the elements which gave the

average Roman a sense of fulfilment and death supplied them

in abunos nce ,

Medieval art, in general, was preoccupied with death

largely because of the singular centrality of death in the

world-view of the period. The medieval world-view was

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



81

situated in the Christian philosophy that WaS enforced by the

redoubtable medieval churches. It entailed a rigid mathe-

matical polarisa.tion of after-life into Heaven and Hell and

its advoca tes, namely the priest and the laity, explained

that death is either a passport to Heaven or to Hell depending

I

on the moral integrity of the individual. They insisted that

only good and Godly individuals would go to Heaven while

sinners would go to Hell. Thus, they interpreted death as

the wages of sin; they also used it to re-affirm Biblical

doctrines.

Throughout this period, there wa s an increasing pre-

occupation with death both as a physical image and as a

theological image. Death became the dominant image of commu-

nication and the artists, Weber notes,

delighted in contra sting death and the emblems
of death with the strenuous ambitions, careless
indulgences, vices and follies of everyday life

in representing the universal power of death,
how it carries off rich and poor alike, kings
and peasants, wise men and fools, good and bad,
old and young, beautiful and ugly. 62

They were also delighted by such details as the dance of

death, the triumph of death and the art of death:
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Indeed, nothing WaS more common in artistic
productions than the depiction of Death a s a
person. The Dance of Death WaS also enacted
a s a theater piece in a direct form, a swell
as thinly disguised in burlesque, whose comedy
Wa s a fusion of sex and death. 63

In its portrayal of death, the Elizabethan theatre

stood mid-way between the classical and the medieval theatre.

Like the Greek theatre, it used death as the final conclusion

of dramatic action; like the Roman theatre, it brought

physical death on to the stage but without the horror for

horror's sake mentality that underscored Roman theatre

practice, like the medieval theatre, it indulged in undis-

guised moralization but without the theological pontificality

of that theatre. Death in the Elizabethan theatre wa s closely

associated with valour. The simple logic that runs through

Shakespeare's tragedies, for example, is that it is noble to

die. It is even doubly noble if one dies in the process of

defending one's honour. This closeness between death and

character engages the attention of Theodore Spencer in her

Death and Elizabethan Tragedy. 31e argues, and we concur, that'

The most interesting use of death a s part of
dramatic technique (if it is correct so to
classify it) is the part it plays in the
exhibition of character. The brave man, the
hero, dies gladly, scorning to fear; the
coward dies trembling. 64
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/ During the Italian Hena Ls ssnce , there Wa s a recurrent

USe of death-images in the commedia dell'arte which is,

incontrovertibly, the most significant theatrical product of

that period. McClelland has discussed the nature of these

images and he say s they are informed by "the Harlequin
65complex" ; that is, death wa s portrayed in the commedia

dell'arte as a c:ark,mysterious lover, as a double agent of

love and death. Under scrutiny, Romantic literature as repre-

sented by the poetry of Shelley, Hood, Byron and Keats, the

novels of Charles Dickens, Mark Twain and Charlotte Bronte

and the plays of Schiller and Goethe also confesses a sUS-

tained engagement with the phenomena of death, with express

interest in the manner in which it defines the limits of man's

Eros. Romanticism was, to a large degree, a celebration of

the potentialities of the human imagination and, as a result,

romantic writers seem to have evolved the most fanciful

personifications of death. Witness the novels of Dickens and

the poetry of Shelley.

But modern writers seem to have painted a more fanci-

ful and a more compelling picture of death; in their hands,

death has become concretely centred as the central theme of
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literature. Hamm in Beckett's Endgame summarises the serious-

ness of the situation when he states in three telling words,

"Outside ••• is death". 66

The main reaSon for this will be discussed at length

in our chapter on modernism and revolt in Synge and Soyinka,

but for now it would be sufficient to state that the modern

writer's obsession with death is the cumulative effect of the

frightening pessimism, economic debilitation and the de-

humanization which surround him and which continuously seem

to vaLdcete the contentions of CBrwin, Freud and Nietzsche,

the leading apostles of nihilism in the modern world.

The personality of death in modern literature has been

discussed at length, and very competently, too, in Alfred

Alvarez's The 8:ivage God: A Study of Suicide.6? Christian
68Immo Schneider's The Problem of Death in Herman Hesse,

Leslie Aaron Fieldler's Love and Death in the American Novel~9

Lawrence L. Langer's The Age-of Atrocity: Death in Modern

Li . .70 1terature ..and.Garrett Stewart's Death Sentences: Styes of
D" ~n B "t" h F" t" 71y~ng ~ r~ ~s ~c ~on. The conclusion in all these

works is that death ha s become a major song on the lips of

mOdern writers and it is threatening to become the only song
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that these writers would sing ad infinitum. In Dostoevsky,

Laforgue, Tolstoy, Thomas Mann and Garcia Lorca, to use a few

examples, we find good illustrations of the typical attitude

of ~any modern ~Titers to death.

Dostoevsky, to start with, WaS sChizophrenically obsessed

with death. He wa s afraid that he would one cay fall into a

death-like state and become a victim of premature burial.

He therefore made it a practice to leave notes about him before

going to sleep. His notes stated that burial should be delayed

for five cays. This thanatophobia informed his writing sand

dicta ted the outlook of his novels. In his widely acclaimed

The Brothers Kara~, for example, IVan Karamazov, the hero

of the novel, feels embittered by the reality of death. In

annoyance, he refutes God and accuses him of imposing an unjust

death sentence on humanity.

Jules Laforgue, like Dostoevsky, also used his writings

to explore and reconcile himself to the invincibility of death?2

Throughout the second half of his life, Tolstoy was fascinated

and tormented by the prospect of death. He devoted himself to

a search for the meaning of life but, everywhere he turned,

death presented itself as the sole conclusion to his enquiry.
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I
Embarra ssed and flustered, Tolstoy lamented:

As long a s I do not know the rea son 'why' I
cannot do anything, I cannot live ••• life Was
meaningless ••• there waS nothing before me
but suffering and a ct.ua I death, ab solute
annihilation ••• if death waS the end. then
why continue to strive, to labour, to create?
How could men fail to see thisiand live? 73.

Tolstoy converted this personal obsession with death into

art and the seriousness with which he did so is all too

apparent in his The Death of Ivan Ilych where, through the

experience of Ivan Ilych, he reveals man's attitude towards

death. The book is a classic. In it, Tolstoy examines

Tolstoy's strongest, most tormenting, deepest
and most productive interest has to do with
death. It is the thought of death that
dominates his thoughts and writing, to such an
extent that one may S3y no other great master
of literature has felt and depicted death as
he has felt it with such frightful penetration,
depicted it so inS3tiably often. 74

death with sociological and psychological codes and succeeds

in pr'oduc i nq a book that is useful as a novel and as a

reference material. Thomas Mann is right, then, to have

argued that

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



87

If we substituted Tolstoy's name with Mann's in the

above, the statement would remain valid. Mann, deservedly

known and respected for his Death in Venice and !be Magi£

Mountain, wa s also fascinated by death and it is partly for

this reason that he is usually described as tithe artist of

disease", especially as he tends to examine the death-idea

through the use of the spectacle of disease, like tubercu-

losis, for example, in The Magic Mountain.

Death is the pivot of Garcia Lorca' s career. It is

the unchallenged persona grata in his works and the only

reality which his characters see, feel and understand. Pedro

S3.linas says this is so because death-images are everywhere

evident in the Spanish culture and Lorca, a homebred Spanisrd,

could not have escaped the influence of this culture. The

core of S3.1inas' essay is that Lorca cannot be fully under-

stood without an acknowledgement of the influence of his

background on his writings:

Lorca WaS born in a country that for centuries
has been living out a special kind of culture
tha t I ca11 the "cuI ture of deathtl ••• he
cannot be understood in his entirety unless we
see him set in that trsdition of the "culture
of death" •75
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The core of our own argument is that the concern with

death in-modern literature is usually informed, as we have

seen, either by the temperament of the writer or by the

extra-literary, cultural reality Which informs his writings

but whether the concern is philosophical, as in Rainer Maria

Rilke, St-Exupery, Sartre and Camus; a Christian humanistic

affirmation, as in Julian Green, Graham Grene, Jean Cocteau

,/ and Jules Laforgue; an extension of the self, as in Mann,

Tolstoy, Hemingway, Dostoevsky and Sylvia Plath; or a reflec-

tion of cultural reality, as in Lorca, death in modern litera-

ture seems, in our view, to elicit two reactions, namely,

irony and revolt.

Charles Glicksberg has discussed the nature and the

implications of the former in great detail.?6 Irony, he says,

"is the heartbeat of meaning",?? and it has been particularly

so in the hands of modern writers who have used it to explain

the mystery of death:

The modern literary naturalists, men like
Thomas Hardy, Anatole France, Chekhov, Gorky
and O'Neill, know, without reference to Freud
and his death-instinct, that death must
triumph in the end, that all of life in this
planet will finally be reduced to inorganic
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material. If this tragic sense of life drove
a Unamuno into heresy, it drives them to
experiment with a wide variety of the farms
of irony. 78

The ironist usually concentrates on the opposition

between the forces of life and death. man's attempt to

establish_the former, and the ironic triumph of the latter.

In other words, he portrays the ineffectuality of man's

attempts to evade death. The analogue of the ironist's

vision is the medieval maxim: "in media vite in morte simus"

(in the midst of life we are in death), but it must be noted

that he neither endorses the supremacy of death nor mocks

man's failure to circumvent it; instead, he protests against

the pervasiveness of death and arrives at a humanistic resolu-

tion.

Revolt. which we say is the second reaction to death in

modern literature, is a follow-up to the protest of the

ironist. While the ironist is content to admit the inelucta-

bility of death and then protest against it, the rebel, on the

contrary, as exemplified by Caligula in Camus' Ca1igula, Cain,

Conrad and the Barnabas Brothers in Shaw's .flackto Methuse1s.b

and Ivan Karamozov in Tolstoy's The Brothers Karamazov. does

not a dmit anything; he questions, apportions blames and seeks
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alternatives. He does this, sometimes quietly, oftentimes

loudly, Qepending by and large on the temperament of the writer.

It is ironic that man struggles against death knowing

fully well that he would fail. It is also ironic that although

he fails, he still continues to struggle. This interplay of

irony and revolt receives expression in the plays of Synge and

Soyinka and it is the degree to which this is that we examine.
in the remaining sections of this chapter.

In the preceding pages, we have already attempted a

discussion of the available literature on death and in the

process, we contended with notions of death from both philo-

sophical and biological perspectives. For the purpose of our

analysis, we shall be more philosophical than biological.

The biological fact of death can be found in 9Dyinka's

Wadmen and Specialists and Synge's Deirdre of the Sorr~.

The philosophical explana~ion refers to the terror of

death, man's multiple attempts to circumvent it and the ironic

futility of such attempts. The result is that life appears

temporary and man's notions of mortality are re-defined. Our

purpose is to investigate how Synge and Soyinka treat the.
inescapability of death and the statements which this compels

them to make about the human fate.
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Death in Synge and Soyinka,

Writing on the recurrence of death-images in Sylvia

PIa th' s poetry, Margaret Newlin concludes that" not everyone

I d d . th ' b ." 79is b esse or curse Wl so demonlC an 0 seSSlon • It

remains to be seen whether a writer's pre-occupation with

death is a blessing or a curse, as Newlin suggests, but what

is certain is that the works of Synge and ~yinka reveal a

pre-occupa tion with" so demonic an obsession".

The central motif in their works is that of characters

who, through the assertion of their will-power, seek freedom

from the repressive circumstances in which they find them-

selves. These characters seek life and self-fulfilment, but

their efforts are always frustrated by circumstances, a s in

ReQuiem for a Futurologis1, 'Madmen and Specia lists, A Dance

of the Forests, Kongi's Harvest, The Tinker's Wedding,

In the 9ladow of the Glen and The PlaybOY of the Western World;

by fate, a s in .Deirdre of the.....§orrows, I.!:llL.,StrongBreed and

strive and a ssert their life-seekiJ1g a spirations, in spite of

~h and the King's Horseman and by nature as in Riders to

the Sea and The SwampOwe'lers; and the only prospect which

awaits them is death. The irony is that they continue to
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this prospect, but the more they strive, the closer they move

towards 'the reality of death. Thus, the images of death

loom large in the plays of Synge and ~yinka.

In Synge's plays, the characters are either dea d like

Deirdre and the Naisi brothers in Dierdre of t~Sorrows,

Uncle Colm in When the Moon Has Set, Patch Darcy in In the

Shadow of the Glen, Bartley, Michael, Stephen, Patch, Shawn,

II Sheamus and his father and his own father againll80 in Riders

to the Sea, or pretending to be dead like Dan Burke in

In the §b~ of the Glen and Old Mahon in The Playboy of the

~tern World, or likely to die like Maurya in Riders to the

.§§s, Peggy Cavanagh and Dan Burke in l.!:L:theShadow of the Glen,

Mary Byrne in The Tinker's Wedding, the Douls in The Well of

the 53.intsj Old Wahon in The 'Playboy of the Western World and

Conchubor in Deirdre of the Sorrows.

In §oyinka' s 8.....Qanceof the Forests, the dea d and the

living are brought togehter in an epic drama which points

towards gloom and death. In The Swamp Dwel~ the characters

live under the dark shadows of the Swamp and the city, two

central symbols which are at once the sources of life and

/

death. In The Strong Breed, the community rejuvenates itself

through the death of a carrier. In The Road, Professor seeks
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to cheat the fear of death by "foreknowlecge", and, in his

search, he discovers that "the word may be found companion

not to life, but Death"81 at the point "where ascent is broken

and a winged secret plummets back to earth". 82 In The Bacchae

of Euripid~, two contradictory forces are brought together

and the opposition that arises between them is resolved only

through the solution of death.

in our view, emphasizes the futility of the life-seeking

aspirations of AS. In Death and the.J$..iQg's Horseman, "the

Kondi's Harvestjas Eldred Jones rightly points out, is

a "representation of the clash between the life-giving forces

and death-producing forces". 83 The philosophy of AS in Madmen

and Specialists embodies the concepts of life and death; it

is instructive that the play ends with death - an event which,

dramaturgical accent", says Femi Dsofisan, is now "on the a11-

pervading personality of Iku, Death itself, celebrated like a

primordial entity". 84 Requiem for a Futurologist derives its

comedy and gusto from the boldness with which it explores the

idea of death. h Pla~of Giants is peopled by agents of death

and the play ends, perhaps appropriately, with the threat of

death.
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§Qyinka's obsession with death, particularly the

The obsession with death in the works of ~nge and

Soyinka is not limited to their plays, as we have shown
o

here; it is also evident in their prose and poetry. Take

Synge's The Aran Islands, for example. Explicit in the

whole book, especially in Part Four, is Synge's concern

about the fate of death which awaited the Aran islanders

whom he visited regularly between 1898 and 1902. "Death" ,

Synge notes, is "the fate to which they are all doomed".

They are a colourful and lively set of people, capable of

.gaiety and desirous of ".joie de vivre" but these Iife-seeking

propensities are always interrupted by the spectre of death.

Synge's preoccupation with death also stands out in his poetry e .

Witness "On An Anniversary", "To the Oaks of Glencree", "A

Question", "I've thirty Months" and "Epitaph".86

perpetual opposition between it and its opposite, is evident

in his collections of poetry, especially in Poems from Pris£Q,

A Shuttle in the Crypt and ldanre and Other Poems, in poems

like "Death in the Dawn", "In ~lemory of Begun Awo Lowo'", "A

First Dee tihce y'", "Abiku", "Post Mortem" and "Idanre". His

novels, the Season of A~omy, The Interpreters and even the
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autobiographical Ak~, also alternate between the spectacles

of life and death; it is not an accident, for instance, that

Egbo in The Interpret~, talks of being drawn to "this place

of death" •67

Why the obsession with death in the writings of Synge

and Soyinka? Abdalla Wetwally partly provides an answer to.
this question when he argues that the preoccupation with death

in Synge's works is a reflection of Synge's personal strugJle

with the reality of death.88 This view is shared by many

critics notably Roger McHugh, Sean 0 Suilleabhain, Eugene

Benson and Maurice Bourgeois. McHugh notes that

••• to mention death is to recall another factor
that deepened his work, esrecially in his last
years. Synge, like Webster, wa s "much impressed
by death" but this consciousness, while it
shared somethinJ of Webster's realisation of the
cruelty of life, operated also in the direction
of 'astringent joy and hardness', in the thought,
reflected all through his plays, that no man can
be living forever, that it is no small thing to
be rid of grey hairs and of the loosening of the
teeth, that even the great catastrophies of life
give substance and power to the tragedy and
humour which are the two poles of art. 89

Suilleabhain states that

the theme of death occurs frequently in his
works and may have held a kind of fascination
for him personally and as a writer. 90

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



96

And according to Eugene Benson,

Synge, like the Elizabethan dramatist,
Webster, to whom he has been compared, WaS
'much possessed by death/And saw the skull
beneath the skin'.91

David H. Greene, the famous biographer of Synge, however,

disagrees.

Instead of the perpetually ill person whom critics

assume Synge to be, "the fact", S3ys Greene, "is that Synge

WaS a physically powerful man, who spent much of his life

outdoors, walked vast distances and WaS capable of riding a

bicycle sixty miles in a day". 92 For this reason, therefore,

The intense preoccupation with death that is
characteristic of his work cannot be attributed,
as it has been, to the fact that he WaS ill.
His morbidity had its source in something deeper.
One of his ancestors in the seventeenth century
Wa s described by Ware, in hi s account of the
Irish bishops, as "vir gravis admodium et doctus".
There is ample evidence that the words describe
a type which persisted in the family during three
centuries. Synge's description of the fear of
desth planted in him a s a child by his mother's
religious teaching, which he recoiled from as
soon as he was old enough, is a better
explanation for his persistent morgidity.

David Greene's argument is useful to the degree that

it reveals other reasons which could be advanced for Synge's

morbidity but his submission that Synge's morbidity cannot
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-moreso is his attempt to tone down the degree of Synge's

illness. What Greene fails to realise is that the overall

evidence in his justly popular biography of Synge contradicts

his argument. Explicit in the book is the evidence that
Sy 'b lb' 11 94nge s ro ustness was a ways truncated y 1. ness.

Synge's writings - pace Greene - reflect this illness.

When Synge died on March 24, 1909, his last words were, "it

is no use fighting death any longer", and in that terse

statement he summarised the nature of his life and his art.

The latter was an extension of the battle which the former

engaged in and the degree to which this is so is exemplified

by Deirdre of the Sorrows. Padraic Colum reveals the biogra-

phical basis of this play in the following instructive

statement:

He (Synge) wa s working on Deirdre of the
Sorrows, and he had, in spite of his illness,
got down to the third act. He began to tell
me about this act: there would be an open grave
on the stage. I spoke doubtfully of the
impression that this would make - would it not
be a too bbvious heightening of the tragic
feeling? But he said that he ha d been close
to death, and that the grave WaS a reality to
him, and it WaS the reality in the tragedy he
wa s writing. 95
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It is also the reality in Synge's poetry. "I've

Thirty Months", "On An Anniversary". "To the Oaks of

G1encree" and teA Question", for example, are personal state-

ments in which Synge was trying to reconcile himself to the

fact of his mortality. In "I've Thirty Months" Synge

rejoices for having triumphed over death for thirty-seven

and a half years:

I've thirty months, and that's my pride,
Before my age's a double score,
Though many lively men have died
At twenty-nine or little more (p.231)

"On an Anniversary" expresses Synge's foreboding of

death:

And so when all my little work is done
They'll say I came in Eighteen-seventy-one,
And died in Dublin ••• What year will they
write
For my poor passage to the stall of night?

(p.229)

In "To the Dak s of Glencree", he seems to have accepted

the reality of his death:
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There'll come a season when you'll stretch
Black bOards to cover me:
Then in Mount Jerome I will lie, poor wretch,
With WOnTlS eternally. (p.230)

"A Question" is undoubtedly directed to Molly Allgood,

Synge's fiancee. How would she react to Synge's death?:

I asked if I got sick and died, would you
With my black funeral go walking too,
If you'd stand close to hear them talk or
pray
While I'm let down in that steep bank of
clay.

And, No, you said, for if you saw a crew
Of living idiots pressing round that new
Oak coffin-they alive, I dead beneath
That board - you'd rave and rend them with

your teeth (p.230)

The self-centredness of these poems is unmistakable.

[);avidGreene's retort, "But what young poet at the turn of

the century WaS not similarly preoccupied with death?,,96 is

diversionary; all young poets at the turn of the century may

have been obsessed with death because of the foreboding of

gloom which engulfed the whole of Europe at that time, but

the point to be urged is that this obsession, in the specific

case of J.M. Synge as in the cases of Tolstoy and Dostoevsky,
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is part of an attempt to resolve a personal mortality - crisis.

It is difficult to advance a similar aroument in

relation to Soyinka. Soyinka does not seem to write under
• •

the weight of a disease, as did Chekhov and Synge, nor does

he express a psychotic fear of death, as did Tolstoy and

Dostoevsky. ThiS, however, does not rule out the possibility

that the death-irreges in some of his works may have been

informed by personal encounters with death or the spectres

of death.
9?

"Live Burial" and "Flowers for my Land", for

example, reveal Soyinka' s anxiety about his survival during.
his incarceration; "Death in the [awn" waS inspired by an

encounter with death on his way to Lagos. Introducing this

poem, he says:

Driving to Lagos one morning a white cockerel
flew out of the dusk and smashed itself against
my windscreen. A mile further I came across a
motor accident and a freshly dead man in the
smash. 98

"A First Oeath day" is about the death of Folasade, his sister.

"Last Turning" is a comment on the death of Christopher Okigbo,

a Nigerian poet who died during the Nigerian civil war. "In

Memoryof Segun Awolowo" is as the title states, on the death

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



101

of Segun Awolowo, the eldest son of the late Chief Obafemi

AwolowQ, a Nigerian politician and statesman. Nevertheless,

Soyinka, unlike Synge, cannot be accused of using his works•
to resolve a personal mortality-crisis; his concern is

essentially with other people's deaths and with death as a

phenomenon.

It is proper, then, that commentaries on death - images

in Soyinka' s work do not advance biographical explana tions ••
Apart from Rufai Olusegun's esEay99 which attempts a semantic

discussion of death in Death and the King's Horseman, the

usual direction has been to sitwte Soyinka's concern with

death in Yoruba culture, specifically within the Ogunnian

concept which he articulates in "The Fourth Stagetl•
100

Death, as earlier argued is "a major event among the
101 .Yorubas" and it is regarded not as the termination of

existence but as a transitory phase or as a movement to a

higher realm of existence. Within the Yoruba world-view, the

dead live in the extra-terrestial plane and exist, simul-

taneously, as felt presences in the human realm. Thus, the

dead, the living and the unborn exist in a continuum and

relate with other. Beneath this fluid relationship is an

animistic philosophy which seems to be central to the Yoruba
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world-view. Soyinka' s A Eance of the Forest§, Death.,And the.
.King's Horseman and The Strona.,.Breedare informed by this

philosophy and the Yoruba concept of death in general; also

evident in these plays, particularly in Death and the King's

Horse~, is the ritual ethos and the celebrative sense of

event which defines the relationship between the dead and the

living in the Yoruba community.

Soyinka I S portrayal of dea th, situa ted as it is in
•

Yoruba anthropology, is patterned after the drama of Ogun.

Ogun, it would be remembered, is the "first actor", in Yoruba

mythology, "the first suffering deity, first creative energy,

the first challenger and conqueror of transition".102 It

was Ogun who reversed the handiwork of Atunda who had brought

disjunction, chaos and death into the Yoruba cosmogony.
)

Through a singular act of will, Ogun re-united the one

thousand and one fragments ·into Which Atunda had shattered

the primordial entity; he cleared a path through the impene-

trable primordial jungle and led the gods to the human realm.

The gods and man were reunited; the thousand and one fragments

became who1e again; the peate, balance and concord which

characterised pristine existence returned. Thus, Ogun became

a life-giving deity and the essence of creativity.

/'
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Irony, the core ambivalence in human experience, even-

tually caught up with Ogun, and he became the antithesis of

his own essence. Ogun, who had taken man beyond the Atunda

phase also, ironically, returned him to that phase. This
..

drama of reversal took place at Ir~ •
•.
OgCIn, in spite of his refusal, was made the king of Ire.

He led his people to several victorious battles. But one day

at the battle front, irony and tragedy, its parent, came

calling:

I

During a lull in the battle •••• Esu the
trickster god left a gourd of palmwine for
the thirsty deity. Ogun found it excep-
tionally delicious and drained the gourd to
the dregs. In that battle the enemy was
routed even faster than usual, the carnage
WaS greater than ever before. But by now,
to the drunken god, friend and foe had become
confused; he turned on his men and slaughtered
them. 103

The tragedy WaS complete and with this, "Ogun came to

symbolise the creative - destructive principle" 104 he became

the essence, simultaneously, of life and death. His

experience is archetypal in Soyinka's plays. Like Ogun,•

their primogenitor, ~yinka's heroes are adventurous and

innovative but, more Significantly, they symbolise the
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creative - destructive principle. They always set out to

assert life but their well-meaning effort is always frustrated

by death. Witness the drama of Elesin Oba in Oeath and the

~g's Horseman, Kongi in Kongi's Harvest, Eman in The Strong

Breed and Professor in The Road.

Synge's characters do not emulate any mythical,

euhemeristic and anthropomorphic paradigm like Ogun but,

like Soyinka's characters, they exist within a thanatocosmos., that is informed by the author's traditional background.

Dea th in the Irish society, a s in the Yoruba society, is

regarded as a major event and the dead are also regarded as

living entities but while the Yorubas seem to enjoy a close

relationship with the dead, the Irish assume that the dead

can harm the living and, as such, they avoid death-situations

and death_images.105 This attitude runs through early Irish

literature106 and Irish folklore and it is instructively

present in Synge's plays. All the characters in Synge's

plays, with the probable exception of Deirdre, express an

abiding fear of death. This is not quite the case in ~yinka'p

plays. This difference is Obviously accounted for by the

differences in Yoruba and Irish attitudes towards death and
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by the differences between the two authors in terms of world-

views and temperaments.

In retrospect, the point can be made that ~nge' s pre-

occupation with death is informed by personal and cultural

elements. At a personal level, his illness, his congenital

morbidity and his upbringing by a mother who delighted in

terrorising her children with the Biblical injunction that

It the wages of sin is death" coalesce to sharpen his sensi-

tivity to the subject of death. The same is true at a

cultural level of the general thanatophobia which is present

in Irish cosmology and of the spectre of death which haunted

Europe and its writers at the turn of the century. Synge,

in our view, therefore, stands midway between Tolstoy,

Dostoevsky and Laforgue whose preoccupation with death is

an extension of a personal mortality-crisis and Federico

Garcia Lorca whose portrayal of death is informed by the

"cul ture of death" which he perceived in his Spanish background.

The main difference between Synge and ~yinka vis-a-vis

their obsession with death is now clear - while the former

uses his writings in part to resolve a personal mortality-

criSis, the latter does not. But common to both of them is

a situating of their obsessions with death in the traditional
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contexts even if these contexts produce different death-

orientations. It must also be stated that their obsession

with death is, as in Waria Rainer Rilke, a form of thana-

todicea; that is, an artistic philosophy which is predicated

on death-images and which, in the final analysis, is a

fraction of the artist's integral vision. The personality

of this thanatodicea and its function in biographical (in

the case of Synge) and anthropological (in the case of both

Synge and Soyinka) contexts has already been discussed. 107.
But there is a need to concentrate a bit more exclu-

sively on the thanatodicea itself without decking it with

biographical and anthropological allusions. Wa are writing

here with a privileged awareness and understanding of these

allusions but our goal henceforth is to concentrate on Synge's

and 9:Jyinka's thanatodicea. This thanatodicea has already.
been described at the beginning of this section. A repetition

and expansion of it would seem necessary.

Synge's and ~yinka' s characters always seek life.

In Synge' 5 case, this search emanates from a desperate need

to liberate themselves from the rebarbative compressionist
. ta 1 1· 108 f t t· d tlC1rcums nces, one 1ness, rus ra 10n an roo eSsness
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which surround them and which impose a sinister angst on

their psyche. The angst that is expressed by fPyinka's

characters may not be a s pronounced a s that of ~nge' s

characters but it is also inspired by a desire for self-

preservation or communal rejuvenation. But the irony is

that these life-seeking aspirations are nearly always

frustrated and, instead of life or utopia, it is death that

confronts these characters.

By implication, the spectacle of death in the plays

of ~nge and Soyinka is situated within the dream-actuality•
principle. The characters in these plays are driven by a

romantic dream which is fuelled by boundless zeal, will-power

and imagination but their dream is always shattered by an

actuality which is completely at odds with their aspirations.

This duality of values bring 5 Synge and Soyinka very close.
to Kafka, Pirandello and Nietzsche whose philosophical outlooks

are similarly perched on the ironic marriage of opposites.

For Synge and ~yinka, this marriage is aptly summarised in

the following verse from ldanre:

••• growth is greener where
Rich blood has split, brain and marrow
make
Fat manure with sheep's excrement. 109
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In sum, the thrust of Synge and Soyinka's thanatodicea
9

is that life is ambivalent and enigmatic. It is futile to

control it and even more futile to attempt to reduce it to

man's usual frames of apprehension. Life is a double-faced

Janus promising two dialectical opposites: life and death,

hope and pessimism, illusion and disillusion, joy and sadness,

growth and decay. These opposites assert themselves in an

unending cataclysmic manner, as evident in the following

representative piays: Synge's In the Shadow of the Gle!:!and

The Well of the Eaints; l?Dyinka' s The SwampQwellers and

A Dance of the Forests.

Clearly evident in In the Shadow of the Glen is the

shadow of Nora's melancholy and thanatophobia, two attitudes

which are induced by the repressive circumstances under which

she lives. 91e is a lonely woman, harassed by nature,

burdened by a cold husband and isolated in "the last cottage

at the head of a long glen". 91e hardly sees people to relate

with and the two companions which she can easily boast of,

namely, nature and her husband, Dan Burke, are disappointing.

Instead of the solace which Nora seeks in nature, she

is confronted by a monotonous pattern which threatens to
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compound her anguish. Most of the time she sees nothing

but the mists rolling down the bog,
and the mists again and they rolling up
the bog, and hearing nothing but the wind
crying out in the bits of broken trees were
left from the great storm, and the streams
roaring with the rain. 110

Nature "rolls, cries and roars" interminably and with

complete indifference to Nora's desires. Not even her marriage

could rescue her from this unthinking harshness of nature.

Her marriage offers her material security in the form of "a

bit of a farm and cows on it, and sheep on the back hills"

(p.90) but beyond this, the marriage is loveless and uneventful.

Dan Burke is old and unable to provide her either the warmth·

she requires or the children whose company she desires.

She sees the likes of Mary Brien" who wasn't that

height ••• and I a fine girl growing up, and there she is now

with two children, and another coming on her in three months

or four" (p.90), and she SUddenly realises that her life has

been almost purposeless, time seems to be leaving her behind

and her marriage has been nothing but a mercenary contract.

Harassed by nature, lonely, melancholic, and burdened

by a cold husband, Nora begins to realise the limits of her
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mortality. Peggy Cavanagh, who used to be pretty and is

now the "reverse of her former self, exists in her mind as

an empirical illustration of those limits and out of a

desperate need to avoid these limits, she begins to seek

alternative modes of survival. This is the most logical

explanation for her flirtation with men. She flirts because

she needs to assert her Eros-instinct and escape from the

loneliness and the prospect of death Which the harshness of

nature and the coldness of Dan have imposed on her.

The play is full of concrete indica tions of her infidelity

and it is reasonable to interpret her, as some critics have

done, as a sex-starved woman. Before the play opens, she

already had a relationship with Patch carcy, and when he died,

she says, "it's very lonesome I was after him a long while"

(p.B5) but "I got happy again if it's ever happy we are,

stranger - for I got used to being lonesome" (p.B5). This

is not true. Nora is lying here perhaps out of a desire not

to make a negative impression on the Tramp whomshe is just

meeting for the first time. The reason why she becomes

happy soon after Darcy's death is because she gets another

young man to keep her company, "a young man with a drift of
,/
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Nora certainly cherishes the company of men. Her
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mountain ewes" (p.85) called Michael Oara.

actions are coloured by undisguised coquetry, and underlying

her speech and actions is the unmistakable scent of a libido

that needs attention. Nora's excessive kindness to the Tramp

is worth noting.

91e offers him "a glass of whisky" (p.83) and "a pipe

of tobacco" (P. 83) and her dialogue with him is marked

throughout by open flirtation. 91e repeatedly complains to

him about her loneliness and, on more than one occasion,

she lowers her voice while speaking to him. In the first

instance, "she looks towards the window and lowers her voice"

(p.84); on another occasion" she looks over at the bed and

lowers her voice, speaking very slowly" (P. 85). These are
/

" the antics of a seducer and Nora seems to have great con-

fidence in her abilities to attract male attention. For

example, when the Tramp suggests that she is probably afraid

of him, she quickly rebuffs him and flaunts her credentials:

I'm thinking many would be afeard, but
I never knew what way I'd be afeard of a
beggar or bishop or any ~an of you at
all •••

/
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At this point, "she looks towards the window and lowers

her voice (p. 84) and after this seductive prank, she tells

the Tramp, somewhat confidentially, that

It's other things than the like of you,
Stranger, would make a person afeard (p.84).

Nora may not be afraid of men but she is certainly

afraid of death and her actions are indeed motivated by

this fear. The games which she plays with men are part of

an attempt to avoid the prospect of Thanatos and strive for

Eros, its opposite. Eugene Benson gives an apt summary of

her PSychological state when he notes that her

melancholy arises from her morbidly acute
awareness of temporality, she is as mortality-
ridden a s Deirdre in Synge's la st play.111

Other characters in the play are no less mortali ty-

ridden and their actions are equally informed by a desire

to assert the eros-instinct. Take the Tramp, for example.

His first reaction on seeing Danis corpse is very revealing:

"The Lord have mercy on us all" [p, 83) he shouts; and when

Nora suggests that he should lay his hand on the corpse,

he retorts:
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Is it getting the curse on me you'd be,
woman of the house? I wouldn't lay my
hand on him for the Lough Nahanagan and
it filled with gold. (p.83)

Later, his thanatophobia is revealed again when Nora

asks him to stay alone with can's corpse. To ensure his

safety, during Nora's absence, he asks for a superstitious

accompaniment: a needle and thread. Then he starts saying

the "De Profundis", perhaps in order to be doubly sure of

his safety. The play at this point reaches its most comic

height as can, the corpse, suddenly resurrects. The Tramp

" spring s to his feet with a movement of terror" (P.86) and if

can had not quickly allayed his fears, it seems certain that

he would have taken to his heels. The Tramp clearly demon-

strates the typical Irish belief that the main business of

the dead is to harm the living. He is eloquent and confident

but this is merely a false facade beneath which is a lily-

heart which shrinks at the mention of death, death-images

and death-situations.
. . f" la i ,,112. 11 f i.dDan, an spl.te0 p y ng possum, l.Sequa y a ral.

of death. Like Nora and the Tramp, his actions, as exempli-

fi~d by his reconciliation with Michael at the end of the
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play, are directed towards the affirmation of life.

Augustine Martin reports that

More than one critic has complained that the
end of The Shadow of the Glen is unconvincing.
The reconciliation between Daniel Burke and
Michael Dara - who after all had been planning
to supplant him as Nora's husband - has been
seen a s too sudden, too much of a volte-face. 113

The ending of the play may be sudden and unconvincing

but it is logical, at least within the context of the play.

It is an index of Dan's own thanatophobia. Wi th Pa tch Darcy

dead and Nora gone with the Tramp, the population of the glen,

And what way will yourself live from this day,
wi th none to care you? Wha tis it you'll have
now but a black life, Daniel Burke, and it's
not long, I'm telling you, till you'll be
lying again under the sheet and you dead
surely. (p •94 )

by the end of play, is about four people: Mary Brien, Peggy

Cavanagh, Michael Dara and Dan Burke. Michael Dara is

Obviously the only person out of the lot with whom Dan could

relate and, if he does not, Nora's earlier prediction may

COme true. Before her departure, Nora tells Dan:

Without her company and aSSistance, Dan, Nora insists,

would become lonely and his loneliness would certainly lead
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to death. Dan himself seems'to be secretly aware of this

prospect and, in order to delay it, he reconciles with

Michael Dara, the only available person whose company could

lessen the agony of his loneliness. The ending of this play

highlights the irony which thanatophobia can impose on hllTlBn

situations. As a result of it, Dan , as we have seen, is

forced to forgo his pride and re-order his Sense of decorum.

The point to be urged is that the attempts by all the

characters in In the Shadow of the Glen to avoid death and

seek life eventually fails; death is the only certainty at

the end of their various enactments. Dan seeks freedom from

Nora and her hypocrisy and he eventually succeeds in gaining

his freedom; but instead of the peace which he assumed the

freedom would bring, he discovers that he has unwittingly

brought himself closer to the prospect of death and he has

pushed himself to a more prOblematic extreme in which he is

compelled, contrary to common sense and decorum, to court the

friendship of the very man who had been cuckolding him.

All attempts by Nora to fulfil herself and seek life

are equally futile. Her marriage which should have given

her the warmth she requires a s a woman is cold and dull and,

though she tries to escape from this condition, her efforts

115
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lead to death. AS she leaves with the Tramp at the end of

the pLay-, the Tramp boasts of the security which nature will

offer both of them:

••• it's not my blather you'll be hearing only
but you'll be hearing the herons crying out
over the black lakes, and you'll be hearing
the grouse and the owls with them, and the
larks and the big thrushes when the days are
warm; and it's not from the like of them you'll
be hearing a tale of getting old like Peggy
Cavanagh, and losing the hair off you, and the
light of your eyes, but it's fine songs you'll
be hearing when the sun goes up, and there'll
be no old fellow wheezing, the like of a sick
sheep, close to your ear. (p.94)

The irony is that nature is not likely to obey the

Tramp's prescription. It may continue to "roll, cry and

r-oe r" without offering any sympathetic ear to either him or

Nora. Eventually, he may discover that he has nothing to

offer Nora but his "bla ther only" and their exit may end up

as an exit into death, brought about perhaps by the same

nature which he romanticizes so brazenly.

Similarly, Dan and Michael may also die sooner or later.

80th of them drink at the end of the play but their tOast

to a "long life and a quiet life and good health with it"

(p.94) as Michael claims, may in sober fact be a toast to
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loneliness and death. Death seems to be the only reality

which awaits them the moment they finish their drinK; and it

is ironic that, instead of preparing for this, "They drink".

(p. 94)

A similar reality awaits Mary and Martin Doul in ~

Well of the 53~. 114 In this play, Synge juxtaposes

several contradictory values: truth and falsehood; illusion

and reality; life and death; joy and sorrow. The conflict

between these opposites is so intense that the characters in

the play, who are perpetually tossed from one extreme to the

other, end up being harsh and bad-tempered. The ending of

the play is instructively a two-pronged exit into life and

death. Witness the SBint's speech:

They have chosen their lot, and the Lord have
mercy on their souls. (He rings his bell.)
And let the two of you come up now into the
church, Molly Byrne and Timmy the Smith, till
I make your marriage and put my blessing on
you all. (p.103)

"They", in the above excerpt, refer s to Mary and Martin

Doul and the Lord is a sked to "have mercy on their soul s"

because of the prospect of death which awaits them; directly

juxtaposed with this "nunc dimittis" is a celebration of life,
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that is, the marriage of ~olly Byrne and Timmy the Smith.

This is-the picture of the world that exists in The Well of

the &:lints: it is a world of contrasts and ever-conflicting

values.

Mary and Martin Doul, the main protagonists of the

play, oscillate between two contrasting poles of dramatic

action and their experience seems, accordingly, to encapsu-

late the thematic directions of the play. They are a blind,

weather-beaten, ugly and poor couple in the townland of

Grianan in Ea stern Ireland who

do be always sitting here at the crossing
of the roads, asking a bit of copper from
them that do pasS, or stripping rushes for
lights. (p.141)

But in spite of their poverty and handicap, they are
a lively couple

and they not mournful at all, but
talking out with a full voice, and
making game with them that passes. (p.141.)

They behave as if their handicap is normal and their counte-

nance throughout the first movement of the play, up to the

J point where the saint restores their sight, is gay and the
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conviviality between them and supposedly more fortunate

characters like Mat Simon, Patch Ruadh, Timmy the Smith and

Molly Byrne is entirely without the kind of inferiority

complex which one would have expected their condition to

generate.

Their behaviour is obviously at odds with their

condition; under close scrutiny, it reveals itself as a

counterphobic action, a defence mechanism or a safety valve

which they have adopted in order to cope with their death

like status. They talk and engage in games in order to

cushion the prospect of death, gloom and loneliness which

accompanies their condition. "If I didn't talk", says

Martin Doul, "I'd be destroyed in a short while •••" [p , 132.)

It is this urge to avoid destruction that informs all

their actions. It is precisely why they choose to discoun-

tenance their suspicions of II those that have their sight"

(p.133) and believe Molly Byrne, Patch Ruadh, Mat Simon and

Timmy the Smith who repea tedly tell them tha t they are II the

finest man and the finest woman of the seven counties of the

Ee st" [p•.133). They believe this quartet because their talks

and games reassure them that their life is not entirely

without its own significance.

119
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Beneath their ebullience, therefore, is a resolve to

survive and remain sane under circumstances which point

towards insanity and annihilation. Throughout the play,

they maintain this eros-instinct and strive to assert it.

This instinct is expressed, again, through their acceptance

of the Saint's offer to restore their sight. They see the

offer as a passport to a better life and greater self-fulfil-

ment just as they see the talk and the games which they

engaged in with "those that have their sight" as iil means of

avoiding destruction. Martin, in his usual extrovert and

demonstrative manner, explains that sight would" show us the

big women and the young girls, and all the fine things is

walking the world' (p.139). They eventually regain their

sight and their joy knows no bounds. Martin cries out in the

church, "Oh, glory be to God," and "he runs out half foolish

with joy •••" (p.143) and Mary receives her new status with

a "silly, simpering snile". (P. 145)

Having regained their sight, it may be stated that the

Douls have successfully freed themselves from the repressive

circumstances under which they live; a new life, a better

and more colourful one now awaits them. But to tender such

an interpretation is to misread the play because it is
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precisely at their most joyous moment that irony, the usuaL

stuff of which Synge's plays are made, rears its head and

rever~es their fortune.

- Instead of bringing them in contact with "all the fine

things is walking the world', sight brings them in contact

with ugliness, not just the ugliness of the world around them

but of themselves. They realise that" they're a pair of

pitiful shows", (p.146) and not "the finest rranand the

finest woman," (p.133) which they have always thought them-

selves to be. This reality is so rebarbative that husband

and wife disown each other and after confirming their

identities, they are so dumbfounded that "(they stare at each

other blankly)". ~P. 145 )

What follows is a realisation of the hollowness of the

dream-world in which they have been living and the futility

of their life-seeking aspirations. Like Nora and Dan Burke

in In the ShadD.••..of the Glen and Maurya in Riders to the~,

they realise the inhumanity of nature to man and particularly,

of man to man. Disappointed and embittered, they turn against

each other and the people of Grianaan and they harangue each

other with words that are shot through with pathos and macabre

humour. The first act of The Well of the Sain!§ ends on this
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of the play. In this act, the Douls are confronted by a
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note of reversal; beginning with joy, optimism and trust, the

act ends with sorrow, pessimism and disappointment.

These latter values are dramatised in the second act

harsh reality which compels them to express a nostalgia for

their former condition. Their new status imposes certain

responsibilities on them and generates a different climate

of feeling and thought which forces them to view blindness

as a preferable alternative. Both of them now work for a

living: Mary picks nettles for Widow O'Flinn; Martin is an

apprentice under Timmy the Smith. Their conditions of service

are so difficult that Martin laments:

••• it's more I got a while since, and I
sitting blinded in Grianan, than I get in
this place, working hard and destroying
myself, the length of the day. (p.14B.)

In this act, the Douls avoid each other; their relation-

ship is hindered by the shadow of the harsh words which they

traded with each other towards the end of the first act. The

reversal of fortune and the oscillation between two extremes

of action which dominate the whole playas a central motif

emerge most concretely in this act. The ebullience and the

infectious panache which the Douls displayed at the beginning
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of the play has now given way to sullenness and self-pity.

The tal~ and the games which gave them hope earlier on, are

now marked with the threat of violence. They no longer enjoy

the camaraderie of "those that have their sight" (p. 133).

Timmy and Molly who used to indulge them, for example, are

no longer,genial and affable. Referring to them, Martin now

complains of "the villainy of a woman and the bloody strength

of a man" (p.158) and instead of "pr'ayd.nq the Lord t.obless"

(p.134) them, as he used to do, he now prays that they should

end up in hell where they would be "twisting and roaring again,

one day and the next day, and each day always and everll
•

(p.158.) Further, the Douls now regret the day the Saint

restored their sight. For Martin, it is no longer It the grand

day of my life" (P. 144) but "a bad black clay".

The reversal is complete and the accompanying gloom is

overwhelming. Consequently, the Douls express a nostalgia

for their former condition. This is ironic; but they do so

because blindness seems to offer them greater psychological

security and physical comfort. Analysed closely, their

nostalgia is merely an instance of their continuous search

for ~ and its associative values. Just as they thought

that talking, games and the restoration of their sight would
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better alternative to the sheer cruelty of man and nature

which their sight has confronted them with. By the end of

Act Two, their wish to become blind again is fulfilled by

sheer accident and a s Martin" turns to grope out" [p , 158),

it becomes evident that the Douls are mere pendulums swinging

between two opposite poles of experience and, if Synge were

Greek, we would have described them as playthings of fate.

Like the first act, the second act of ~ Well of the

Saints ends on a note of reversal; it reverses the pattern

in the first act and moves from light to darkness, that is,

from sight to blindness. The third act again invites parallels

wi th the first.

In this act, as in the first, the Douls are blind and

they complain of being destroyed in a short while. The

prospect of their destruction is attributed, as before, to

loneliness. Mary says, II it's destroyed I'll be now, and hard

set to get my living working alone" (p.158). "It' 5 lonesome

I'll be from this day •••" says Martin (p. 159). Again, they

express the urge to avoid destruction and it is this urge that

compels them to reconcile with each other so early in the act.

124
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It also compels them to talk, play games, erect a new

set of ;llusions and return to the dream-world in which they

lived before they regained their sight. Mary dreams of

becoming "a beautiful white-haired woman" who would be "a

grand thing to see" without any parallel in ••the seven counties

of the east" (p. 161); Martin talks of growing "a beautiful,

long, white, Silken, streamy beard, you wouldn't see the like

of in the eastern world" (p. 162). These talks and dreams

imbue the Douls with optimism and a new sense of importance

and enable them to withstand the dreariness of their existence.

Their return to their former state is indeed total and,

as seen in Act Two, it is informed by the moral that blind-

ness offers greater peace and security than sight. Act Three

validates this moral. The Douls are no longer the sulky and

argumentative pair that they are in Act Two; they are now

romantic, lively, confident and appreciative of the rhythms.

of nature, as they were in Act One., Thus, the play revolves

on its own axis and repeats itself.

It is worth noting that the Douls' joyful reunion is

again spoilt, as in Act One, by the intervention of "those

that have their Sight" (p.133). But having encountered "the
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villainy of a woman and the bloody strength of a man" (p.5e)

and the.negative values that are associated with sight, they

resist this intervention when they hear the" faint sound of

a bell" (P. 162), "the bell sounds" (p. 163) and the "trampling

in the WOo~' (p.163) which announce the return of the SBint and

the people of Grianaan. They flee and hide and "'~aryis

"nearly in tears" (p.163). When the fuint offers to restore

their sight a second time, they bluntly refuse his offer:

We're not asking our sight, holy father,
and let you be walking on and leaving us
in our peace at the crossing roads, for
it's best we are this way, and we're not
a 9<ing to see (P. 166)

and when the fuint insists on curing rl'ary,Martin" strikes

the can from the fuint's hand and sends it rocketing across

stage" (p.17D) thus putting a final stop to the fuint's

unsolicited act of charity.

As in all other instances in the play, this life-

seeking and self-assertive gesture produces an opposite

result and pushes the Douls nearer the prospect of death.

Afraid that Martin's action could "bring down a curse upon'

(them) from the heavens of GO~' (Po 170) the people drive

the Douls out of Grianaan and, as they leave, their exit,
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a s in the ca ses .of Nora and the Tramp in In the 3ladow of

the Glen, seems to be an exit into death. Martin says,

"they'll be walking to the South" (p.1?1) hoping that they

will find joy and peace. But again, this a spiration would

eventually be shattered by death because

There's a power of deep rivers with flood
in them where you do have to be lepping the
stones and you going to the South ••• (p.1?1).

It is not likely tha t Mary and Martin would be able

to cross "a power of deep rivers with floods in them" or "lep
thl.°nkl.°ngthe two of them will be drownedthe sto!,)es";••so I'm

together in a short While surely". [p ,1?1.) The Douls, it

seems, would surely die. Death is the mythical Argus in

The Well of the 5sints. It is not ,certain that they would

escape it.

The play is dominated by a repetitive cyclical pattern

which is woven round the subjects of life and death. Two

morals are explicit in it: dream and actuality are rendered

vulnerable by the same set of contradictions; and man's

attempts to assert his eros-instinct are always futile.

These, at the risk of stating the obvious, are the morals

which underlie the experience of Wary and Martin Doul.
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A similar situation obtains in Soyinka' s A Dance of.
115the ForEstS. In this play, a community seeks life and

its associative values of freedom, unity, peace and balance

but all its efforts lea d to death and chaos. The lea ders

of the community plan to cslebrate a feast called the

Gathering of the Tribes which would Obviously involve all

the disparate tribes which make up the community. A programme

of activities is therefore prepared with emphasis on two

activities: the carving of a totem and the invitation of

ancestors, as Aroni states, of "illustrious ancestors" (p.5).

These two activities are, needless to state, part of

the community's attempt to achieve peace and unity but ironi-

cally,they produce a result that is completely at variance with

the intentions of the community. Instead of enhancing life

and peace, these two activities engender death and discord.

Consequently, they turn the Gathering of the Tribes into a

dance of regrets and counter-accusations, simultaneously

underlined by the foreboding of gloom. Instead of gathering

the tribes together, they emerge as disruptive forces and

threaten to disperse the tribes, fragment them and nurture a

Seed of discord that would keep the community permanently

dismembered. Thus the reversal of fortune and expectations
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and the opposition between two contradictory values which

We discovered in Synge's In the Shadow of the Glen and The Well

of the 5:lint~ re-emerge in A Dance 2L. the Forests and,

interestingly, with similar prominence.

The ancestors are invited to the Gathering of the

Tribes out of the conviction that they represent the glory

of the past. They are expected to imbue the living with a

sense of tradition, dignity and importance. They are also

expected to reconcile them to their heritage and reality and

encourage them to eschew noble values which future generations

would also be proud of. In A Dance of the Forests, the

living regard the ancestors as heroes and, accordingly, they

speak highly of them and crave their company:

••• we must bring home the descendants of our
great forebears. Find them. Find the scattered
sons of our proud ancestors. The builders of
empires. The descendants of ourgrea t nobility.
Find them. Bring them here. If they are half-
way across the world, trace them. If they are
in hell, ransom them. Let them symbolize all
that is noble in our nation. Let them be our
historical link for the season of rejoicing.
Warriors. 83ges. Conquerors. Builders.
Philosophers. Mystics. Let us assemble them
round the totem of the nation and we will drink
from their resurrected glory. (p.31.)
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The people are disappointed when the ancestors eventually

arrive. Instead of illustrious ancestors, what they get are

uninspiring ancestors who remind them of sordidness and imper-

fections. Old man, therefore, complains that

These people who have come ,toclaim our
hospitality do not wish us well. We
were sent the wrong people. We asked
for statesmen and we were sent
executioners. (p.29.)

Speaking further he maintains that

The guests we were sent are slaves and
lackeys. They have only cOme to under-
mine our strength. To preach to us how
ignoble we are. They are disgruntled
creatures who have come to accuse their
tormentors as if this were a court of law.
We have courts for the oppressed. Let
them go somewhere else (p.31).

Adenebi, confused and unable to understand why the guests

whose arrival they had anticipated with great enthusiasm

should "go somewhere else" , asks old man for clarification:

Adenebi: Mali. Songhai. Lisabi, Chaka ••• but
who did we get? (p.32.)

Old man's response confirms the worst:

Old man: Nonentities without a doubt ••• (p.32.)
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Hara ssed by these" sla ves, lackeys, disgruntled creatures,

tormentors and nonenties", the council finds it imperative to

drive them off and the Chimney of Ereko, an "old decrepit

wagon" (p.29) which smokes "like a perpetual volcano" (p.1?)

and spews poisonous petrol fumes, is contracted to execute the

task. 8y the time the Chimney completes its assignment, the

forest where the re-union between the living and the dead is

supposed to take place is thrown into confusion; nature is

disturbed, men and matter are forced to flee and" the whole

forest", as Eshuoro later obser-ve s , "stinks. Stinks of human

obsceni ties" [p , 41).

Thus, the community's search f'or- life and joy ends in

its opposites, death and sorrow. Adenebi, the Council orator,

who had recommended the invitation of the dead ancestors in

high-falutin rhetoric and enthusiasm suddenly realises that

no amount of verbal histrionics can transfonn a sordid past

into a glorious one. Adenebi dreamt of "Purple Robes. White

horses dressed in gold. Processions through the town with

communion and service around our symbol ••• " (p.31) but on

the contrary, the community is confronted with two mouldy

obscenities in the form of Dead Man and Dead Woman. Old Man
j
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who had supported Adenebi at the council and further recom-

mended the carving of a totem, "a totem that would reach to

the sky" [p , 30) now discovers, in spite of himself, that

these ancestors would disrupt the feast and they must be

expelled.

The expulsion of these undesirable guests is informed

by the community's need to ignore the shameful aspects of

its history and highlight its glorious aspects. Dead Man

and Dead Woman represent the former and the occasion of the

Gathering of the Tribes is considered inappropriate for a

confrontation with the ugliness which they represent and wear

like a trademark. At bottom, then, their expulsion is borne

out of the urge to maintain communal sanity and ensure a

smooth celebration of the Gathering of the Tribes. But this

search for ~ fails due to the machinations of Aron! and

Forest Head and it is established that the living "cannot

get rid of ancestors with the little toys of children •••"

(

(p. 3B).

The reference to dead ancestors in A Dance of the

E£rest~ is very much apropos. It illustrates the fluid

movement which exists between the terrestial and extra-
I

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



133

terrestial planes within the Yoruba cosmology. By bringing

the dea~ and the living together, Soyinka confesses his.
indebtedness to Yoruba anthropology. But the point to be

noted is that the ancestors in this play - Dead Man and Dead

Woman - are not the beneficial spirits which the Yorubas

regard the dead to be; they are malevolent forces which,

instead of inspiring the living, question, accuse and threaten

them by their surreal countenance to disrupt the Gathering of

the Tribes, and it is precisely because their behaviour con-

tradicts conventional Yoruba expectations that they are expelled.

This inversion of the traditional function of the dead

reveals Soyinka's ingenious ability to.transmute given facts•
and subject mythology to the whims of the creative muse. His

concern with myth and culture is not one of servile indebted-

ness but a critical rethinking and re-evaluation. This

attribute, as demonstrated in A Dance of the Forests, invites

~arallels with Synge's use of the Deirdre saga in Deirdre of

the Sorrows. For Synge and ~yinka, all materials for the

creation of art, irrespective of their origin, are subsumed

under the artist's vision which, to them, is the kernel of

art. The vision dominates the material and not vice-versa.
)
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Like the ancestors, the totem, the second central item

on the programme for the Gathering of the Tribes, also results

in death and chaos and it may be described, in terms of its

functionality, as the analogue of the ancestors. It is

intended to be the rallying point for the feast and symbolise,

in an imagic form, the glory of the tribes. The totem,

Eshuoro tells us, albeit sarcastically, is "the beacon for

the gathering of the tribes" (P. 43); hence, Adenebi congra-

tulates Demoke, the carver of the totem:

Today is your day of triumph, sir. Every
neck is creaking with looking up at the
totem (p.10).

But the totem is an embodiment of irony; it is another

index of the contradictory duality which runs through the

whole play. Beneath its arresting luminousity, which suggests

life, is a dark shadow which bears the fingerprints of death

and impenming tumult. The totem shares this quality with the

Chimney of Ereko and the Incinerator, together, these three

symbols reinforce at an imagic level the perpetual conflict

between the forces of life and death which, we repeat, is the

central motif in A Dance of the Forests.
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The totem assumed its Janus-like personality by accident.

Oemoke, "son and son to carvers; master of wood, shaper of

iron; servant of Ogun, slave, alas, to height" (p. 26);

justly famous for his expertise, was commissioned to carve

the totem. This a ssignment is beneficial to the community

and Demok e may be appropriately seen as an agent of life.

The assignment, Obaneji confirms, is "the kind of action that

redeems mankind' (p.10). But ironically, this action turns

out to be destructive and Oemoke becomes an agent of death.

In the process of carving the totem, Oemoke picked on

Oro's sacred tree, "araba" and beheaded it.

Even this might have passed unnoticed by Oro
if Oemoke had left araba's height undiminished.
But Oemoke is a victim of giddiness and cannot
gain araba's heights. He would shorten the tree,
but apprentice to him is one DREMOLE, a follower
of Oro who fought against this sacrilege to his
gOd. And Oremole won support with his mockery
of the carver who WaS tied to earth. The
apprentice began to work above his master's
hea d; Oemoke reached a hand and plucked him
down ••• the final link WaS complete (p.B)

The carving of the totem ceases to be a redemptive

action, it becomes a crime, stained as it is by the blood

of Oremole and the desecration of Oro's tree. Eshuoro,

angered by this double sacrilege, comes howling for vengeance.
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His aim is to ensure the failure of the Gathering of the

Tribes. "Aroni' s little ceremony", he insists, "must be made

into a bloody sentence" (p. 41) and [)emoke, who d3.red to

destroy his favourite tree and murder Oremole, his devotee,

must be punished for his sacrilege.

But Demoke's actions are not the products of his own

volition. He WaS teleguided in all he did by Ogun, his

patron god, and Ogun enters to protect him from Eshuoro's

wrath:

Face to face at last Eshuoro. Do you come
here with your loud words and empty boa sts?
Soulless one, Demoke is no empty nut that
fell, motherless from the sky. In all that
he did, he followed my bidding. I will
speak for him (p. 58).

The link between Ogun and oemoke empirically illus-

trates the closeness between Ogun and Soyinka's heroes and,.
further demonstrates §Oyinka's indebtedness to his cultural·

background. Like Ogun, oemoke is a creative-destructive

essence, his life-giving aspiration (the carving of a totem)

results in death (the murder of Oremole) and confusion (the

annoyance of EShuoro). For the rest of the play, the feast

is turned into an arena for the clash of Ogun and Eshuoro;

both gods embody the forces of life and death and the conflict
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between them has a decided effect on the fate of the community.

A D3nce of the Forests WaS written to celebrate
the occasion of Nigeria's independence on 1st
October, 1960. It is this occasion that is
referred to as the feast of the Gathering of
the Tribes in the play. 116

The point that is being persistently urged here is that

A Dance of the Forests, like Synge's The Well of the SSints,

is full of images of life and death and its characters grapple

continuously with these images. Death is the ironic 9nPst

which tails their efforts and subverts them.

Ogunba explains that

It may be stated, by implication, that the play is a parable

for the new nation. It teaches that the new nation should be

wary about its programmes; what it considers life-giving may

surprisingly lead tQ death and destruction. This irony is a

given fact of human experience and it is valid for all times -

the past, the present and the future.

In A Dance of the Forests, this is the lesson which the

community strives to ignore. Old man and other councillors

expel the ancestors because they do not want to be reminded

of an inglorious past, that is, a past whose glorious aspects
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are overshadowed and overtaken by the images of death.

Their action is therefore a game of deception and an attempt

to evade the basic truth which underscores human experience.

But Soyinka, speaking and acting through Aroni and Forest..
Head, does not allow this "folie de grandeur" to succeed.

Aroni and Forest Head are the voices of truth in the

play. Aroni, Agboreko states, "is wisdom itself" (p. 33)

and according to Ogunba,

Aroni is not a kill-joy and his action is not
merely a sadistic relish in tormenting mankind;
rather his divine nature enables him to see man
in a timeless context and thereby fully appre-
ciate the fact that this new community, however
much it may wish otherwise, cannot avoid the
grim consequence of its background of crime and
suffering •••• Thus ""hen he represents the past
and the present and looks ahead to the future he
does so as a being to whomthe Whole of human
history has been divinely revealed. We can rely
on the accuracy of ~hisknowledge, especially
the part which relates to the future. 11?

Forest Head shares Aroni's attributes and both of them

collabora te throughout the play to bring the hurran community

"to judgement" (p.28) and "expose the weaknesses of hurran

lives" (p.33). The basic import of their actions is that

the hurran community can only fulfil itself if it stops
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pretending and actnits the truth that its past is sordid, its

present is soiled, its future is gloomy and history as a whole

is a continuous cycle of ugliness and ineffectuality.

To teach this lesson, Aroni who in the first place sent

the "two spirits of the restless dead" (p.5), conspires with

Forest Head and ensures that the living do not succeed in

expelling them. The dead eventually participate in the feast

of the Gathering of the Tribes and the living are compelled

to confront the ugly truth of their existence. Two incidents

deserve close analysis in this respect: the unveiling of the

court of Mata Kharibu and the welcome of the dead.

At the instance of Forest Head, Aroni unveils "the

phantasmagoria of protagonists from the dead" (p.45) and

the living are brought in contact with the court of Mata

Kharibu. The Court represents the past of the present human

community and, contrary to the popular assumption that the

pa st is noble and glorious, the court reveals a grotesque

and repellent past that is peopled by dictators, lackeys,

hypocrites and human scavengers. Beneath the splendour and

glamour of Mata Kharibu's court are images of death: cannibalism,

treachery, tyranny and utter inhumanity and to establish the

continuity of this contradiction, it is revealed that SOme
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members of the present generation helped in their former lives

to engenoer and perpetuate the barbaric cruelty of Mata

Kharibu's court.
Rola waS Madame Tortoise, the unrepentant barracud3

who masqueraded as Mata Kharibu's queen, Demoke was the court

poet who pushed down his pupil from the roof in order to

claim the credit for retrieving Madame Tortoise's canary.

Agboreko, in the present, waS Kharibu's hypocritical sooth-

sayer in the past. Adenebi, now the Council Orator, was the

corrupt and rhetorical historian in Kharibu'scourt. The

lives of these characters remain essentially the same in the

past and in the present. The goal of the flashback to Kharibu's

court, therefore, is to reveal the link between the past and

the present and the COmmon base of treachery and corruption

which unites both levels of experience.

The Dance of the Half-child enacted during the welcoming

of the dead further reinforces this goal and reveals that the

future, symbolised by the Half-child, is in no way different

from the past and the present. The Half-child, like his

ancestors, is doomed to wallow in a pool of death-images;

he embodies the contradictory forces of life and death and
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seems, in our view, to anticipate Murano in The Ro~. The

significance of his personality emerges during the games of

seSJn and ampe towards the end of the play.

In the sesan game, the Half-child plays with the Figure

in the Red (Eshuoro) and loses. This game symbolises the

death-aspect of his personality and it is this aspect that

is expressed when the Half-child announces immediately after

the game that "I'll be barn dead, I'll be barn dead" (p.64).

The ampe game reveals the converse aspect of his personality.

In this game, he is thrJwn between his mather, Ogun and

Demoke (the forces of life) and Eshuoro and his Jester (the

forces of death). Ogun eventually catches him and passes

him to Demoke, thus reversing the conclusion of. the sesan_

game. But this act of redemption, like all other acts of

redemption in the play (the carving of the totem, the

invitation and subsequent expulsion of the ancestors), fails.

The ampe game ends in an impasse. Ogun and Eshuoro

therefore appeal to Forest Head to intervene but he refuses:

Trouble me no further. The fooleries of beings
whom I have fashioned closer to me weary and
distress me. Yet I must persist, knowing that
nothing is ever altered. My secret is my
eternal burden - to pierce the encrustations

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



142

of soul-deadening habit,. and bare the mirror
of original nakedness - knowing fully well,.
it is all futility. Yet I must do this alone,
and no more, since to intervene is to be guilty
of contradiction and yet to re~ain altogether
unfe1t is to make my long-rumoured ineffectuality
complete, hoping that when I have tortured aware-
ness from their souls, that perhaps, only perhaps,
in new beginnings ••• (p.?1).

AS usual, Forest Head asks Aroni, "wisdom itself" to

unravel the meaning of the situation:

••• Aroni, does Oemoke know the meaning of his
act?

ARONI: Demoke, you hold a doomed thing in your
hand. It is no light matter to reverse
the deed that was begun many lives ago.
The forest will not let you pasS. (p.?1)

In other words, the Half-child cannot be redeemed from

the path of destruction. Man's continuous attempt to assert

his eros-instinct is futile; life is a perpetual struggle

between life and death; neither the past nor the present nor

the future is free from this ironic contradiction and man

himself cannot escape it. Consequently, Demoke gives the

child to the Dead Woman, its mother, thus leaving him free

for another round of sesan and amQe games which would be

played again by the same forces of life and death, using the
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Half-child as their pawn, again and again ad infinitum. At

this point, Eshuoro, whose goal is to disrupt the feast and

frustra te its redemptive a spects, "gives a loud yell of

triumph" and "rushes offstage" (P.72).

Thus, it is death that triumphs at the end of the play

not life. This point is later driven home by the burning of

the totem and it is instructive that as the play draws to a

close, the village people are seen, dancing, completely

unaware of the death-struggle that ha s been going on in the
forest:

A silhouette of Oemoke's totem is seen.
The village people dancing round it, also
in Silhouette, in silence. There is no
contact between them and the Forest ones.
The former in fact are not aware of the other
beings. (p.72).

The irony which underlines human experience is again

established. In the midst of life man is in death and most

of the time, he is ignorant of this fact. This is the core

of the lesson which Aroni and Forest Head conspire to teach

the living and the lesson seems to reach its target.

For example, Agboreko says "we paid dearly for this
wisdom newly acquired" (P. 73); Oemoke asks:
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We three who lived many lives in this one
night, have we not done enough? Have we
not felt enough for the memory of our
remaining lives? (p.?3)

and n(Rola comes forward. frlelooks chastened)" (p.?3).

A Dance of the Forests ends on this epiphanic note. The

final link is now complete; "the dance could proceed" (p.6).
118Like A Dance of the Forests, The Swamp Dwellers also

dramatises the opposition between the forces of life and

death. All the characters in the play seek life, fulfilment,

and freedom from the repressive circumstances under which they

live but death is the prize which they all receive at the

rendezvous of victory. Witness the experiences of Awuchike,

Igwezu and the Beggar.

Awuchike left his family ten years ago, like most young

men, to seek better fortunes in the city presu~ably with the

hope of improving himself and his family. The city favoured

him and he became wealthy but, beyond this life-giving

appearance, the city is also a death-dealing symbol. Awuchike

suddenly forgets his people back home in the village and when

his twin-brother, Igwezu, came to join him in the city, he

treated him as if he were a complete stranger.
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Because Awuchike no longer contacts his parents, Alu,

his mother, assumes that he is dead. At the beginning of the

play, she repeatedly talks about Awuchike's deatho She

a ssumes that Igwezu who has just returned from the city has

brought the news of his brother's death. Hence, she tells

Makuri:

I wish to be here when ~e gives me the news.
I don't want to fall down dead out in the
open. (p. 82)

W,akuri, a more optimistic person, attempts to disabuse her

mind but she insists:

I know he's dead (p. 82)

The following conversation between the couple is

revealing:

ALU: ••• I had another son before the mire drew
him into the depths. I don't want Igwezu
going the same way.

MAKURI: (follows her): You haven't lost a son yet
in the slough, but you will soon if you
don't stop calling down calamities on their
heads.

ALU: It's not what I say. The worst has happened
already. Awuchike Was drowned.

~~KURI: You're a blood-thirsty woman. ~wuchike
got sick of this place and went into the
city. That's where you'll find him,
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fedding it out with the gentlemen. But
you'll be satisfied with nothing less
than a festering corpse beneath the mire •••

ALU: It's the truth

MAKURI: It's a lie. All the youngmen go into the
big town to try their hanc at making money
••• only some of them remember their folk
and send word once in a While (p.83)

The foregoing argument between Alu and Makuri reveals

and summarises Awuchike's experience. Alu and Makuri are

both right in their conclusions about him, although their

perceptions seem contradictory. Makuri is Obviously more

knowledgeable about city life. Awuchike, as he claims, is

indeed" fadding it out with the gentlemen" in the city. He

is also dead as Alu claims. What must be noted is that his

death is symbolic and not physical a s she implies;,and it is

in this former sense that Igwezu announces his death when he

tells his parents:

Awuchike is dead to you and to this house.
Let us not raise his ghost (P. 104.)

Awuchike is dead because he ignores his parents and

allows the glamour of the city to suppress his filial feelings.

More important, perhaps, is the death of his ethical values.
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The fact that he could snatch Desala, his own brother's wife,

contradicts the ethics of his upbringing. The city is his

murderer.· "The city", according to Igwezu, "reared itself

in the air, and with the strength of its legs of brass kicked

the adventurer in the srrallof his back" (p. 104). Awuchike's

search for life and fulfilment thus leads to death.

The tragedy is not his alone. The same fate awaits

all young men who go to the city. As Makuri states,

All the youngmen go into the big town to try
their hand at making money ••• only some of
them remember their folk and send word once
in a while (p.83)

Even those who" remember their folk" do not escape the

murderous hands of the city. The city kicks them from another

direction and imposes death-images on their eros-instinct.

Igwezu is a caSe in point. Like Awuchike and other young men,

he went to the city to seek life and better fortunes but

unlike his twin-brother, he did not allow himself to be carried

aWay by the glamour of the city. He still remembered his

Obligations back in the village - to his parents and to his

farm. He sent his father a barber's chair, which he had

promised him before leaving for the city, and ensured that
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he performed all his sacrifices to the serpent of the Swamp.

The city"attacked him from a different direction and he felt

its harshness and naked hostility. His twin-brother snatched

De sala , his wife and took the harvest from his farm as a surety

for the loan he gave him. Confronted by this act of betrayal,

which is fundamentally fratricidal, Igwezu laments:

••• I met with harshness in the city •••
I felt the nakedness of its hostility •••
I saw its knife sever the ties and the
love of kinship, and turn brother against
brother ••• (p. 103)

in a ddition,

I lost everything, my savings, even my
standing as a man. I went into debt. (p.1D7)

The city thus't<illed" Igwezu just as it had "killed'

Awuchike and several ather young men who had sought security

in its bossom. Igwezu's experience is particularly more

grievous than that of the others; his is a cyclical experience

in which he perpetually meets death and disappointment wherever

he seeks life, hope and freedom. Disappointed by the city,

he returns to his farm in the village hoping to find solace

)
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but again, he meets with disappointment. Having suffered so

much in the city, he says

I said to myself ••• I have a place, a home,
and though it lies in the middle of the
slough, I will go back to it. And I have a
little plot of land which has rebelled against
the waste that surrounds it, and yields a
little fruit for the asking. I saved this
land before I went away. Now is the time for
harvesting, and the cocoa-pods must be
bursting with fullness •• I came back with
hope, with consolation in my heart. I came
back with the assurance of one who has lived
with his land and tilled it faithfully ••• (p.104).

The land disappoints Igwezu. Instead of the bountiful

harvest that he expected, he discovers that the swamp has

destroyed his farm; "the beans and the corn" which he planted

before going to the city, have "made an everlasting pottage

with the mud" (p.101). This loss is the last straw that

breaks the camel's back; hence, Igwezu laments:

It was never in my mind the thought that
the farm could betray me so totally, that
it could drive the final wedge into this
growing loss of touch ••• (P. 105).

At the end of the play, Igwezu flees to the city after

insulting the Kadiye. It must be noted that he is again
r fleeing from death; that is, from the implications of his
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sacrilegious attack on the Kadiye, hence he tells the Beggar:

I must not be here when the people call
for blood (p. 111).

But as he walks slowly off, it can be assurr.ed that his exit

is not an exit into life but into death. Two details in the

play validate this assumption. As Igwezu leaves, the Beggar

informs him that "the water is high" (p.111) and asks "Is it

not dark outside?" [p , 112). Yet Igwezu makes his exit. AS

he leaves, there is no hope of survival in the horizon.

Without any" ferryman to be found after dark'" and with the water

water so high, it seemS certain that Igwezu would not reach

the city. He would most proPably drown and underlying his

death is the tale of a man who is forced to commit suicide

due to the failure of his well-meaning attempts to survive

in a world that stubbornly promises misery and disappointrr-ents.

The Beggar shared the same fate with Awuchike and

Igwezu. Like them, his search for life brings him in contact

with death. The story of the drought in his village is

fairly representative of the fate of the characters and the

communities in Soyinka's plays. It reflects the cyclic•
movement between life and death, hope and disappointment,
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CHAPTER THREE

J.M. SYNGE, W9LE )DYINKA AND THE NATIONAL QUESTION

Introduction

In the first chapter, we established that many critics

tend to dismiss Synge and Soyinka as a-national. But a•
dispassionate interrogation of their art reveals the

contrary, and this contradiction between the fact of their

art and the fiction of the accompanying criticism emanates

from the simple reason that the latter is usually informed

by extra-literary considerations which defeat the objective

assessment of both authors. Synge and ~yinka are discussed

in the present chapter with a view to establish the implica-

tions of this tendency; they are also re-considered as

nationalist writers and the peculiarity of their approaches,

a fact that is probably also responsible for the wrong

assessment of their writings, is outlined and compared.

<, Theoretica 1 Framework!Li tera ture..£!eview

Any attempt to define nationalism is fated to be futile

for the concept is complex and amorphous yet it is perhaps

the most popular concept in modern thought judging from the,
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rave attention it receives in almost all field of epistemology:

If we ask what electricity it is that move s
so many different men in different places,
the simplest answer, the one tha t allows us
to stop thinking most comfortably, is
nationalism. 1

The most significant emotional factor in
public life today is nationalism. Of the
current age it is the mark at once intense
and universal. 2

\/ Nationalism has become man's greatest attraction.

Both a s a historical process and a s a political concept, it

seems to have established itself as the most potent force in

history. Wars have been fought on its account, several men

have laid down their lives for its sake, many nations exist

today on its basis; several others are extinct because they

were caught in its cauldron. It is taught in schools,

propagandized by governments and worshipped by statesmen.
) .

But nationalism is ultimately contradictory as it has

been the author of so much good and simultaneously of untold

acts of sabotage. Man has always patronised it but he has

also learnt to dread its capacity for evil. A mysterious

phenomenon, it appears in different guises depending on its
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historical context and the temperament and the orientation

of the scholar investigating it. Hence it is descriptive of

such attractive figures as Maha tma Ghandhi, Mazzini, Sun

Ya t-sen, Kemal Pa shal and also, ironically, of dicta tors

and tyrants like W.ussolini, Hitler and Stalin.

One opinion which seems to hold sway among several

commentators on the subject and which seems to produce its

most convenient definition is that it possesses certain

fundamental features principal among which is its presu-

position of the existence of a nation. K.R. Minogue,3 Elie

Kedourie,4 Ernest Renan,5 K.H. Silvert6 and Halvan KOht?

all aver that the nation is the core of nationalism. A

nation, as they define it, is a collectivity of individuals

whose existence is determined by the same set of parameters

usually a common ancestry, government, common sympathies,

language, race and religion. Na'tionalism arises out of the

determination to preserve and protect this national heritage.

Thus, nationalism, in spite of Munro Chadwick8 and

Luigi Sturzo's9 objections, is patriotism of a kind because

it is fundamentally an expression of the love of the country

that is, a dramatisation of the traditional code of patriotiSm
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namely that the country is supreme. Nationalists hold this

creed to be sacred and not surprisingly it formed part of the
)

essence of the French Revolution, the American Declaration

of Independence and Hitler's war of hatred and attrition.

This statement immediately calls our attention to the contra-

dictory nature of nationalism, a theme that would be discussed

repeatedly in the course of this chapter. If nationalism is

responsible for wars of liberation like the French and the

American, is it not illogical that it should also be the motto

of the second World War which in spirit and mani festa tion wa s

antithetical to the French and American revolutions?

This potent ambiguity would seem to be partly respon-

sible for the inability of scholars to arrive at a consensus

on the basic meaning of the concept and nowhere is this more

evident than in the widely held notion, already stated, that

nationalism derives from the sharing and the protection of a

t 1 1" d ' t 10common ances ry, anguage, race, re 1910n an enV1ronmen.

These elements are inadequate for an understanding of the

nationalist phenomenon insofar as none of them is absolute.

There is no doubt that many of them have played

decisive roles in the emergence of certain nationalities.

The racial and linguistic elements are strong, for example,
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in the nations of Germany, France, England, Italy(and China.

Jewish ~tionalism or Zionism waS inspired by racial and

religious elements. Arab nationalism owes much of its

impetus to religion.11 Language is a particularly decisive

factor in Irish nationalism. The geographical environment

is so in Polish nationalism. Yet none of these elements is

ideal and imperative. There are instances of several

nationalities and national movements which do not derive

exclusively from any of them.

For example, Yugoslavia, Belgium and Switzerland are

made up of several linguistic minorities and none of the

European nations can lay claim to racial purity. The fervid

nationalism of America also invalidates the question of race.

The Soviet Union ha s about 100 languages.

Nigeria has about 2?0 languages and here, nationality

is an artificial concept as loyalties are tribal rather than

nationa1 since there is no one group tha t can serve a s the

national group. The protection of the homeland may have

played such a crucial role in German, Chinese and Shinto

nationalism but the reverse is the case in Zionism where it

is the aspiration towards recovery rather than the possession
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of the geographical entity that is essential to the concept

of nationhood. The inadequacy of these elements would perhaps

become clearer through an illustrative discussion of the

linguistic element.

Many scholars regard language a s the soul of nationalism.

commenting on the sourceS of national consciousness, Hugh

Seton-Wa tson remarks that language is "in modern times by

far the most important". 12 Abdullah-al-Alayili sa.ysit "is

the essential pillar on which a stable national edifice is

d" 13erecte • Eo Haugen insists that

Nation and language have become inextricably
intertwined. Every self-respecting nation
has to have a language. Not just a medium
of communication, a 'vernacular' or a
~dialect' but a fully developed language.
Anything less marks it as underdeveloped. 14

These attempts to erect language a s the first cause

of nationalism seem logical. A nation which claims to be

independent and still speaks a foreign tongue, particularly

that of the imperialist hegemony which it opposes politically,

cannot lay claim to true sovereignty because since language

is a vehicle of social and cultural norms, the supposedly
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independent nation would still find itself tied to the

cultural apron-strings of the imperialist. Language is thus

a very powerful index of individuality; hence, human commu-

nities have treated it over the ages as the source of pride

as explained by the historical antitheses between the Jews

and the Gentiles and between the Greeks and the Barbarians.

Language played a central role in German nationalism.

Germany, at the time of the French Revolution, Was divided

into about three hundred and fifty states and the inhabi-

tants spoke nearly four hundred distinct languages. When

German nationalism eventually gathered speed, the preser-

vation of the German language was considered primary and the

extent to which this waS so is evident, for example, in the

writings of Herder and Fichte, two philosophers whose

influence on the rise of German nationalism is far from

being ordinary.

Herder, in his Treatise.Upon the Origin of language

argued that "for a man to speak a foreg.gn language wa s to

live an artificial life, to be estranged from the sponta-

neous, instinctive sources of his personality". 15 Each nation

should value its cultural heritage, its language and literature.

As Herder puts it,
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Ha s a people anything dearer than the speech
of its fathers? In its speech resides its
whole thought-domain, its tradition, history,
religion, and basis of life, all its heart and
soul. To deprive a people of its speech is to
deprive it of its one eternal good ••• 16

Fichte, writing later in his Addre~ to the Ge~

Nation expressed the same concern.1? Throughout the period

of German nationalism, the purification and unification of

Germany which Was achieved by Otto von Bismarck at a political

level Was complemented, at a cultural level, by the German

litterateurs who sought to revive the German tongue and free
it of its Latinic and French accretions.

India, at the time of the partition, had hundreds of

languages none of which had been developed enough to satisfy

contemporary needs due to the supremacy of the English

language during the colonial period. Out of the belief that

a new nation must have its own language, fathers of the Indian

nation resolved to discourage the continued use of the English

Language hence they decided that fourteen major Indian

languages should be "accorded the status of official languages.

Hindi Was to be the official language of all India, and

EngliSh was to continue as an official language until 1965". 18
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Similarly, language WaS more or less the major focus

of Irish nationalism preoccupied as it wa s with the revival

of Gaelic that is the" caint na ndaoine" (the speech of the

people, before the colonial intervention). Nationalists who

spoke this original language wore with pride a srnaLL badge

called the fainne; and de Valera, first President of the

Irish Republic, told his friends of the Gaelic League that if

he had to choose between language and freedo~, he would choose

language. Edward de Valera, in true nationalist spirit,

changed his name to Eamon de Valera and in the Irish Oail in

1927, II he would begin speaking in Gaelic, only to be forced

to revert to English by the fact that not all the deputies

could understand him". 19

De Valera WaS not alone in his fanatical dramatisation

of the Irish tongue. Such behaviour was common with many

Irish nationalists; particularly Douglas Hyde, founder of the

Gaelic League and President of Ireland from 1938-1945. Hyde

championed the Irish cause and preferred to be identified in

his Irish name - An Craoibhin Aoibhinn. In an address

entitled "The Necessity for De-Anglicizing Irelan~,20 which

he delivered before the Irish National Literary Society on
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November 25, 1892, he demanded the severance of all relations

with the"EngliSh and the English tongue. To prove his case,

he, a year later, established the Gaelic League - a politico-

cultural association which sought to restore dignity to

Ireland and establish the Gaelic as the only legitimate mode
~ . 21ot expr essa.on, In addition, Hyde wrote plays in the Irish

language notably Casadh an t.9.!:!gsin(The Twisting of the Rope)

and An Tincear agus an tSidherg (.I.t::uL~er and the Fairy).

The Irish nationalists did not restrict their concern

with language to Ireland. They carried it abroad to several

international conferences and in defiance of the ethics of

such forums, they dramatised their enthusiasm. Of particular

relevance here is the behaviour of William Gibson during the

Third session of the Conference on Nationalities and Subject

Races held in Caxton Hall, Westminster, London, June 28-30,

1910. Hon , Gibson attended the conference wearing "the" _ .

picturesque national Irish dress of saffron kilt and mantle

flung like a plaid across the shoulders". 22 When it WaS his

turn to address the gathering, he spoke first in Irish in

greeting to the chair and Wa s acknowledged by his fellow Gael,

Mr. Cunninghame Grahame who chaired the session. Thereafter
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Gibson launched into a politics of language:

I use the Irish language because it is my
national language. Iri sh is a s much the
national language of Ireland as Polish is
of Poland or German of Germany, and we Irish
will never be satisfied until it is used
always and a s a matter of course wherever
Irishmen meet. At an internatione.l
gathering like this, however, I propose that
we should use French, not only because it-is
the language of Western civilisation, but as
a language in many ways akin to our own ••••

CAt this point, he shifted to the French language):

\ I am now speaking in French partly a s a
protest against the idea that English is the
language of international relations, or, so
far as the Irish are concerned, the language
of freedom, but as it appears that there are
many present totally ignorant of French, I
shall conclude my speech in "the tongue of
the stranger", a s English is to this day
called in Ireland, much as I dislike the
language. But I must remind my hearers that
there is only one use an Irishman could have
for this tongue, and that is to lay it about
the back of the stranger himself.

(So saying, Wr Gibson began to speak in English):

There is one language which ha s been a per-
secution to me ever since my earliest child-
hood. It has done serious damage to my mouth t

tongue, throat and organs or respiration, and
nothing but the very strongest sense of duty
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/

could induce me to speak it now, because if
Irishmen wish really to be men, they must be
Irish and not bad imitations of other people •••
In this struggle for the national language of
Ireland we shall win, because we intend to win.23

Nationalism in African countries may not entail the

religious attachment to the mother-tongue which characterized

German, Irish and Indian nationalism. However, the issue of

language wa s also considered important. In Francophone Africa

for example the indigenous tongue had been completely supplan-

ted by the French Language because of the assimilationist

policy of the French imperialist, a Cartesian nationalism

namely Negritude emerged to derranda wholesale return to the

roots - to indigenous customs, traditions, language and ethos.24

Thus language has always played a central role in

nationalism but the necessary caveat must be added that it

is inadequate as a measure of the nationalist struggle.

Often, the aspirations of nationalists in relation to it
never actualise. Fichts complained for example that the

introduction of such Latinic words as Humanity, Popularity

and Liberality into the German language demeans it and imposes

B foreign intellectual ethic on the people but it is doubtful
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if German, as it is spoken today, has succeeded in freeing

itself completely from its Latinic accretions. In India,

English has survived beyond its 1965 deadline as it still

re~ains the favourite means of communication. The teaching

of Gaelic wa s made compulsory once Ireland had becorre

independent "but the truth is that most Irishmen are much

happier speaking English". 25

For their part, Americans do not regret being burdened

with the English language. They do not see it as inimical to

the American national soul; on the contrary, they have

developed a distinct American variety of the language. And

in Africa, English, far from disappearing from the socio-

political lexicon of the people, is indeed the major vehicle

of thought and action.

8ecause of this inadequacy of the linguistic element,

K.R. Minogue observes that "the nationalist belief that a

language expresses the soul of a nation is a piece of mysti-

cism difficult to construe rationally". Z7 The theory of

nationalism might be saved from difficulties if language is

taken in "a metaphorical sense":
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People who speak the same language would then
beco~e, not necessarily those who use the same
set of words, but those who, in some perhaps
spiritual sense understand each other •• 00 "To
speak the same language' in this metaphorical
sense means loving the same things, admiring
the same kinds of behaviour, sharing customs,
and understanding each other's experiences.
There is another dimension to this metaphorical
usage. A language may be taken, not merely as
as set of words and rules of syntax, not merely
as a kind of emotional reciprocity, but also as
a certain conceptualisation of the world. 2?

80yd Shafer is of the opinion that the factors of

language and race in nationalism should be recognized but
28not over-dramatized because they are open to exceptions.

Kedourie adds that

academic disciplines like philology, can make
a powerful auxilliary for such a political
doctrine and enable it to secure conviction
and assent, but they do not constitute the
ultimate ground on which it takes its stand.29

As is the case with language so it is with common

ancestry, customs, history, race and territory. And if

these do not constitute the core of nationalism, what then

does? This ha s been the major question which many scholars

have attempted to grapple with and resolve and their effort
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has produced a variety of notions. Primal among these is

the oft-quoted statement by Ernest Aenan that "a nation is

a soul, a spiritual principle ••• it is an everyd9y plebiscite,

a perpetual affirmation of life,,30 Ahad Hatam says the nation

"is what individuals feel in their hearts is the nation".31

Karl Deutsch proposes what he calls "a functional definition

of nationali ty" :

What counts, he says, is not the presence or
absence of any single factor, but merely the
presence of sufficient communication facilities
with enough complimentarity to produce the
overall result. The Swiss may speak four
different languages and still act a s one
people, for each of them has enough learned
habits, preferences, symbols, memories,
patterns of landholding and social stratifi-
cation, all of which together permit him to
communicate more effectively with other Swiss
than with the speakers of his own language who
belong to other peoples.32

Max Sylvius Handman submits that nationalism is a

sentiment and it involves "the chronic agitation for the

33integrity and sovereignty of one's people or another".

According to Hans Kohn, nationalism is "group consciousness •••

group mind and group action". It is, he addS, "first and

foremost, a state of mind',.34
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Nationalism is all these and none in particular. It

is a very flexible concept capable of lending itself to

different interpretations and lacking a specific theoretical

framework. But in spite of this multi-dimensionality, it

seems the most enduring interpretation of nationalism is to

see ita s the resolve to uphold the integrity of one t s nation

ora"dopted nation.
Scholars often commit the error of insisting that

I
nationalism is a modern invention or as ~!inogue posits,
" E . t.Lon" 35a uropean 1nven 10n • Elie Keqourie states, for example,

that "nationalism is a doctrine invented in Europe at the
36beginning of the nineteenth century". Seton-Wa tson writes

that "nationalism as we understand it, hardly existed before

the French Revolution". 37 In Snyder's view,

nationalism emerged in eighteenth century
Western Europe, spread throughout the
continent in the nineteenth century, and
in the twentieth century penetrated into
the Near and Middle East, Africa and Asia.38

This view is usually rationalised on the grounds that

primitive communities lack the conception of nationhood.

These communities may have expressed such feelings as the

love of the fatherland but this was not nationalism per se
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but. a kind of devotion to the Heimatliebe, the tribe or the

hamlet. Generally, the loyalty of the individual was not

directed to the state but to the emperor or the king; or as

in the medieval period, to a religious community or creed.

Communities did not take serious pride in national languages;

often, only one language (Latin or Arabic) waS considered

the language of civilization.

Let it be noted that the root of the premise that

nationalism is absent in pre-modern societies derives

essentially from the absence in these societies of the

generality of the elements of nationalism earlier discussed;

that is, race, religion , territory, language and ancestry.

The argument bears, in addition, the colonial mentality

tincture in its application to Africa since here, we are

confronted again with a part of the larger and more deliberate

attempt to deny Africans their history and heritage. Alfred

Cobban argues that "National self-determination may in its

normal political connotation be out of the question in

Af . ,,39rJ.ca•••

On the contrary, nationalism is not out of the question

in pre-modern societies and even in Africa. These societies
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of contemporary nationalism and the basic features which

constitute its core but their ~ocio-political history reveals

instances of the expression of the central spirit of

nationalism namely the expression of love for one's home and

the determination to preserve its integrity.

The inter-tribal wars of pre-historic times, the

Peloponessian wars, the Spanish Arma d3 of 155B, the ref'usaL

of foreign intervention by the coastal cities of Africa, the

authors of the Old Testament and the discoverers of America

may hence be considered nationalist. Further, the notion of

nation on which the nationalist argument is anchored also

exists, contrary to pervasive opinion, in primitive commu-

nities even if it did not constitute the focus of loyalty.

Besides, nationalism is a universal phenomenon and a

historical process which does not exclude any human community.

At all times, human beings have always found the need to exist

in community with others and since it is this alliance of

peoples which constitutes the basis of nationalism it would

be unfair to deny pre-modern societies of their claim to the
phenomenon.
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These are the views expressed by Louis Synder and

Carlton Hayes. Synder explains further that

Nationalism in its modern form is by no
means a completely new phenomenon, but
rather a revival and fusion of older
trends. It existed in cruder form in
the tribalism of primitive peoples •••40

In other words, many of the present-day nationalist move-

ments owe their roots to earlier forms. Zionism for example

is merely a modern day variant of the Jewish exodus from

Egypt and their return from Persia as recorded in the Old

Testament. These two movements occuring at a time when the

traits of nationalism as we know them tocay were absent, are

still nevertheless nationalistic because beneath them is the

Jewish determination to assert their own sovereignty.

Hayes argues that "nationalism is an attribute of

primitive society" although it WaS "a small-scale nationa;"

1. ••41~sm • The point, as it appears to him, is that "Antiquity

knew not nationalism as we know it".42 The nationalism of

that period waS tolerant and pacific completely without the

fanatical erection of bulbous national and personal egos,

the wars of attrition and the intolerance which characterise

modern nationalism.
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Theorists of nationalism often identify two basic

forms qf the concept - the primitive and the modern. 80th

are spiritually related and yet different in scope and

personality; the former is the antecedent of the latter.43

Modern nationalism is an intensification of the features of

primitive nationalism. It emerged and a ssumed a distinctive

character in the eighteenth century but the recognition of

the nation as the ultimate arbiter of human affairs which

emerged at this period WaS not exclusively an eighteenth-

century child. Several other factors, spanning earlier

centuries, contributed to its growth to the degree that they

removed the various blocks which had impeded the full growth

of primitive nationalism and hence created room for the

emergence of the nation as it is known today.

These factors include the Industrial Revolution, the

discovery of new means of transportation, the discovery of

the printing press, the collapse of the medieval church and

the emergence of a secular world-view, the rise of the middle

class, commercial revolutions, the appearance of vernacular

literatures and the growth of capitalism.

The effect of these on Europe is that they led to the.

emergence of new values and re-drew the socio-political lmap
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of the continent. The discovery of new means of trans-

portation opened up hitherto inaccessible regions and ensured

free movement within a nation thus making the establishment

of unity an easier task. The industrial Revolution, and the

growth of secular vision combined to lay greater emphasis on

the individual. The King and faith became inconsequential.

Individuals no longer accepted the Puritan doctrine"a~ticu-

lated in St. Augustine's The City of God. Monarchs were no

longer considered synonymous with the state. The emphasis

shifted to the people.

And the political goal of the period VJas neither the

deification nor the ~ervicing of superstitions and ortho-

doxies but the search for the sovereignty of the state and

the affirmation of the dignity of man.

Of great import is the emergence, at this period, of

a group of philosophers who provided the intellectual stimu-

lation and the body of ideas which acce Lera t.ad the growth of

nationalism. These include Herder, Fichte, SChlegel,

Schleiermacher, Arndt, Jahn, Muller and Nietzsche in Germany,

John Locke, Sir Walter Scott, Bentham, Edmund Burke and

Bolingbroke in Britain; Cha teaubriand, Garnot, Barere, Maurras
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and Rousseau in France and Machiavelli in Italy. These

philosophers emphasized autonomy, individuality and the

concentration of political authority in the concept of the

nation. The contributions of Herder, Fichte, Machiavelli,

Hobbes and Rousseau, particularly Rousseau, were most decisive.

The nationalist doctrine of Herder and Fichte waS

almost completely cultural since it emphasized the values

of language, literature and folk heritage as means of estab-

lishing nationhood. Machiavelli's doctrines are contained

in his The Prince (1532), written as an address to the Italian

monarchy but useful for its far-reaching comments on the state.

The Prince is theoretically candid and its central message to

the Medicis is that all state resources should be harnessed

to free Italy from the barbarians. Machiavelli opines that

everything must be subordinated to the state and princes should

make the study of the art of war, and its execution, their

main vocation in order to establish the supremacy of the state

and ensure its survival and sovereignty. The Princ~ has

enjoyed tremendous popularity as a text of nationalism. It

influenced Richelieu, Napoleon and Bismarck.

Hobbes in Leviathan and Rousseau in Contrat 9:lcial
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emphasize the sense of community and argue that a community

is enhanced if its members are united by the same goal and

attitudes. Hobbes' th~sis is diluted by its excessive

rationalism and its insistence on the ruthless protection

of the community but Rousseau's is more broad-minded and

this is perhaps partly why it is considered the most important

nationalist doctrine in European history. Rousseau condemns

internationalism and demands that the patriotism of the

individual be directed not just at the patrie but at a larger

unit namely, the nation-state itself. Patriotism, in his

view, is the source of all good.

Minogue calls him" the propl3et of a growing sense of

community".44 E.H. Carr says he is "the founder of modern
nationalism".45

The importance of Rousseau's thought in the
development of the idea of nationalism can
hardly be exaggerated. It lay not only in
its immediate influence on the French
Revolution, but also, and probably even more,
in its effect upon the whole development of
nineteenth-century political thought, above
all in Gerwany. Rousseau provided the
theoretical foundations upon which alone the
nationalism of the nineteenth century could
be built. A proper understanding of the nature
of modern nationalism therefore demands a
fuller discussion of Rousseau's political
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thought than its immediate influence on the
course of history, great as that was, would
seem to justify. 46

The ideas of Rousseau and those of the other philoso-

phers of nationalism, earlier discussed, in addition to the

implications of the various factors, earlier defined, received

concrete expression in the French Revolution, the American

Revolution and the various revolutions which overtook Europe

in the nineteenth century. The thrust of these revolutions

as articulated by the Declaration of the Rights of Man and

the Citizen and the American Declaration of Independence is

anchored on the determination to protect the nation and defend

it against imperialist whims in whatever guise it presents

itself monarcDY or colonialism. The French and the American

revolutions were about the first most powerful dramatisations

of this determination and accordingly, they served as models

for other nations. Throughout the early part of the nine-

te8nth century, the nationalist bug overtook Eastern and South-

Eastern Europe and by the beginning of the twentieth century,
its scope had embraced Asia and Africa.

In its wake, nationalism was positive and hurranitarian

in intent as it led to the emergence of nations and the growth
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of national unity. The Netherlands, Scotland, U.S.A., Italy,

V.ugoslavia, Germany, Poland, Finland, Norway, Greece,

Ezechosiovakia, and the independent nations of Asia, Africa

f . . t 47and Latin America are some 0 1tS proDuc s. It has also

produced several nationalist heroes who have served as sources

of inspiration for contemporary politics and politicians

notably Kemal Ataturk of Turkey, Sa'd Pasha Zaghul of Egypt,

Bismarck, Ca vour and Mazzini of Italy, Ibn Saud of the

Arabian Peninsula, Mare tma Ghandi and Jawaharlal Nehru of

India, Sun Yat-sen of China and Ben Yehuds of Israel.

But a closer look at the balance sheet of nationalism

reveals that despite its contributions to the growth of the

human estate, its impact has been far more negative than

positive. Once considered the pet of all nations, nationalism

is now regarded as "the root of all our ills". 48 "Nationalism,

as the story is generally told begins as Sleeping Beauty and

ends as Frankenstein's monster" ,49 what was once associated

with God has become.a Moloch, a devil-incarnate. Nationalism

has become a threat to world peace and the survival of the

human race. It is nowUNIV
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a form of mania, a kind of extended and
exaggerated egotism and it has easily
recognisable symptoms of selfishness,
intolerance, and jingoism, indicative of
the delusions of grandeur from which it
suffers. Nationalism is artificial and
it is far from ennobling; in a word, it is
patriotic snobbery. 50

It has become the author of terrorism, vioolence and

"a whole crop of wars - wars of self-determina tion and wars

f i d t· d f· . Ii 51o rre en asm an wars 0 amper-aa sm•••• In fact, we are

no longer talking of nationalism per se "but chiefly something

else,,52 identified by H. Munro Chadwick53 and Karl Deutsch as

"extreme nationalismll•54 by J. Huizinga as IIhypernationalismll55

and by Carlton Hayes as "integral nationalism". 56

The dysfunctions of nationalism could be seen in the

excesses of Hitler and Mussolini who under the guise of

nationalism imposed tyranny and agony on their respective

countries and the whole world. Mussolini's fascist dictator-

ship in Italy lasted twenty-three years. Hitler killed six
57million Jews. The first and the second world wars, the

various dramas of destruction enacted by the Irish Republican

Army (IRA) and thePalestine Liberation Organisation (PLO), the

failure to reconcile the Jews and the Arabs, the American civil
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war, the failure of the compromise between India's Hindus

and Mu~lims, the expulsion of the Armenians and Greeks from

Turkey, during and after the first world war, and the

repatriation of Germans from Mussolini's Italy are all

illustrations of the extent to which nationalism raS subverted

its initial ideals.

Out of concern with this reversal, Carlton Hayes,58 the

Royal Institute of International Affairs59 and Harold Laski60

,
recommend that nationalism must be mitigated if civilization

hopes to survive. If" nationalism is not mitiga ted", says

Hayes, flit will be an unqualified curse to future generations,·~1

Reasonable as this proposition may seem,i ts viability remains

nevertheless doubtful for the simple reason that over the

years several institutions such as the League of Nations,

the Pact of Locarno, the United Nations and the Kellog Pact

have been established to achieve such a ta sk, Yet nationalism

remains a scourge imposing one misfortune or the other on the

socia-political map of the century.

It is perhaps because of this unrelenting negativism

that some scholars dismiss nationalism a s absurd and evil.

Elie Kedourie says it is "a rejection of life, and a love of

death".62 Rabindranath Tagore calls it "this brotherhood of
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hooliganism ••• this abnormality, this terror the parent

of all that is base in man's nature ••• rrakes one almost

openly a shamed of humanity". 63

Many attempts have been made to justify nationalism's

antithetical metamorphosis. Primal in this regard is the

assumption that nationalism ha s become a menace because many

of its apostles are liars and pretenders. Their statements

are mere rhetorics, veneer for several subterranean intentions

which are far f'r-om what they openly profess. John M.

RObertson describes this insincerity poetically: "Sera tch

thus the patriot", he says, "and you find the pirate; test

64the devotee of freedom, and you find the insolent oppr-e seorv ,

The language of the nationalist ha s become unreal and

the nationalist himself is involved, says Minogue, "in a

fantasy and those involved in a fantasy are liable to violent

65and unpredictable rage if the world fails to fit their dreams".

Minogue rationalises this behaviour by explaining that many

nationalists are "exiles, outsiders, the alienated, the

66excluded" who for that reason have dreamy, nostalgic and

fanatical ideas about their mother-country.

On the contrary, there are nationalists who are

insiders, so to speak, and yet are nothing but pseudo-
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nationalists. The exact psychological explanation of the

t
phenomenon would seem to lie in the fact that nationalism is

fundamentally a doctrine of power. Very few nationalists

can resist the intoxicating urge for power. Thisy it seems,

is the explanation for the perversions of Hitler. MU5s01ini,

Stalin and their likes.

Nationalism has also become evil because as it is

practised today, the love of one's country has become synony-

mous with the hatred of the existence of other countries.

Modern nationalism is selfish and jingoistic. The peaceful

co-existence of all nations has become a catch-phrase

remembered only during ceremonial political meetings and

never during the moments of national policy-making. Nations

find it difficult not to see each other as threats. The

competition for economio and scientific security has thrown

the world into a vast landscape of horror. Witness the graves

of Maidenek, Auswitchz, Hiroshima, Nagasaki, Vietnam, the

Arab Peninsula and the banana republics of Latin America.

Closely allied to the intolerance among nations is the

fact that in the modern world, nationalism has been erected

into an absolute. objective a priori. It has become the sole

preoccupation of all nations. The soveiregnty and expansion
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of the state has become a fanatical vocation.

Karl W. Deutsch argues that modern nationalism is

negative because it is characterized by a hardened will which

converts it into "a worship of death and a creed of suicidetl
• 67

When such is the case. the national communication process

which is essential to national unity is impaired, the govern-

ment resorts to propaganda as its only means of mobilising

the populace and ultimately this leads to the loss of self-

determination and "nationalism at the end of its tether becomes

a force for the destruction of the nation" •68

But perhaps the most fundamental explanation for the

nationalist evil is to admit that modern nationalism is a

religion. It has become so perhaps because it emerged at a

time when religion and medieval philosophy collapsed. With

its emergence, it replaced these vanishing religious insti-

tutions and provided a new forum for the expression of man's

crave for idols and his urge for worship. Nationalism thus

became the new religion of the modern world. K.R. Minogue,69

Carl ton Hayes,70 Edward Shilli to71 and Abdullah-al-Alayili 72

have discussed the senses in which this is so, concentrating

on the parallels between nationalism and conventional religious

ethics.
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Nationalism, like Religion, parades several symbols

- for example, the national anthem and the flag. It has its

own places of worship, parades and pilgrimages and just as

Christianity has its own specinl days like Corpus Christi,

Easter and Christmas, nationalism presents equivalents in

such celebrations as the Independence Day or Remembrance Day

for Fallen Heroes. The most logical parallel between nationa-

lism and religion, however, would seem to lie in the fact that

both have the capacity to intoxicate their apostles and

engender a fanatical brand of idealism which is refractorily

insensitive to the der.ands of reality. It is in this sense

that the present-day nationalist effusion could further be

interpreted as the successor of medieval strong-headedness.

Boyd C. Shaffer has argued that nationalism is a "never-

ending circle". 73 Jean-Rene Surrateau contends that the

principle of nationalism has not finished playing a fundamental

role in the history of man.74 Both views are correct. For

as long as man regards the nation a s a fetish and refuses to

tolerate his neighbours and define the limits of his own

patriotism, nationalism would continue to playa decisive,

albeit negative, role in socio-politics, and if we were to go

by the present state of international relations, it is doubtful
r
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if the reverse would ever be the case.

This is the lesson which the advocates of inter-

nationalism, often considered a s an al terna tive to·nationa-

lism, have been forced to learn with all its paradoxical

implications. An interesting example to illustrate the

supremacy of nationalism could be found in the Marxist

attitude towards the concept.

The Marxist position as articulated by Karl Marx and

Fredrick Engels in The Communist Manifesto, Josef Stalin in

~ism and th~National Question and Nikolai Lenin in

"Critical Rerrarks on the National Question" is that nationa-

lism is a bourgeois phenomenon designed to swindle, compart-
tal' d' 1 h it 75men ~se an caJo e uman~ y. Hence, Marxists opt for

internationalism - the brotherhod of all nations for the

creation of a civilized, non-bourgeois, classless, egali-

tarian world. "Workers of all countries, unite!" S3y the

Marxists, but it is paradoxical that they have not always

lived up to this credo. For example, members of the Second

and Third International and many neo-marxists, have been

compelled by other political considerations to adulterate

or contradict the pristine ideological position articulated by

the Firs't Inter.natio"nal.- Take Mikhail Gor'ba chev , Take Stalin.
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Stalin, Russian Prime Minister during the second World

War, was.one of the most articulate communist critics of

nationalism but when on Sunday, June 22, 1941, Hitler's

Germany invaded Russia and occupied the Ukraines, Stalin

momentarily forgot his anti-ne.tionalism rhetorics and

ironically embraced nationalism as a means of whipping up

national sentiments against the Hitlerites. Names of folk

heroes like Alexander Nevsky and Mikhail Kutuzov were invoked

and parents, in demonstration of patriotism, named their

children after these heores. Cultural heritage WaS publicised.

Throughout the second world war, nationalism was the fancy

vogue in Russia.

But soon after the war, Stalin and Russians r'e tur-ned

to their former ideological position. In 1948, Tito, the

Yugoslavian Prime Minister wa s denounced by the Stalin govern-

ment as a nationalist and saboteur, the same WaS the case

with leaders of other Eastern Europe countries who, like Tito,

sought to re-define the concept of internationalism which

bound them to Moscow and aSsert their own national peculia-

rities even within the communist framework. Stalin frowned

at this attempt to reduce the Russian hold on Eastern Europe.
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Nationalism waS the scapegoat for the expression of his

discontent.

The communist attitude to nationalism is best descri-

bed as ambivalent and it deserves no further comment except

to state that the communist aversion to nationalism is hardly

justified for the simple reason that both concepts are

essentially two sides of the same political spectrum with
ld f ' '1 't' ?6a WJ.e range 0 aama ar a l.es.

One aspect which is perhaps more germane for our

present purpose is the degree to which nationalism manifests

and influences the cultural history of man. The love of the

nation and the struggle for its sovereignty which occupies

the attention of politicians, is often complemented by an

equally determined effort by artists to document the heritage

and extol the virtues of the nation. Thus, cultural nationa-

lism has always developed as an adjunct to political nationa-

lism. Munro Chadwick observes that during "the period of

liberation (in Europe), nationalism, as distinct from patrio-

tism, WaS (even) more prominent in literature than in actual

politics".?? Chadwick is right only if we subtract his futile

attempt to differentiate between nationalism and patriotism.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



208

Expressing a similar view, Carlton Hayes writes as

follows:

Among litterateurs of the nineteenth century,
poets, dramatists and novelists have been
conspicuously successful propagandists of
nationalism. At their hands national traits
and national characters have been as rigidly
conventionalized as was the chorus on the
ancient Greek stage. The average ~an's notion
of a Frenchman Dr a German Dr of an Irishman
Dr of a Jew is gotten not from extensive
personal observation but from antitypes supplied
by v;,,,,rsifiers,story-tellers and playwrights.78

There S86fT,S to be a general consensus among echalar s

as regards the verity of this proposition.79 But a voice of

dissent exists in John M. Robertson who insists that "the

doctrine that national pride yields literature of which nations

may be proud is an error of errors, a falsity of falsities". 80

Robertson explains that to argue that Dante, Plato,

S:ippho, Leopardi, Burns, /\ristophanes, Shakespeare, Drna r'

Khayam, Goethe, Schiller, Kipling and Dickens spoke for their

countries" is to bla spheme their genius". 81 Genius is not

the product of nationalism, provincialism Dr local Dr con-

tinental patriotism but of certain more enduring sociological

/

conditions; "megalomaniacal and parochial patriotism alike
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82are in themselves noxious to great art" Robertson adds

that literature should be universal in scope and spirit

instead of gagging itself with empty gestures of patriotism.

Goethe once said that "the literature of the future must be
1. 83cosmopo 1.tan" • "Behold", Robertson exclaims, "the strict

84fulfilment of his speech!"

John M. Robertson is entitled to his righteous indig-

nation but his argument fails when the available data on

nationalism and literature is re-examined. Goethe might

have preferred cosmopolitan literature and spurned romantic

nationalism but the truth is that his works embody romantic

ideals and he further craved recognition as a patriotic

German; his "Critique of Nationalism" 85 is therefore, at

,

best, a mere theoretical gesture. Let Robertson take note

of this. Let him also consider the fact that literature is

often national first before being international.

Besides, ancient writers, contrary to his claim, were

nationalists. Many of them expressed the love of their

fatherland and even went as far as opposing their colleagues

in whose works the n~tional question appeared absent or mute.

For example, Homer, Aeneas, Boewulf, Roland, Sophocles,

/
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inspiration and found its objective correlative in the myths,
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Aristophanes, Leopardi and Aeschylus all functioned within

the national framework insofar as their art received its

legends, mores and the collective cultural heritage of their

peoples. Their literature, to use H. Ernest Lewald's
. l' f f 11 .. i" 86expr-e ssa.on , wa s "the 1.tera ture 0 u part1.cJ.43at on •

Perhaps what we have here is an expanding world view,

and hence changing notions of interpretation yet there is some

evidence to support the preceding claims. For example,

Aeschylus fought in the Peloponessian wars. Is this not the

action of a nationalist a practical complement to his

literary works wherein he celebrates the Greek values? In

Homer's Illiad, Hector threatened with negative omens, brushes

a side superstition and seeks solace in nationalist sentiment.

"The one best omen" he S3ys "is to be fighting for your
87country".

The poet Leopardi is so overcome with nationa-
list fervour that, when his sister marries in
1621, he composes this epithalamium: '0 my sister,
in these tirli8sof dejection, in these times of
mourning, you will add one mor-e unhappy f'arr.Lly
to unhappy. Italy. Your sons will be either
unhappy or cowards. Wish t.ha t they be unhappy! 88
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Such nationalist sentiments also dominate the writing s

of AesCbylus. His The FroQs, for example, may be regarded,

beyond its widely acclaimed value as drarratic criticism, as

a commentary on the national question. In this play,

Aristophanes enacts an imaginary contest between two Greek

drama tists - Sophocles and Euripides. Issues of language,

theme, style and chara cteriza tion are considered and a t the

end, Aristophanes awards the prize to Sophocles. What

Aristophanes does here is to give vent to his own prejudices

and those of his contemporaries about Euripides. Sophocles

is favoured in The Frogs not actually because he is artisti-

cally superior to Euripides, as the play tends to establish,

but because the national question is more dominant in his

works. Whereas Sophocles accorded the gods their rightful

place and character in his plays, Euripides demythologized

Greek values and brought the gods to the level of man.

Euripides' interpretation WaS at variance with the

viewpoint of the Greek community of his time and accordingly,

he Was consistently denied the first prize at the City

Dionysia. By condemning him, Aristophanes echoes the popular

thought of his time and betrays himself as a nationalist,
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for beneath his position is an expression of confidence in

the sanctity of the Greek cosmogony and a readiness to defend

defend it against critics, be they insiders or outsiders.

English litera ture is replete with nationalism. John

W,ilton's Areopagitica advocates the freedom of the Press, but

running through it is a nationalist flavour which Mil ton

once captured pungently when he described England as God's

chosen country, the elect-nation. Robert Louis Stevenson,

Scottish novelist, essayist and poet, WaS no less English.

Britain, says he, is

a garden enclosed, wherein all things that
a man can wish, to make a pleasant life, are
planted ••• Whoever considers England will
find it no srrall favour of God to have been
made one of its natives, both upon spiritual
and outWard accounts. The happiness of the
soil and air contribute all things that are
necessary to the use or delight of man's life.89

George Orwell (Eric Blair) in "England is a Family",

Rudyard Kipling in "Re oessdona L't , written specially to

celebrate the sixtieth anniversary of the reign of Queen

Victoria and Hillaire Belloc in "The Love of England", also

t· l' 90eSpouse na a.ona asm,
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In Africa, literature is part of the revolutionary

struggle in Mozambique, Angola, Guinnea-Bisau, Zimbabwe,

Namibia and South Africa.91 Italian nationalism found its

own voice in Dante and more particularly in Vittorio Alfieri,

Ugo FOscolo and Gabrielle D'Annunzio - three poets who not

only devoted their works to Italy but also participated

actively in the Italian Risorgimento. Alfieri disliked the

French and the French Revolution; hence he reacted violently

against the French invasion of Italy and called for Italian
.t· h k "II ••' 11 " 92una y an suc wor s as 1V11soga.0 • Fc scoLo called

upon the dead from the Italian past to rise and fight against

the Austrians. A Professor of National Eloquence at the

Universi ty of Pavia, his inaugral lecture entitled "Garme sui

Sepolcri" ("The Sepulchers") justifies the need for literary

nationalism. D'Annunzio, author of II Fuoco (The Flame of

1lli) served Italy during the first world war as an aviator

and many of his ideas are said to have influenced Mussolini.93

German nationalism received its impetus from literature,

specifically from the Romantic rr.ovementwhich in its German

Was fundamentally nationalist.94 Witness, forvariant

example, the work s of Goethe, Schiller, Wagner a nd the Grimm

Brothers. Goethe's nationalism ha s already been discussed.
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Schiller, like him, disliked romanticisrr,and preferred to

be regarded as a classicist yet his works also fit into the

nationalist framework.

The major conscious exponents of German nationalism

at the literary level would seem to be Wagner and the Grimm

brothers. Richard Wagner's music Was deliberately German.

Surrounded by French cultural presences, Wagner denounced

anything French and sought to promote Germany by dramatising

various aspects of its culture. He regarded Germans as the

intellectual and cultural heirs of the Greeks and, not

surprisingly, his music and cultural philosophy exerted great

influence on Hitler.95 For their part, the Grimm brothers

collected German fairy tales and with these, they glorified

Germany and promoted the German spirit.96

The works of Alexander Pushkin, Dostoevsky and Turgenev

demonstrate the contiguity between literature and Russian

nationalism. Turgenev would seem to speak the mind of this

trio when heremarked in Rudin that "without nationality is

no art, nor truth, nor life, nor anything". 97 America also

has its own share of nationalist writers: Whitman, Hemingway,

Faulkner, Dreiser, Henry James, Edgar Allan Poe etc. Jewish
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I
nationalism is given literary expression by Abraham Cahan,

Meyer Levin, Ludwig Lewisohn, Michael Gold, Clancy Sigal

and Nor-ma n Mailer.

Jules Michelet, Charles Peguy, Maurice Barres and

Pierre Orieu La Rochelle, each in his own way, spoke for

France. Michelet declared, for example, that "France is a

I, , II 98re ~g~on • Cervantes spoke for Spain. Adam Mickiewicz

praised Poland in his poetry _ and also in his play, The

Ancestors. And Petofi Sandor spoke the mind of Hungary

during the embattled year of 1848: "This we swear, this we

99swear, slaves we will no longer be!"

A similar cry runs through Afro-American literature

but here, the nationalism is racial, designed as it is to

create space for the dignity of the black man within a white-

dominated, conservative American society. This was the

motive behind the Harlem Renaissance in the 1920s and it

receives voice in the writings of Jean Toomer, James Baldwin,

Richard Wright, Ralph Ellison and LeRoi Jones (Imamu Baraka).

Literary nationalism is a universal phenomenon and has

always proved useful to the political process; hence

politicians often encourage it. But here, we encounter a
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paradox. The problematic ambivalence which we discovered

in the nature of nationalism namely that the phenomenon

despite its positive traits is also shot through with a

redoubtable negativism emerges in literary nationalism in

form of the contradictory realisation that literary natione-

lism , despite its good intentions, ha s also been the author

of much dissension and acrimony between writers and politi-

cians and particularly of much palpitation and misfortune

for the writer.

It is an interesting fact of literary history that

politicians or authorities having realised the value of art

to their objectives insist on prescribing the specific

philosophy and stance that art must adopt. Politicians often

insist that a writer must be patriotic and in their own wisdom,

this means that a writer must eulogise the nation. Artists

who conform with this injunction are usually praised and

rewarded; dissenters are treated with suspicion and punished.

This censorship often creates distrust between the authority

and the artist because the latter tends to view his vocation

as a creative enterprise which oLlg'htnot to be fettered by

any ideology be it for the nation's sake or for the pleasure
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of a group of self-styled statesmen.

In the Soviet Union, since the beginning of the

twentieth century, all textbooks for use in schools have to

be certified by the state to ensure that they conform with

the national Communist philosophy; writers are also expected

to be necessarily Communist or Russian and when they are so,

they are trea ted a 5 heroes. From June 6-8, 1880, for example.

a national festival Was held in Moscow in honour of Alexander

Pushkin as a token of appreciation for his contributions to

the emergence of the Soviet nation. A statue of Pushkin was

unveiled on June 8 and Dostoevsky paid tribute to him in a

speech entitled "On Pushkin as the Great National Poet".

Dostoevsky himself was no less considered national.

When he died, Russians went a-mourning. Vsevolod Meyerhold

played an active role in the October Revolution by creating

the "October in the Theatre" movement which organized perfor-

mances at railroad stations and Moscow streets to propagandize

the 801shevik government and its goals. In recognition of
this services to the state, Meyerhold was appointed the director

of the Theatre department of the new Commissariat of Education.

He was also decorated as a "People's Artist".

/.,/:
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The rationale for all these is that the Soviet state

finds the writings of these artists congenial with its

national aspiration but the moment an artist a ssumes a

critical stance and identifies the faults of the system, he

is immediately ex-communicated. Consider the example of

Meyerhold.

In 1934, Meyerhold became disenchanted with the

Bolsheviks following their directive that all plays should

present socialist realism. He defied the government by

producing Pushkin's The Queen of SPades and La [Eme aux

Camelias in an experimental impressionist mode instead of the

naturalistic mode that WaS favoured by the state. Later, at

the All-Union Congress of Directors in Moscow, Meyerhold

criticised the government and defended the artist's right to

experiment. The following day, the NKVD arrested him and

shortly after, his wife waS found brutally murdered in her

apartment. Meyerhold's theatre was also closed down by

government decree.

This has been the pattern in the Sbviet Union, the

national goal is sacred; whoever opposes it must be wasted.

One more example exists in Stalin's displeasure with the

emergence and growth of the Russian pre-Raphaelites who,
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contrary to state policy, advocated the practise of art for

art's sake. Stalin immediately ordered their arrest and not

less than a hundred of them were murdered. Recently,

Alexander Soltzhenitsyn, confronted with the threat of murder

over his The Gulag Archipelago, which was considered anti-

communism and pro-west, also had to flee the Soviet Union.

The Soviet example is remarkable for its ruthlessness

but it ha s antecedents and parallels in the marginalisation

of Euripides in the Greek City Dionys:iB:,the rejection of

Pierre Corneille's Le Cid by the French Academy, the licen-

sing Act of 1737 in England and the office of the Lord

Chamberlain in Sri tish Theatre.100 Parallels could also be

found in the censorship policies of the Eastern European

countries,101 the rejection of non-Muslim literatures in the

countries of the Middle East and the Arab Peninsula and the

harshness with which the South African government descends

on writers whose works empha size black nationalism. 102

History however has always revealed the fallacies at

the heart of the rea soning of politicians and authorities.

Writers who eulogise the state are not necessarily more

national than the iconoclasts who subject it to objective

criticism. A nation needs praise-singers for the feeding of"
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its ego but it needs iconoclasts for its self-appraisal and

growth; perhaps more crucial to the national process is the

input of iconoclasts.

Hence, nations, years after the nationalist efferves-

cence, tend to acknowledge not the ultra-na tiona 1 prai 58-

singers who ruled the airwaves of nationalism but the icono-

clasts who even when national doused their enthusiasm with

shots of satire. Shakespeare, Cervantes, Goethe, Schiller,

Pushkin, Faulkner, Celine and Hamsun are all regarded as

synonymous with their respective nations yet they were more

iconoclastic than sycophantic. Is it not also instructive

that the pattern of contemporary literary nationalism is more

iconoclastic than eulogistic? Witness the works of Evelyn

Waugh, Anthony Powell, John Baine (English), Jerzy Andrzejewski,

Roman 8ra tny (poland), Milan Kundera, Hrabal (Czechoslovakia),

Tomasso Grossi, Alessandro Manzoni (Italy), Heinrich Boll,

Peter Weiss, Gunter Grass (West Germany), Camilo Jose Cela,

Miguel Delibes and Juan Goytisolo (Spain).

The foregoing claims translate into the suspicion that

those who condemn writers for not being national may be

informed not by genuine patriotism but by subterranean reasons

traceable to insecurity, egomania or the fear of the artist.·
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Synge and Soyinka have been victims of these extra-literary

parameters and it is against this background that their

nationalism will now be discussed.

Synge and Nationalism

John Millington Synge and Wole Soyinka, particularly

the former, have often been dismissed as a-national on the

grounds that their works do not give prominence to the

national question. An examination of these complaints reveal

that they are based on a certain pre-conceived notion of

nationalist writing and Synge and Soyinka are criticised

largely because their works do not conform with this notion.

The national question is of particular relevance because

both writers functioned at periods when their respective

countries were still under the yoke of colonialism and still

finding means of attaining their own sovereignty. A necessary

caveat is that while Synge wrote during the colonial period,

in the very thick of nationalist effusion, Soyinka wrote

during the waning years of colonialism and in the post-

colonial period. This historical fact would perhaps account

for the reason why Synge's nationalism attracted greater

public interest and opprobrium.
/
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Synge was born into a turbulent society with a

h d hi 1 ' 1 d Ii t' I' 103c equere story of po it1ca an terary na 10na 15m.

The Abbey Theatre where he worked was also trapped in the

nationalist flow. And all Irish cultural workers of the

period beginning from 1899, when the Irish Literary Theatre

was established, found their works and their reception being

defined by nationali5m especially as articula ted by the Gaelic

League. The relevance of all these to Synge's career is far
/' from being ordinary.

The Gaelic League waS founded in 1893 by Douglas Hyde

and others including Davd d Comyn, Eoin MacNeill, T. O'Neill

Russell, and Father Eugene O'Growney, with the aim of

restoring the Irish language to the privileged position

which it occupied prior to colonial intervention. The

Gaelicists took particular interest in literature and Douglas

Hyde, their first President and spokesman, summarised their

views in an address he delivered before the Irish National

Literary Society in Dublin on November 25, 1892. 104 Hyde

laments how the Irish who had earlier been one of the most

sensitive and distinguished races in Europe had become the

very antithesis of their former self due to an unimaginative

/
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aping of decadent English customs and traditions. Ireland,

he says, must be de-Anglicized to

foster a native spirit and a growth of ·native
custom which will form the strongest barrier
against English influence and be in the end the
surest guarantee of Irish autonomy •.• Every
house should have a copy of Moore and Davis.
In a word, we must strive to cultivate every-
thing tha t is most racial, most Irish ••• 105

The Gaelic League was established a year later to fulfil

this declaration and Hyde, leading by example, wrote his

Love Songs of Connacht and Religious Songs in Connacht

originally in Irish and later translated them into English.

He found sympathisers for his cause in such writers as

EdWard Martyn and George Moore. The league soon became

popular and perhaps justly so for it reminded the Irish of

their own humanity· which centunies of colonialism seemed to
106have subverted.

The Gaelic League soon had two adjunct associations

- the Gaelic Athletic Association which promoted indigenous

sports, and a drama tic wing which produced plays in Irish

and on Irish subjects like Yea t s and Moore's Oiarmuid and

Grania and Douglas Hyde's The Twisting of the Rope, Lost Saint

and Na tivi ty at Coole Park.
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But soon, as the nationalist struggle became frenetic,

the Ga~lic League abandoned its cultural and humanistic

nationalism and became racist and fanatically Irish. Its

ranks became swelled with firebrand radicals, nursed on

rhetorics and weaned on propaganda, and for whom Ireland is

supreme and inviolable. The result is that the League became

parochial and exclusory, parading the doctrine that anything
I

unIrish is worthless and all Irish writers must treat only

Irish subjects and use the Irish language.

In other words, the Gaelic League became fiercely

political and in this regard, it later found allies in the

Sinn Fein and The Daughters of Ireland (the Inghinidhe na

hEireann). Established in 1905, the Sinn Fein, as represented

by Arthur Griffith in journals like the Sinn Fein and the

United Irishman, Wanted the independence and the de-Anglici-

zation of Ireland. Same was the case with the Daughters of

Ireland led by Maud Gonne, the Irish Lady of action.

The Gaelic League was very popular with the public but

its totalitarian doctrine was strongly opposed by some of the

writers of the period particularly Synge, John Eglinton and

W.B. Yeats. Eglinton called for the
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de-Oavisation of Irish national literature,
that is to say, the getting rid of the
notion that in Ireland a writer is to think
first and foremost of interpreting the
nationality of his country, and not simply
of the burden he has to deliver. 107

Yea ts, for his part, saw the Gaelic doctrine a s an

unwarranted censorship of art. An artist, he explained, must

be free to treat whatever subjects attracts his fancy.

Exasperated with the shenaniganisms of the Gaelicists, Yeats

who, earlier in his career, had remarked that "there is no

fine literature without nationality" began to doubt the

submission of literature to the nationalist cause, at least

within the Ir{sh context, and consequently his a tti tude became

one of studied ambivalence. 108 Although he encouraged plays

on Irish subjects and even himself wrote Cathleen ni."Houlihan,

in which he eulogised Ireland, he, at the same time, supported

the production of plays which did not serve the cause of

propaga nee..

This approach to the national question received the

disapproval of the politicians, hence they labelled the Abbey

Theatre and the entire Anglo-Irish revival anti-Irish and at

every opportunity, they protested against Abbey Theatre
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performances. Arthur Griffith, for example, continuously

attacked the theatre and its writers in his columns in the

Sinn F~ and the United Irishman; while Maud Gonne, who had

acted Cathleen in Yeats's Cathleen ni Houlihan to great

applause, refused to join the Abbey Theatre despite Yeats's

plea s the t she should do so. She refused out of the resolve

that her involvement in the theatre would supplant her

political goals; besides, she doubted the nationalist commit-

ment of the Yeats group:

Maud was susoacaous of Lady Gregory's interest
in 'John O'Leary's literary group, and even of
her entertainment of Willie and his friends in
her Galway home: 'when these writers came back
from Coole', she observed, 'they seemed to me
less passionately interested in the National
struggle and more worried about their own lack
of money... Lady Gregory and I were graciOUS
to each other but never friends and in the
latter struggle in the theatre group, - Art for
Art's sake or Art for Propaganda, - were on
different sides'. After 'Lady Gregory carried
off Willie' to Italy, 'Willie's national out-
look underwent a complete change. There would
be no more poems against English Kings' visits'.
Willie was lost to what Maud called the
'vehement expression of Irish independence'. 109

Determined to carryon intellectual nationalism in

her own way, Maud Gonne organised dramatic classes for the

daughters of Ireland and as expected, the romanticization
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of Ireland and the repudiation of England was their major
110fare. This, together with the dramatic wing of the

Gaelic League, provided the politicians an alternative to

Irish theatre history is replete with instances of
the Abbey Theatre.

confrontations and mutual distrust between literary artists

and politicians. It is symbolic that the Irish literary

theatre began on this note when it waS launched on May 8,

1899 with Edward Martyn's The Heather Field and Yeats's

The Countess Cathleen. The latter was denounced by the

Gaelicists as anti-Irish and anti-Catholic. Father O'Growney

preached against it in his sermons and enjoined all true

Catholics to stay away from its performance. The play Was

further attacked in a pamphlet entitled" Souls for Gold'

and its performance was obstructed by serious noisy behaviour

in the auditorium, so much so that police protection had to

be sought.

A similar pattern was repeated on Oecember 2?, 1903

during the first public outing of the Irish National Theatre

Society. On this occasion, Synge's In the Shadow of the Gle~

wa s booed a s a sadistic portrayal of Irish womanhood. Maud

Gonne, ~aire Quinn, Oudley Oigges and Arthur Griffith walked
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out of the theatre in protest and Griffith writing later in

fumhain, described the playas a "corrupt version of that
111old-world libel on womankind - the widow of Ephesus".

. 1121he Irish Times called it "a slur on Ir~sh womanhood".

Similar experiences were recorded during the Abbey

Theatre's performances of Synge's The Well of the fuints in

1904, The Playboy of the Western World in 1907, Conal

O'Riordan (Norreys Connell's) The Piper in 1908; O'Casey's

It is against this baCkground that Synge's nationalism

The Plough and the Stars in 1926 and Seamus Byrne's DesiW

for a Headstone in 1948. The case of the Playboy is

particularly remarkable as it lasted intermittently for

almost four years and even assumed an international stature.

So COmmon were these confrontations between the Abbey artists

and the politicians that "the seemingly current idea (was)

that to be a good nationalist one had to be anti-Abbey .•• "113

becomes very clear for he was at the centre of the Abbey

Theatre-Gaelic League acrimony. The politicians took parti-

cular exception to his plays and their position, as variously'

articulated by Arthur Griffith, is that Synge WaS deliberately

anti-Irish and a-national. All his plays were received with
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suspicion and even though Riders to the Sea Was tolerated,

it was generally assumed that Synge WaS an enemy of Ireland.

His crime is that he refused to pamper the national ego at a

time when that seemed to be everybody's business; hence Arthur

Griffi th "denounced Synge at every opportunity and lauded the

lesser writers such as William Boyle and Padraic Colum. Even
114before the Playboy".

This negativism is partly an enactment, at the literary

level, of the age-old animosity between the two classes into

Which the Irish society had been bifurcated on the grounds of

social status and religion, namely the Anglo-Irish Protestants

and the Irish-Irish Catholics. ~ost of the politicians were

members of the latter while Synge and his colleagues belonged

to the former and the usual explanation, popular in political

circles, is that Synge and Co. could not identify with the

Irish cause because, by birth and status, the English blood

ran in their veins. It wa s alleged that their art is a response

to this vital aspect of their personality and hence, their

writings amount to nothing but a mindless perpetuation of the

image of the stage Irishman which had characterized early

Anglo-Irish and European literature. 115
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These allegations raise very fun£bmental issues about

censor~ip and the freedom of expression and would also seem

to confirm the ambivalent nature of the relationship between

literature and nationalism earlier discussed. The Gaelicists,

it must be admitted, did succeed in mobilising the Irish

rrasses against the theatre and also in awakening in them a

consciousness of the Irish heritage and individuality but

beyond this, their strictures against the Abbey and Synge,

in particular, are unfair coloured a s they were by sentiments,

propaganda and dogrra.

Many commentators on Synge's a-national nature often

confirm it on the grounds that Synge Was incapable of

political thought and the authorship of this statement is

traced to no less an authority than W.8. Yeats. Yeats

rerrarked that

Synge seemed by nature unfitted to think a
political thought, and with the exception of
one sentence, spoken when I first met him in
Paris, that implied some sort of Nationalist
conviction, I cannot remember that he spoke
of politics or showed any interest in men in
the rrass or on any (sic) subject that is
studied through abstractions and statistics. 116

/
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The" one sentence" referred to above is Synge's justi-

fication of his withdrawal of his membership of the Young

Ireland Society of Paris. Yeats, writing in his Nobel

Acceptance Speech, explains:

••• he joined the "Young Ireland Society of
Pari~I ••• but resigned after a few months
because "it wanted to stir up continental
nations against England, and England will
never give us freedom until she feels she
is safe," the one poli tica 1 sentence I ever
heard him speak. 117

Yeats's view that Synge WaSa-political has been echoed

by many scholars. T.R. Henn submits that the national

question is uppermost in Yeats's works but "in contrast,

Synge's work is non-political". 118 "The negative side" of

his career lies in his avoidance of "many of the pre-

occupations of his contemporaries":

The Irish land agitation, the rise of Sinn
Fein, the Parnell controversy, left him
untouched and untroubled. He is moved by no
vision of a resurgence of Irish nationalism as
a ~ result of the Abbey plays. He has no
concern for the historical and well-nursed
grievances of Irish history.119

J.L. Styan expresses the same view' • "AS it happened",

says he, "Synge WaSan apolitical man, and unconcerned with
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Irish nationalism". 120 According to Maurice Bourgeois,

Synge wa s a man of practically no opinions
in an opinion-ridden country. Had he taken
an interest in politics, it would have been
the interest of the man who watched a dispute
for the fun of the thing, and with a mis-
chievous wisdom, forbears from taking sides.121

John Masefield reports lyrically:

He would have watched a political or religious
riot with gravity, with pleasure in the spec-
tacle and malice for the folly - he would have
taken no side and felt no emotion. 122

Daniel Corkery is,however,closer to the truth:

Our own idea of him is that one who seeks to
find political nationalism in him is on the
wrong scent, he WaS not given to politics, he
was only as political as the ordinary citizen
who is far more interested in other matters.
What we are to understand by nationalism in
his case is cultural nationalism - a holding
by that inner core of custom of which -
political nationalism is the shield and defence. 123

Contrary to pervasive opinion, Synge is not by nature

incapable of political thought or politics. He assumed an

apolitical countenance only after his flirtations with politics

had resulted in disappointments. In Paris for example, he
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was a member of the Young Ireland Society but he later

resigned his membership because he diQ not believe in the

society's modus operandi. He was also a member of ~

Gonne's L'Association Irlandaise in Paris but one day, at the

Rue Champollion, he was injured on the head when the police

dispersed a meeting of the association. This threat of

violence coupled with his displeasure with the conduct of the

association's journal, Jrlande Libre, led him to resign his

membership on 6th April, 1897:

I wish, he wrote, to work in my own way for
the cause of Ireland, and I shall never be
able to do so if I get mixed up with a
revolutionary and semi-literary movement. 124

Synge thus turned away from politics because he could

not accommodate the fanaticism, the dogmatism and the hypo-

crisy of the so-called nationalists of his time. To be a

nationalist among the Irish men in Paris in the 1890s was to

be idealistic and romantically anti-English but Synge being

of a more objective and temperate disposition easily dis-

covered the contradictions in this approach. When he returned to

Ireland, he discovered the same insincerity which he had

encountered in Paris, manifesting on a grander scale in the
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activities of the Gaelic League and it was only a mark of

his own conviction and consistency that.he avoided the league

as if it was an epidemic. Synge was one of the most'

skeptical critics of the Gaelic League. Writing in an essay,

"Can We go Back into Our Mother's Womb?", he declared:

The Gaelic League is founded on a doctrine
that is made up of ignorance, fraud and
hypocrisy ••• I believe in Ireland.' I
believe the nation that has made a place in
history by seventeen centuries of manhood
••• will not be brought to complete insanity
in these last days by what is senile and
slobbering in the doctrine of the Gaelic
League. 125

on Synge's attitude towards politics would seem to be that

of Stephen Mackenna whose author~ty is reliable at least on

account of the fact that he WaS one of Synge's closest

confidantes. Mackenna, defending Synge against his critics

in a letter to the Irish Statesman on 3rd November 1928,

reports:

As regards political interest, I would die for
the theory that Synge WaS most intensely
Nationalist: he habitually spoke with rage and
bitter baleful eyes of the English in Ireland,
though he WaS proud of his own remote Englishry;
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I take it he wanted as dearly as he wanted
anything, to see Ireland Quite free; but one
thing kept him quiet-he hated publicity, co-
operation and lies. He refused to support
the Gaelic League beCause one pamphlet it
issued contained the statement (I indicate
roughly that to know modern Irish waS to be .
in possession of the ancient saga). 126

Let us add that those who dismiss Synge as UnIrish are

as wrong as those who allege that he is a_political, for if

being Irish means declaring one's love for Ireland and

promoting the Irish cause in one's duties, above and in

preference to the English, then Synge is Irish and national

in the extreme, even more so than the peddlers of hypocrisy

and lies, the so-called nationalists whose claim to that title

.derives sOlely from the volume of their noise-making.

Though Anglo-Irish, a truly Irish blood ran in Synge's

veins and it seems logical to begin a validation of this claim

by noting, immediately, that Synge's ancestors voted against

the Act of Union in 1801. Synge may have revolted against

other circumstances of his birth, such as religion, land-

lordism and class-consciousness, but the patriotism of the

early Synges, as demonstrated in the 1801 referendum, seemS

to have re-surfaced in him. In his Autobiography, Synge
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Soon after I had relinquished the Kingeom of
God I began to take a real interest in the
kingdom of Ireland. Everything Irish became
precious and had a charm that wa s neither
quite human nor divine, rather perhaps as if
I had fallen in love with a goddess, although
I had still sense enough to personify Erin in
the patriotic verse I now sought to fabricate.
Patriotism gratifies man's need for adoration
and has therefore a peculiar power upon the
imagina tive sceptic as .we see in France to-day. 127
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declared that soon after he renounced religion, he diverted

his attention to Ireland:
;

Irish language by winning a me daI in the language before

He carried this interest in Ireland with him to Trinity

College where he distinguished himself in the study of the

his graduation. He studied Irish literature under Professor

Goodman and also developed interest in Irish history. Some

of the major books he read LncLude Yeats and Moore's

"
Diarmuid and Grania, Wakeman's Handbook of Irish Antiquities,

Musgrave' s B.I:;'l.Q.~.l.lJonsin Ireland, Froude's The Engl~;!.n

Ireland, G.T •.Strokes' Ireland and the Celtic Church, William

Strokes' Life of George Petrie and Petrie's The ~cclesiastical

Architecture of Ireland.128 Synge travelled to Paris, soon

after his graduation from Trinity College, and here, he

attended Professor Jubainville's lectures on Celtic
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Civilization at the Sorbonne.

But perhaps the real flowering of his nationalist

spirit could be dated to his historic encounter with the

Aran Islands which he visited four times between May, 1898

and Autumn 1902. Synge encountered on these islands a

primitive but natural and distinguished ~ode of li~i~g which

contrasted sharply with the civilized decadence which he

encountered in the cosmopolitan centres of Dublin, Germany

and Paris. Even though the Aran Islanders were peasants,

Synge found it easy to identify with them and in spite of

several risks to his health, he visited them repeatedly and

immersed himself fully in their culture, savouring as he did

so, the beauty of their language, customs and costumes.

This encounter with the Aran Islands is central to a

discussion of Synge's creativity for it provided him with

themes and materials and the bulk of his writings is the

product of this encounter - a fact which establishes the

Irishness of his wri tin;}sand invalidates the popular

conception that they were imaginative inventions designed to

malign Ireland. Synge was so impressed with the Aran Islands

that he became convinced of the need to return home. In
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returned to Ireland.

This is a nationalist action when we consider the fact

that during and even before Synge's time, the usual pattern
"-wa s for artists to flee Ireland and seek comfort in exile.

creative expression existed in Ireland while America and

Ireland was to them an asphyxiating environment. The fana-

ticism of the Irish nationalist effusion imprisoned the

creative spirit; very few opportunities for economic gain and

England held promises of greener pastures. For these and

other rea sons, many Irish artists fled Ireland.

Shaw, Farquhar, Sherican, Goldsmith, Congreve and Burke

went to EnJland to establish a flourishing comic tradition.·

George Moore, Conal O'Riordan (Norreys Connell), Lord Dunsany,

Oscar Wilde, Padraic Colum, Seumas O'Brien, Joseph Campbell,

Austin Clarke, Ernest Boyd, Robert Lynd, John Eglinton,

Macklin, Peg Woffington, Spranger Barry, Sheridan Knowles,

~rossop, Macready Senior, The Blands, the Glovers, the

Boucicaults, Mrs. Henry Irving, John Drew, Ada Rehan, James

O'Neill and Virginia Earl also went into exile in nearby

England and America.
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Thus, Ireland became a provider of talents for other

nations while it remained artistical~y impoverished at home.

When Synge left for Europe in 1893, he waS therefore merely

following an established tradition of exile but by returning

to Ireland, by remaining there for the rest of his life, and

by situating his creativity in the Irish context, Synge

certainly deserves recognition as a nationalist. On his

return, he immersed himself fully in the Irish cause first

through his activities at the Abbey Theatre and also through

his writings. He was, to start with, the most national of

the Abbey dramatists.

Greene and Stephens, echOing the thoughts of Sinn

Fenians and Gaelicists, claim that the Abbey "was not a

national theatre" but" the persona L property of an English

woman who Was antipathetic to Irish nationalism and merely

wanted to further the artistic career of W.B. Yeats". 129

This is not true. The Abbey WaS a national theatre., It may

not have satisfied the wish of the politicians for a propa-

gandist theatre but it was surrounded by the national

spirit and many of its members were confirmed nationalists.

;--
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Frank Fay, for example, was an "ardent nationalist"

and ~'even something of a party line disciple of Arthur

Griffith,;.130 "At the height of his Irish enthusiasm",

George Moore who was one of the founding fa thers of the Irish

Literary Theatre and who, together with Edward Martyn, later

withdrew because of his preference for intellectual drama

and Ibsenism, tI threa tened to disown his brother's children

(having none to acknowledge himself) if they did not

immediately learn to speak Irish". 131

EdWard Martyn Was for many years a member of the

governing council of the Gaelic League. Thomas ~.~acOonagh,

author of When the Dawn is come, WaSa member of the Irish

1, ---

Republican Brotherhood (IRB). Sally and Molly Allgood were

members of Maud Gonne's Daughters of Erin and in 1897, Lady

Gregory and Yeats went to Galway to participate in some

Gaelic League programmes. ~adame Markiewicz and Macbride,

active participants in the Easter uprising, were friends of

the Abbey and even Maud Gonne, in spite of her trenchant

criticisms of Yeats and his friends, once acted the role of

Cathleen in Yeats's Cathleen ni Houlihan. Padraic Pearse and

Sean Connolly, who died during the uprising, were also

associated with the Abbey. Is it not also instructive that
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the Irish national anthem, "The Soldier's Song", WaS composed

by Peader Kearney, a senior Abbey Stage-hand?

By 1926, the Abbey had produced 241 plays by 92 authors,

77 of whom were Irish and some of the major nationalist plays

staged by the theatre include W.B. Yeats, Cathleen ni Houlihan

in 1899, William Boyle, The Mineral Workers (1906), Thomas

MacDonagh, When the Dawn is Come (1908), Conal.O'Riordan,

An Imaginary ConverS3tion (1909) and Padraic Pearse, The King

(1913). In terms of location, the Abbey WaS close to the

pulse of nationalism - James Connolley's Headquarters waS

situated behind the Abbey and during the Easter uprising,

fighting raged round the theatre but it waS left unscathed.

The fighters, as it were, recognised the place of the Abbey in

the national struggle. There is much to be deduced from this

symbolic gesture.

It remains to state that the pioneers of the Anglo-

Irish dramatic tradition were not pushed by any financial

interest but by a nationalist desire to create a viable Irish

dra~atic tradition that would rival what obtained in the

continent and it is the belief in the feasibility of this

aspiration that motivated all of them - managers, actors and
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directors alike. Besides, the foundation of the Abbey was

informed by nationa 1 considerations. See the following letter

drafted by Lady Gregory and W.B. Yeats in late 1898:

We propose to have performed in Dublin in the
spring of every year certain Celtic and Irish
plays, which whatever be their degree of
excellence will be written with a high ambition,
and so to build up a Celtic and Irish school of
dramatic literature. We hope to find in Ireland
an uncorrupted and imaginative audience trained
to listen by its passion for oratory, and
believe that our desire to bring upon the stage
the deeper thoughts and emotions of Ireland will
ensure for us a tolerant welcome, and that
freedom of experiment which is not found in
theatres of England and without which no new
movement in art or literature can succeed. We
will show that Ireland is not the home of
buffoonery and of easy sentiment, as it has been
represented, but the home of ancient idealism.
We are confident of the support of all Irish
people, who are weary of misrepresentation, in
carrying out a work that is outside all the
political questions that divide us. 132

Yeats has written that this nationalist aspiration

emerged uppermost in the writings of John Synge, himself and
133Lady Gregory but it seems it waS Synge alone who completely

succeeded in bringing "Everything down to that sale test
134again/Dream of the noble and the beggar-man". It is perhaps

this full identification with the Irish soil that makes Synge

the most national of the Anglo-Irish dramatists.
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As a director of the Abbey, Synge encouraged the

production of Gaelic plays and even stage-managed some of

them and when Yeats, in a bid to expand the scope of the

theatre, wanted to encourage international drama alongside

their original dramatic fare, it wa s Synge who reminded him

of the supremacy of the national aspirations of the theatre.

An important incident was the appointment of Alfred Waring,

"an English actor of conspicuous ability" as the manager of

the Abbey sometime in 1904. SynJe complained bitterly about

Waring's appointment and subsequent productions. Unable to

mask his displeasure, he wrote to Yeats protesting Waring's

use on the Abbey stage of "many of the worst tricks of the

English stage". "That is the end", he wrote, "of all the

Samhain principles and this new tradition that we were to lay

d II 135own • These are the words of a nationalist.

nationalism than other Anglo-Irish writers because

Daniel Corkery opines that Synge went farther in his

he WaS the only one of them who took the
trouble to learn Irish so well that he could
freely converse in it with native speakers
and also took the trouble to make himself
familiar wi th the details of the pea =ants'
lives. 136
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Beyond this, an examination of Synge's writings - critical

and creative - would also confirm the strength of Synge's

nationalism.

Synge's critical writin]s are few comprising only

occasional remarks on drama and theatre and his prefaces to

The Tinker's Wedding, The Playboy of the Western World and

Poems and Translations; but running through them, is Synge's

love of Ireland and patriotic spirit. In his prefaces,

Synge calls for a dome st.Lcat.Lon of the creative intellect

and denounces any attempt to ape the decadent dramatic

traditions popular in the continent. In his view, an Irish

writer would achieve depth and originality only if his art

draws sustenance from the Irish heritage of humour and rich

dialogue. IJl The Tinker's Wedding, Synge denounces the

dicactic and humorless plays of Tb sen and the Germans,

popular in Europe at the early part of the twentieth century,

and calls for a restoration of humour to the stage. He adds

that

in the greater part of Ireland, however, the
whole people, from the tin~ers to the Clergy,
have still a life, and view of life that are
rich and genial and humorous. 137
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The Tinker's Wedding waS written in part in recognition

of this Irish love of humour:

I do not think that these country people,
who have so much humour themselves will
mind being laughed at without malice, as
the people in every country have been
laughed at in their own comedies. 138

In this statement, which is partly an a posteriori apologia

for the acerbic and anti-clerical tone of 1he Tinker's

Wedding, Synge misjudged the Irish temperament as the regular

protests against his plays must have shown him. But useful

for now, is his preference, in this preface, of the tradi-

tional Irish heritage to European literary traditions.

This preference receives a more lucid expression in the

Preface to The Playboy where Synge explains the degree to

which his works are rooted in popular Irish imagination:

In writing 'The Playboy of the Western World' ,
as in my other plays, I have used one or two
words only that I have not heard among the
country people of Ireland, or spoken in my
own nursery before 'I could read the newspapers.
A certain number of the phrases I employ I
have heard also from herds and fishermen along
the CDa st from Kerry to Mayo or from beggar-
women and ballad-singers nearer Dublin, and I
am glad to acknowledge how much I OWe to the

/
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folk-imagination of these fine people. ~ny
one who has lived in real intimacy with the
Irish peasantry will know that the wildest
saying s and idea s in this play are tame
indeed, compared with the fancies one may
hear in any little hillside cabin in Geesala,
or Carraroe. or Dingle Bay. All art is
collaboration ••• 139.

Synge further argues that a writer must situate his

creativity in folk imagination presenting joy and reality

at once. It is the absence of this in the writings of

Mallarme, Huysmans, Ibsen and Zola - in fact in "the modern

literature of towns" and" intellectual modern drama", in

general - that makes them" joyless and pallid". Language

is particularly important:

In a good play every speech should be as fully
flavoured as a nut or apple, and such speeches
cannot be written by anyone who works among
people who have shut their lips on poetry. In
Ireland, for a few years more, we have a popular
imagination that is fiery, and magnificent,
and tender, so that those of us who wish to write
start with a chance that is not given to writers
in places where the springtime of the local life
has been forgotten. and the harvest is a memory
only, and the straw ha s been turned into bricks. 140

Synge re-emphasizes the importance of language in the

preface to poems and Translations where he contends that the
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timber of poetry is strong, only when it has "strong roots
141among tt}e clay and worms". And in an essay entitled

"National Drama: A Farce" which he wrote, in all probability,
142shortly after The Shadow of the Glen, had been attacked,"

he, speaking through a character called Jameson, recommends

national drama but Warns that the writer's use of local

materials should not blind him to the more universal and

humanistic values of art:

••• An Irish drama that is written in Ireland
about Irish people, and not on a foreign model
will and must be national in so far as it
exists at all. Our hope of it is that as
Ireland is a beautiful and lovely country that
the drama that Ireland is now prOducing may
catch a little of this beauty and loveliness,
as the Irish music has caught it (without)
knowing or thinking, and will escape the foolish-
ness that all wilful national(ism) is so full
of ••• Art is sad or gay, religious or heretical,
by reason of accident and cause we cannot
account for and the smaLl, Tuscany produced at one
time Dante and Boccaccio, who are surely both
national and yet we feel that Dante might have
been born in Paris or Rabelais in Venice. The
national element in art is merely the colour,
the intensity of the wildness or restraint of
the humour ••• The· essentials of all art are
the eternal human elements (coat sleeve) of
humanity which are the same everywhere and it is
only in the attributes that make art more or less
charged with beauty, more or less d3ring and
exquisite in form, more or (less) dull or shiny

on its surface, that the influence of place is
to be found ••• 143
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But perhaps Synge's most direct endorsement of national

litera ture is the following statement which he made while

writing The Aran Islands:

Goethe's weakness, he says, (is) due to his
having no national and intellectual mood to
interpret. The individual mood is often
trivial, perverse, fleeting (but the)
national mood (is) broad serious, provi-
sionally permanent. 144

Synge lived up to this credo in all his writing s -

creative and critical. Uniting both levels of his intellect

is the national element which emerges throughout like a

recurring decimal and hence es'tab Ltshes itself a s a corner-

stone of Synge's sensibility. Commenting on The Aran Islands

for example, Corkery observes that "it is the book of not

alone a Nationalist but a patriot". 145 In this book, &jnge

romanticizes traditional Irish culture as it existed in its

primitive form in the west of Ireland and his observations and

attitudes towards this culture are not those of a conde s-

cending Ascendancy gentleman, used to European civilization,

but of a true-born Irish who is appreciative of the wild beauty

of Irish culture. Synge identified fully with the islanders;
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he Was struck by their language which he says is "simple

yet dignified"; 146 "so simple and so attractive" (p.276)

and the people" spoke with a delicate exotic intonation

that was full of charm" (P. 162).

They ~osse~sed such a flair for language which gave

them "a fair notion of what it means to speak and think in

many different idioms' (p. 170). Synge noted their lingui-

stic peculiarities and speech patterns. Amongthem, he

learnt and spoke Irish and after returning to Paris, he

exchanged cor-r-e spondence with them also in Irish. Synge

listened to stories from old men on the islands and expressed

his admiration of the islanders' way of life. He praises

their sense of colour, their communal kinship and super-

stitions, and their optimism even in the midst of the sorrow

of early deaths often imposed on them by the sea.

The Aran Islands is the book of a Nationalist and a

patriot. It is a celebration of all that is noble and pure

in Ireland. It is also remarkable that it is Synge's

contact with these islands that engendered his nationalism

and provided him with the" objective correIa tive" 147 of his

crea ti vi ty.
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Elsewhere, we have discussed how The Aran Islands

constitutes the framework for Synge's plays. Using ~~

!9 the Sea as an example, we explained the extent to which

Synge's creative ,output is situated in folk intelligence or
148rooted among "the clay and worms". The point is worth

pursuing further that all of Synge's plays, without exception,

are Irish in conception and execution. The Well of the Saints

is based on a story about the holy well which old Mourteen

told him during his first visit to the Aran islands; 149

The 91adow of the Glen is based on the story of an unfaithful

wife which he heard from Pat Dirane in 1898. 150 The Playboy of

the Western World is based on the story, narrated by the

oldest man in Inishmaan, of a Connaught man who killed his

father with a spade and was protected from the police by the
'1' d 1 t heloed t t ,151 Th Lnk ta s anoers an a er e pe 0 escape 0 Amer-a ce, e T~n er s

Wedding derives its plot from a story told Synge by a herd

in Wicklow. Deirdre of the Sorrows is based on a popular

Irish ssga - the Deirdre Saga.

These plays are suffused with many details of Irish life

and culture and superstitions and they could be seen, a s Paul

Botheroyd's essay on The Aran Islands and Riders to the Sea
, d 152 I' bl ' fev~ ence, as re ~a e startlng points or an understanding
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into the psyche of Irish life generally." 153

It must also be a ctnitted tha t Synge succeeds in

achieving, through these plays, the very dream which years

of Gaelic League zealotry failed to actualise, and this is

ironic considering the fact that many of Synge's arch-

detractors were members of the League. The dream of the

league, as earlier stated, was to popularise Gaelic and

establish it in place of English as the official language of

Ireland. This dream lasted only till a few years after

independence; today it is already forgotten and many Irishmen

prefer to speak English. But Synge's plays, through their

Gaelicization of the English language, remind the world of

Ireland's own language. Every outsider who encounters

Synge's language cannot fail to remark upon its peculiarity

and in an attempt to understand this, the outsider's

attention is called to its Irish heritage. Thus Synge,

through his linguistic idiom, becomes a cultural ambassador

and a patriot too.

It is true that Synge inherited this idiom from

Standish O'Grady, Douglas Hyde, Lady Gregory, SoJift,
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Somerville, Ross, Yeats and Maria Edgeworth who before him

had experimented with the Anglo-Irish idiom. It may also

be true that Synge's use of Gaelic Syntax and patterns is,
. 154 Da . 1 C k 155 d L·A Gas St. John G. Ervlne, nle or ery an •••

Strong156 claim, artificial, contrived, stagey and absurd

but that it is the most distinguished linguistic innovation

in Irish literary history is incontrovertible. With it,

Synge popularised the peasant mode of dramatic composition,

the Irish language and Ireland herself. His influence, in

this respect, is evident in the works of other peasant

dra~atists - George Fitzmaurice, Padraic Colum, William Boyle,

SeumaS O'Kelly, Lennox Robinson, Daniel Corkery and T.C. Murray.

Synge's nationalism could also be traced to the fact

that his plays are peopled by tinkers, vagrants and peasants.

Even in Deidre of the Sorrows where the material is heroic,

Synge divests the characters of their royal and heroic

pretenses and brings them to the level of the common man.

This mode of characterization is Significant because in the

colonial Ireland of Synge's time, peasants were the main

victims of the imperialist system. By centra Iising this

marginalised class, composed mainly of Irish-Irish Catholics,

Synge was by implication recognising and advertising their
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significance and humanity and because this was also the main

aspiration of the so-called nationalists, Synge, it may also

be said, waS equally a nationalist.

That Synge is nationalist is conclusive. The aspira-

tions of decades of Irish nationalism dated as far back as

the Kildares resistance of Henry VIII's incursion till

la tterday "Irishla try" of the Gaelicists and Sinn Feinians

are resolved, at a cultural level, in his writings with

clarity and comprehensiveness so much so that his writings

Seem to complement the efforts of politicians. It is an

evidence of the ambivalent relationship between writers and

politicians that the politicians of Synge's time failed to

realise this.

The misunderstanding between Synge and the politi-

cians re-stated, for the purpose of emphasis, arose out of

his own refusal to conform with the exclusive and racist

doctrine of nationalist writing propounded by them. He

summarised his position in a letter to Stephen Mackenna,

on January 28, 1904:
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(

I do not believe in the possibility of
"a purely fantastic, unmodern, ideal, breezy,
springdayish Cuchulanoid National Theatre"
••• no drama can grow out of the fundamental
realities of life which are never fantastic,
are neither modern nor un-modern and, as I
see them, rarely Spring-dayish or breezy or
Cuchulanoid ••• I think squeamishness is a
disease, and that Ireland will gain if Irish
writers deal manfully, directly and decently
with the entire reality of life ••• I think
the law-maker and the law-breaker are both
needful in society - as the lively and volcanic
forces are needed to make earth's crust habitable
- and I think the law-maker is tending to
reduce Ireland, or parts of Ireland, to a dismal,
morbid hypocrisy that is not a blessed
unripeness. 157

In other words, Synge did not believe in the hypo-

critical romanticization of Ireland which the politicians

demanded but in the facts of reality. And reality, as it

appeared to him, Was far from being subjective; the picture

of Ireland which emerges therefrom is not a saintly and

faultless one but a human one with its positive and negative

antinomies. By differing from the politicians, Synge then

an objective assessment of Ireland in spite of the neta.onaLtst;

delirium. This is in line with the official policy of the

Abbey Theatre as articulated by Yeats in his Advice to Play-

wrights 158 but it is also a reflection of Synge's own
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constitution - his lack of pretense, hatred of hypocrisy

and lies, and his love of truth.

·Synge's nationalism therefore is two-fold: it is

cultural to the degree that it is based on and dramatises

Irish custom and folk imagination; but it is cultural

nationalism without its usual elerr.ent of flattery. It is

also an objective, satirical nationalism, what David Krause

describes aptly as "higher nationalism" that is, a form of

nationalism that is concerned with "the search for the truth

about man, the quintessential nature of his character and

his world". 159 It may be said tha t it is this intrusion of

higher nationalism which incidentally serves as a Shield

for the cultural content of Synge's plays, which prevented

the politicians of his time from appreciating the valuE of

his writings. Take The PlaYboy for example.

Apart from Daniel Corkery who prefers Riders to the

r-v 160 1~, there is a consensus among i terary critics that

The Playboy is Synge's maste~piece, the maturation of his

poetic and theatrical skills and his most important contri-

bution to world drama. There is much truth in this claim

but the greater significance of The PlaybOY would seem to

lie in the fact that it is the play which brought Synge,
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the Abbey Theatre and the entire Anglo-Irish movement,

world fame. The Playboy is a "cause celebre" in Irish

thea tre history, with it, Synge and the Abbey achieve first

a "success de scanda1e" and then 1ater a "success d' estime".

When the play WaSpremiered in Dublin in the last

week of January 1907, it led to serious riots at the theatre.

Its subsequent performances in England and America produced

similar reactions. 161 On account of The Playboy, Lady

Gregory Was ex-communicated in Gort, her country home162

and in Chicago, America, she Was served a death warrant.163

-~

Synge was denounced a s an enemy of Ireland for writing the

play, the Abbey for staging it and Yeats for having the

temerity to defend it.

William Boyle and Padraic Co1um, whose nationalist

sensibilities were injured by the play and the negative

publicity which it attracted, withdrew from the Abbey.

Spectators booed the play and its performers; at the end,

"A Nation Once Again' Was sung to counter the anti-Irishness

which they detected in the play. Not even Synge's

explana tion tha t the play is ba sed on a factual incident,

of a young fellow on the Aran Islands who had killed his
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father and WaS helped by the people to dodge the police and

escape to America, 164 could pacify the public. Throu]hout,

A strong protest must, however, be entered
against this unmitigated, protracted libel
upon Irish peasant men and, worse still,
upon Irish peasant girlhood. The blood
boils with indignation a s one recalls the
incidents, expressions, ideas of this
squalid, offensive production, incongrously
styled a comedy in three acts. 165

Ih§ Playboy Was performed under police protection and some

of the rioters, including Padraic Colum's father, were

charged to court. The play generated a spate of public

debate evident in many Dublin newspapers of the time,

notably Evening t.tail,Irish Independent, Freeman's Journal,

Evening Herald, Irish News and Belfast Morning News, ~

.E&.!2, Dublin Da.ily Expre.§.§and The Leader.

The main grouse against The PlaybOY is that it is an

insult to the Irish nation, a mockery of Irish men and women

and a misrepresentation of Irish religion. In a review on

Monday, 28 January, 1907, The Freeman's Journal reported that

H.S.D. of the Evening Mail complained that "the story is

simple, and, it must be saLo at once, entirely unconvincing". 166

The Sinn Fein, edited by Arthur Griffith, arch-critic of
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Synge and the Abbey, wrote in its leditorial of February

2, 1907:

Wor. Synge's playas a play is one of the
worst constructed we have witnessed. AS
a presentation on the public stage it is a
vile and inhuman story told in the foulest
language we have ever listened to from a
public platform. 167

The Belfast Press, in a review of the Abbey Theatre,

summarised the indignation against the play:

w'r Synge has written a play which has been
characterised a s an insulting monstrosity
and a vile caricature of Irish people by
three-fourths of the Daily Press of Dublin,
and whose dirty and blasphemous language is
not defended by even the 'Irish Times'. This
play has been violently interrupted and
-fierceI~ hissed and hooted by Irishmen in
Dublin. The police have been called in to
'quell' the tumult raised by the indignant
populace. A torrent of execration has been
.the nightly reWard of the actors who strive
to represent a murderer, an idiot, some
vulgar, shameless, unnatural viragoes with
the soul and tongues of strumpets, and a
medley of drunken mindless brutes as
typical peasants of the Gaelic County of
w,ayo. 168

These excerpts do not fully represent the range of

bile and revulsion which The Playboy generated but they,

at least, give intimations of the kind of reception which
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attended the play. In a defence to The Irish Times, Synge

explained that

"The Playboy of the We stern World" is not a
play with 'a purpose' in the modern sense of
the word, but although parts of it are, or
are meant to be extravagant comedy, still a
great that is in it, and a great deal more
that is behind it, is perfectly serious,
when looked at in a certain light. That is
often the case, I think, with comedy, and no
one is Quite sure to-day whether" Shylock'
and 'Alceste' should be played seriously or
not. There are. it may be hinted. s~veral
sides to 'The Playboy,.-remphasis mine~9

Critical commentaries on the play have borne out the

truthfulness of Synge's comment as many critics have examined

the play from different angles with each critical commentary

prOducing its own vista s and generating others and it is

this complexity of meaning that partly makes The PlaybOY the

e ccomp Id shed work that it is. Alan Price says the play

embodies" several degrees of blindness to, or awar-ene ss of,

dream and actuality, instances of deception occur ••• but

the unconscious deception, the poetic fiction, helps to
170create a new and better actuality and to bring happiness".

Andrew E. Malone describes it as a satire on the "acceptance
171of appearances". w.ary C. King says "The Playb£Y....Qfthe

r
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Western World might justifiably be described as the apotheosis

of the.meta-dramatic itself". 172 Ronald Peacock interprets

it as a sat i.r-e on Synge himself and artists generally:

This comedy is not directed only against the
people of Mayo, but against Synge himself;
against the artist and his dangerous love of
fine words. It is at once the fullest dis-
play - conscious display - of his most dis-
tinguishing gift, and an ironic commentary
on it. 173

George Bernard frIawargues that "The Playboy's real

name was Synge; and the famous ~ibel on Ireland (and who is

Ireland that she should not be libelled as other countries

are by their great comedians?) WaS the truth about the

Id" 174wor • Thomas Whitaker, like Peacock and Shaw, also
175finds parallels between Synge and Christy Mahon. T.R.

176 . 177Henn and Darri eL Corkery see the playas a dramati-

S3tion of the Dionysian instinct in man. Yeats described
178it as "an example of the exaggeration of art"; also as

"the natural instinct of everyone allover the world - to

love the spirited man, to love courage and hate timidity". 179

Una Ellis-Fermor opines that the central theme of the play is

"the growth, like a Japanese paper flower dropped into a bowl
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of water, of Christopher Mahon's new self". 180

J.j;='. Kilroy says "The Playboy of the Western World

dramatises the gradual development of the poet's craft from

its first uncertain expression to the full display of mature

t" 181ar • "The Playboy", Nicholas Br'ene opines, "is at once

an extravagant comedy of Situation, and a dramatic Bildungs-

roman in little. We witness the metamorphosis of a figure

of farce into a dynamic character". 182 183Stanley Sultan
184and Hugh H. Maclean draw parallels between Christy Mahon

and Christ; but HOward O. Pearce contends that he is merely
185a "mock-Christ".

"There are", indeed, "it may be hinted, several sides
186to the Playboy":

we cannot afford to abstract a theme and say
- this is what the play is about. As soon
as we formulate some such theme, the relation
between fantasy and reality, the nature of role-
playing, the growth of personality, it distorts
the play's vision. The Various levels of
meaning which stand in relation like the terms
of a fraction are then divided out into a false
decimal finality. The play is puzzling, and a
common reaction to seeing or reading it for
the first time is complete bewilderment. This
bewilderment, however, is perfectly appropriate
••• There are no short-cuts to the play'S
meaning. 187
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Because of this complexity of meaning, it would be

impolitic to either legislate over the two opposite reactions

to the play or take sides. Each interpretation of the play

is valid in so far as Synge intended it to be a controver-

sial piece. The general condemnation of the play in Ireland

should be seen as an upsurge first, of accumulated

grievances against the Irish Literary Movement dating back

to the prOduction of Yeats'S Countess Cathleen in 1899;

second, of anti-Synge campaigns beginning with the 1903

production of The Shadow of the Glen; and third, of the

native Irish sensitivity to criticism - a trait which reached

its peak during the years of nationalist struggle.

Produced in 190? in the heat of nationalism, the

public could not tolerate the boldness with which The PlaYboy

violated the psychic state of the period; at such a period,

Ireland, the Playboy riots suggest, could not accommodate

any art-work which ridicules the nation and hence may slow

down the struggle against British imperialism. The Playboy

is therefore a victim of nationalist parochialism and another

illustration of the impatience of politicians with art which

does not propagandize the spirit of the moment.
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The Playboy riots are unfortunate. A detached

investigation of The Playb~ reveals that, despite the

charges of anti-Irishness levelled against it, it is indeed

Irish first in the sense that it is culturally situated in

Ireland but more urgently in the sense that it is an

allegory on the Irish situation with several antinomies

and moral instructions which are relevant to the Irish

condition and struggle. H.S.D., the Evening Mail reviewer,

that h 1 . 11 188_Th··argues t e p ay as ob scure as an a egory. as l.S

not true.

judices reveals that they are all, in varying ways, allego-

rical comments on the Irish struggle for independence.

This much becomes clear through an examination of the

repression-freedom dialectic at the heart of Synge's dramatic

oeuvre.
189The Playboy of the Western Worl~ for example,

oscillates between the two polarities of repression and

freedom and the dramatic pulse centres on Christy Mahon's

evolution from an insecure, beleaguered lad into a confident

poet and man of the women, strong and capable of perpetua-

ting his new image. In the first and second acts of the
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play, he describes himself and is described by Old Mahon,

his fa ther, as" a middling scholar only" [o , 115), "toiling,

moiling, digging, dodging from the dawn till dusk" (p.122),

with no one heeding him save only" the dumb bea sts of the

field" (p.122); "an ugly young streeler ••• a dirty,

stuttering lout" [p , 142), "a lier on walls, a talker of

folly 00. a poor fellow" with "a queer rotten stomach",

"the loony of Mahon's", "a small low fellow" [p , 142) "dark

and dirty", "an ugly y6ung blackguard" [o , 143).

But by the end of the play, in the third act, this

personality has undergone a transformation and Mahon becomes

"the Champion Playboy of the Western World" (p.150), "the

champion of the world" [p 0 151), "the only Playboy of the

the Western World" (p.16?) and "a likely gaffer in the end

of all" (P. 167). ThUS, Synge creates a myth of personality

and the accent is on Christy's struggle for freedom and the

realisation of his dream.

In Act One, Christy Mahon arrives at the Flaherty's

"tired, frightened and dirty" (Po114) burdened by guilt

and searching for a safe place to hide from the police.

His fear of the police excites his hosts whose life-style

and occupation often brings them in contact with the men
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of the law; hence they interrogate him determined to unravel

the mystery of his fear. But Mahon, intimidated by the

prospect of "a prison behind him, and hanging before, and

hell's gap gaping below" (p.117) and genuinely ashamed of

his deed, is reluctant to disclose his crime.

Confronted with the threat of violence, he, however',

owns up: "Don't strike me. I killed my poor father, Tuesday

waS a week, for doing the like of that" (p.117). But

contrary to the repudiation which Christy expects a state-

ment of this nature to evoke logically, his audience receives

the news ,,(with blank amazement): Is it kill your father?"

(p.117) as if it is an ordinary, quotidian, event normal and

rea sonable.

This marks the beginning of the series of contradic-

tions which runs through The Playboy as Philly, Jimmy,

Michael and Pegeen begin to romanticise Christy's parricide:

"There's a daring fellow" says Philly (P. 117); "Oh Glory

be to God" (p.11?) Pegeen exclaims; and Michael states

"(with great respect): That was a hanging crime, mister

honey. You should have had good reason for doing the like

of tha~' (p.11?). All kinds of eulogy are showered on
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Christy and as the scene progresses, the people begin to

see him as a source of inspiration and their means of

intimidating the policemen of Mayo although these are

"decent, drouthy poor fellows, wouldn't touch a cur dog

and not give warning in the dea d of night" (p. 119).

Instead of admonitions and betrayal, Christy finds

sympa thy and admira tion in his hosts and in celebration of

his deed, he is further offered a job as a pot-boy at the

Flaherty's Shebeen: "That'd be a lad with the sense of

Solomon to have for a pot-boy" (p.118). Convinced that he

is safe from the law, Christy relaxes and begins to savour

the novelty of his new-found fortune •. Soon, news of his

arrival and deed spreads round the whole of Mayo and he

instantly becomes a celebrity especially to the women who

shower him with gifts and affection and compete among them-

selves for his attention. The competition in this respect

is more decisive between Pegeen and Widow Quin although it

is the former who is more deliberate and desperate in her

struggle for this "fine lad with the great savagery to

destroy (his) da" (p. 136).
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The significance of this struggle is that it enhances

Chris~y's emerging self-confidence and completes the first

stage of his movement from repression to freedom. It should

be instructive to plot the chart and implications of this

movement and in doing so, let uS state that Christy's

flight from Meath to Mayo is informed by a frustration with

the socially and psychologically suffocating nature of the

Meath environment and a corresponding search for freedom

from this condition.

Meath, according to Christy, is a very repressive

environment which dwarfs his talents and initiatives and

leaves him no room for growth. He tells his story with

poetic flourish in Acts One and Two and his father who

appears later in Act Two embellishes it further, although

his own account is contemptuous. But through these stories,

a picture of Christy's background is drawn providing a

contrast to his present condition.

Back home, Christy was a quiet person; "there wasn't

a person in Ireland knew the kind I was, and I there drinking,

waking, eating, sleeping, a quiet, simple poor fellow with

no man giving me heed" (p.122). The girls had no regard

for him, he was" the laughing joke of every female where
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7

four baronies meet, the way the girls would stop their

weeding if they seen him coming the road to let a rOar at

him and call him the loony of Mahon's" (p.142). He was so

intimidated by this unwelcoming attitude that each time he

saw "a red petticoat coming swinging over the hill, he'·d

be off to hide in the sticks, and you'd see him shooting

out his sheep's eyes between the little twigs and the leaves,

and his two ears rising like a hare looking out through a

gap" (p.142). The re su'l t is that Christy had very little

personality - "A small low fellow" (P. 142) "Dar-k and dirty •••

an ugly young blackguard" (p.143), "an ugly young streeler •••

a dirty stuttering lout" [p , 141), "a dunce never reached

his second book" (p.149); "he WaS the fool of men" (p.150).

Old Mahon attributes Christy's low personality to

laziness and love of talk but Christy, on the contrary,

accuses his father of being his major problem. The picture

he paints of him is that of a sadistic taskmaster who keeps

.him so busy on the farm the t he he s no time for any "joy or

sport" except when he goes to poach rabbits and apprecia te

the beauty of nature.

The cummulative effect of all these is that Christy

became pSYChically embattled with an avalanche of repressed

./
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grievances awaiting a change for expression. He lived a

J "bitter life" (p. 124) and was "lonesome all times" [p , 136).

'I won't wed her,' says I, 'when all know
she did suckle me for six weeks when I
came into the world, and she a hag this
day with a tongue on her has the crows
and seabirds scattered, the way they
wouldn't ca st a shadow on her garden with
the dread of her curse' (P. 132).

And rancour raged in his heart against his father. Matters

reached a head one day when Old Mahon instructed him to go

to the priest and tell him that he, Christy, would wed

"the Widow Casey in a score of days" (Po 131).

Christy refused, rejecting his father's rationalisa-

tion of the marriage on the grounds that Widow ca sey would

prevent him from the harshness of the world. He also

suspected that his father was primarily interested in the

woman's wealth; besides, he hated her; she "a walking

terror from beyond the hills', old, flabby, handicapped,

and "a woman of noted misbehaviour with the old and young

(Po 131):

Old Mahon would have none of his son's audacity and

threatening to "flatten" him "like a crawling beast haS

pa ssed under a dray" if he disobeys him, he sits up

!
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brandishing his mug and lifting a scythe; "he says God have

mercy an your soul" [p , 132). Christy disregards the filial

ethos between him and his father, and accepts the challenge:

"Or on your own says I, raising the loy" [p , 132). Thus,

a combat is declared:

He gave a drive with the scythe, and
I gave a lep to the east. Then I turned
around with my back to the north ••• (p.132)

and

I just riz the loy and let fall the edge
of it on the ridge of his skull, and he
went down at my feet like an empty sack,
and never let a grunt or groan from him
at all. (P. 118)

This is the crime which compels Christy to flee into

exile and its significance lies in the fact that it is an

act of rebellion, a Camusian context in which the slave says

No to his master. It is also important in the sense that

it leads Christy Mahon to Mayo where, due to his acceptance

by the community, he discovers himself and realises his

potentials to the full.

The spotlight of this repression-freedom dialectic

may be on Christy, as shown above, but aspects of it also
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reflect on all members of the Mayo community with the

exception, perhaps, of Shawn Keogh and Father Reilly - the

two conservative elements in the community who do not voice

any yearning for the transformation of their condition. Like

Christy, back in his native home, the Mayoites are also

harassed by loneliness and a life-style which compels the

individual to think of alternatives; of freedom. It is a

dull community, with little excitement, save for the sports

and the usual wakes and other social events which provide

occasional opportunities for cavorting. Each of the

characters craves some novelty and it is because Christy

provides this with his gallous story, his gift of the gab

and his gallantry that the Mayoites admire him.

Pegeen's fascination with Christy is fairly represen-

tative; a marriage to him is supposed to free her from her

dull environment but her error, and that of her compatriots,

is that unlike Christy, they lack the spirit to face the

challenges posed by their aspiration. Christy, for example

is desperate to gain his freedom at all costs. Apart from

'Killing' his father in Meath, he 'kills' him a second time

in Mayo when he discovers that he is still alive. For him,

the object of repression must be done away with at all costs.
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But the Mayoites lack this daredevil spirit, this

blind, instinctual urge for freedom. -As soon a s Christy

brings the reality of violence and murder to their door-

steps, they immediately desert him and threaten to hand him

over to the police. But like the typical comic hero that he

is, Christy is saved from the hangman's noose with the

discovery that Old Mahon still lives. Thus, in falling,

Christy rises again and promises to be an even more endearing

personality. The Mayoites everrcuaLl.ylose him; with his

exit, it seemS they would all return to their former state

of loneliness and dreariness. As it is then, it is the

conservative forces of tradition that triumph in Mayo;

Pegeen would return to Shawn Keogh and life may probably

continue in its usual monotonous pattern. It is the reali-

sation of this failure to cling to the alternative possibi-

lities of living openea up by Christy's personality,

together with all its symbolic implications, that produces

Pegeen's lament: "Oh, my grief, I've lost him surely. I've

lost the only Playboy of the Western World" (p.16?). This

lament conveys Pegeen's personal grief but also echoes the

.regret; of those in her community whose lives Christy's

intervention had transformed within two days.
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Thus, The Playboy explores two aspects of the

diale~tic under discussion. At one extreme is Christy's

urge for freedom which becomes effective because it is

backed up by the spirit to succeed, and at the other is the

languid search for change by Pegeen and the rest of Mayo.

Far from being a celebration of murder, The Playboy is an

allegory for those in search of freedom from self-negating

circumstances; by presenting two modes of combating this

condition, the play challenges the T.Bader to allign with

whatever position suits his fancy. Put differently, The

PlaybOY is a commentary on the nationalist struggle and this,

coupled with its contextual Irishness, is what qualifies

it, in our view, as a nationalist play.

Same is the case with Synge's other plays. Like

The Playboy, these plays present the spectacle of characters

who are repressed within an hermetic environment, dogged by

loneliness and langour, in which meaningful inter-personal

relations are almost impossible. These characters enact

several strategies to free themselves from this environment.

They may fail (as in Riders to the Sea, The Well of the Saints,

The Tinker~.Weddi~, Deirdre of the Sorrows and In the Shadow

of the Glen) or succeed (as in The PlaybOy) but the accent
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is neither on their failure nor on their success but on

(

their ~rive for freedom, on their resolve to establish their

individuality under circumstances which dwarf their ~

significance and also, on the epiphanic implications of this

struggle for survival.

The nationalist content of Synge's plays is not in

doubt. These plays evince cultural nationalism insofar

as they derive the tone and colour of their language,

characterization and setting from the Irish landscape.

They ultimately propagate higher nationalism190 because

this cultural content is harnessed to make cogent state-

ments on man and the reality of his life. An example of

such statements is the repression - freedom dialectic

already discussed. Besides, In the Shadow of the..§len

examines the dilemma of loveless marriages; The Tinker's

Wedding bristles with anti-clericalism and iconoclasm as

it subjects the two orthodox institutions of religion and

marriage to a searing cross-interrogation. Deirdr~f the

Sorrows discusses pride, freedom, the power of love and the

clash between individual will and official stubborness.

The Wel1-2f-1b~~ explores the contradictions between
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dream and reality. Blders to the Sea centres on the futility

of life in the midst of a compressionist world which negates

all initiatives and the will to live.

Through this combination of cultural patriotism and

iconoclasm, Synge's plays bear strong symbolic and ethical

relevance to Ireland; and the parallels bet.....een them and

the personality of the Irish nation are patent. For example,

Ireland like Etynge's characters, Was weighed down by a

stronger force, namely British imperialism, which colonized

it and robbed it of the possibilities of self-assertion and

expression~ That is, Ireland, like Nora, Deirdre, Christy,

the Mayoites and the Douls, waS also trapped within the

opposite poles of repression and freedom and the accompanying

yearning for liberation. It is for this r-ea son that

Synge's plays are seen as allegorical commentaries on the

Irish struggle for independence.

But Ireland, caught in the tide of the nationalist

cauldron and sold to easy solutions, failed to heed not

to talk of contemplating these comments and their ethical

implications. And ironically, it was Synge who bore the

brunt of this failure evidenced by the strang wave of anti-

Synge campaigns during the period 1903-1912.
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Soyinka and Nationali~

·A discussion of ~yinka' s nationalism requires a

consideration of the negritude phenomenon which WaS popular

in Africa in the sixties partly because the growth of this

phenomenon coincided with the beginning of 9oyinka's active

involvement in Nigerian literature and also because it

constitutes the theoretical base of the various charges of

anti-na tionalism that have been levelled aqa i nst; fPyinka.

The term negritude WaS first coined by Aime Cesaire,

the Martinique poet, in a poem entitled "Cahiers d'un retour

au pays natal" published in France in 1939. In this poem,

Cesaire enjoined all black peoples who have experienced

colonialism to return to their native roots in order to

re-discover themselves. This entails a rejection of the

colonialist's culture and a dramatisation of the indigenous

heritage. In its theoretical context, this summon seems

logical considering the fact that part of the aim of the

imperialists is to de-emphasize the indigenous culture of

the colonized and substitute theirs for it. In Africa, this

cultural colonization did not merely stop with the imposition

of cultural values but also involved the indoctrination of

the indigene to make him accept the inferiority of his culture.
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Thus, the entire colonial machinery waS designed to demean

the indigenous African culture. Witness colonial literature

for example.

Here, the portraiture of the African invites parallels

with the image of the stage Irishman; that is, the African

is portrayed as sub-human, incapable of civilized thought

and congenitally backward and dishonest. This is the kind

of image we encounter in such novels as John Cameron Grant,

lhe Ethiopian: A Narrative of the So£i§h~ Human Leopar'£~H

Mary Bird, ~aora: A Ro~nce of West African W,issions;

Mary Gaunt, The Arm of the Leopard, Joyce Cary, Mister Johnson;

Elspeth Huxley, Flame Trees of T~191 and in the plays of

George Peele, Christopher Marlowe, Robert Greene, William

Shakespeare, George Chapman, Thomas Heywood, Ben Jonson,

John Webster, Thoma s Middleton, John Fletcher, Phillip
••. d J h' 192!VIasSl.nger an 0 n Marston.

The specific task of negritude was to correct such

bastardization of the black personality and insist on the

dignity of the black race; hence it soon became very popular

with black people. In Africa, its cause WaS championed by

Leopold Sedar Senghor, Birago Diop, David Diop, Ranaivo,
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Rabearivelo and Jacque Rabemanjara, to name only a few, with

Senghor as its main theoretician and apostle. The movement

invites parallels with the Gaelic League movement and the

Sinn Fein in the Ireland of Synge's time. Like these two.

negritudists romanticized the (African) past and condemned

all European values and preached complete literary exclusive-

ness. They enjoined writers to support the movement

compulsorily. Those who agreed to do so were declared true

patriots; those who differed were labelled traitors.

The Negritude fever soon swept across Africa and it

became very popular in the sixties in many emerging and

emergent independent African nations but generally. it met

with two kinds of reactions, namely total acceptance and

indifference. The latter reaction was more widespread in

Anglophone Africa whereas in Francophone nations, negritude

WaS upheld as the most authentic cultural philosophy and

socio-political blue-print for Africa. In Nigeria, the

movement gained much popularity in the sixties obviously

because this wa s, for Nigeria. the season of independence and

also because it articulated the aspirations of the politicians.
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The Nigerian politicians at the time were largely

preoccupied with nationalism. They sought to justify the

newly-acquired independence and prove to the imperialist

world that Nigeria was capable of sovereignty and its

people were contrary to colonial reasoning, capable of

manaqLnq their own destiny a s individuals and a s a collecti-

vity. But although the Nigerian literati and artists of

the period espoused nationalism in their works and colla-

borated with politicians,193 many of them including Chinua

Achebe, Christopher Okigbo and Wole Soyinka, were less. "
enthasiastic about negritude and its aesthetics. Only a

handful like Obi Wali, Dennis Osadebay, Onuora Nzekwu and

later in the seventies, Chinweizu, Onwuchekwa Jemie and

Ihechukwu Madubuike regarded negritude as relevant to the

Nigerian literary context.

The result is that there were regular altercations

between the emergent opposite camps of ideological sympathy

and in this exchange of intellectual brick-bats, Soyinka.
was a lead actor; in the sense that his own strictures

against negritude were particularly decisive. §Qyinka, it

may be said, displayed an abiding and unrelenting aversion
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to negritude. Evidences of this abo~nd in his critical

writings.
In an article entitled "The Future of West African

Writing", published in The Horn in 1960, he inveighs against

the idyllic romanticization of the past engaged in by the

negri tudists and dismisses it a s an escapist approach to

the African problem. Instead, the African writer should

engage himself with the present and try to contribute to

the survival and growth of the newly independent nations of

Africa by examining their problems and peculiarities. And

instead of seeking to celebrate himself, he should accept

himself a s he is. With these premises, Soyinka discusses. .
negritude writers like Onuora Nzekwu, William Conton,

Camara Laye and Lewis Nkosi and concludes:

If we could speak of negritude in a more
acceptable broader sense, Chinua Achebe
is a more 'African' writer than Senghor.
The duiker will not paint 'duiker' on
his beautiful back to proclaim his
duikeritude, you'll know him by his
elegant leap. The less self-conscious
the African is, and the more innately his
individual qualities appear in his writing,
the more seriously he will be taken as an
artist of exciting dignity. 194
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In many of his later essays and commentaries, ~yinka
)

furth~r re-states and embellishes this initial view. In

"The Writer in a Modern African State" he notes that soon

after independence many African nations turned out to be

the antithesis of what their leaders envisioned before

independence: "What we are observing in our time is the

1 lla f . d 1 t 11 f h . t . t If" 195tota co pse 0 l. ea s, he co apse 0 uma ru, y l. se .'

Hence, "the time has now come" for the African not to

celebra te the pa st but "to determine alone wha t can be

=alvaged from the recurrent cycle of human stupidity". 196

Negritude, 9Dyinka say s , is "only another evasion of the

197inward eye"; "as with most movements which begin on the

cafe sidewalks, it is largely artificial, rhetorical

M • t d ha t 11 ff t d 1 .f " 200,"egrl. u e s no rea y a ec e my· l. e •

In "The External Encounter: Ambivalence in African

Arts and Litera ture", ~yinka re-examines negritude and

describes it further as a neo-expressionist movement which

assumes the blacks "became aware of their being in the world

upon contact with whites". The irony however is that

negritudists, despite their chest-pounding criticisms of the

.white race, are nevertheless entrapped in "the dialectics
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of the ma ster race". France for example, "held a mystic

hold on them". Leopold Sed3.r Senghor, their spokesman,

is lithe true griot with a false vocation".201

In Myth, Literature and the African World,9Dyinka

summarises his position.202 A few quotations will suffice:

80th for Africans on the mother-continent and
for the black societies of the dia spora,
Negritude provided both a life-line along
which the dissociated individual could be
pulled back to the source of his matrical
essence, and offered a prospect for the
coming-into-being of new black social entities.
In the process it enmeshed itself necessarily
in negative contradictory definitions. 203

and

Negritude proceeded along the route of over-
simplification. Its re-entrenchment of black
values WaS not preceded by any profound effort
to enter into this African system of values.
It extolled the apparent. Its reference
points took far too much colouring from
European ideas even while its Messiahs pro-
nounced themselves fanatically African. In
attempting to refute the evaluation to which
black reality has been subjected, Negritude
adopted the W,anichean tradition of European
thought and inflicted it on a culture which
is most radically anti-Manichean. It not only
accepted the dialectical structure of European
ideological confrontations but borrowed from
the very components of its racist syllogism.204

One final quote:
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Negritude trapped itself in what Was primarily
a defensive role, even though its accents were
strident, its syntax hyperbolic and its strategy
aggressive. It accepted one of the most common-
place blasphemies of racism, that the black man
has nothing between his ears, and proceeded to
subvert the power of poetry to glorify this
fabricated justification of European cultural
domination. Suddenly we were exhorted to give a
cheer for those who never explored the oceans.205

An examination of ~yinka's aversion to negritude

invites comparison with Synge's refusal to embrace the Gaelic

League. Common in both instances is a refusal to subject

art to propaganda for fundamentally, the Negritude movement

and the Gaelic League are offshoots of the same stalk- both

demand a repudiation of imperial values and a complementary

rhapsodization of indigenous values and are both shot through

with contradictions which Synge and ~yinka rejected and

exposed. Just as Synge was concerned with truth, §oyinka

too criticises negritude because he sees ita s a negation of

truth.

Truth, as the negritudists understood it, stipulates

that the African world is unique and superior. But to §byinka,

Africa is neither unique nor superior; in fact, no world

view or society can be regarded as such. There are, he

inSists, several complementarities in human experience and
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)

the coloni+er and the colonized are not so sociologically,

ethical~y and culturally distant from each other as the

negritudists would have uS believe. Contrary to the neJritude

view that the African past is a long tale of nobility,

Soyinka argues that it is a melange of nobility and ignobility.

Historical and artistic truth must not be mortgaged on the

altar of propaganda.

What unites ~yinka and Synge therefore is the dominance

of higher nationalism in their writings. Instead of being

propagandist, both writers are iconocla stic and so••objective

and ideologically non-alligned. Rather than eulogise their

backgrounds, both achieve through their criticisms what

Kofi Awoonor- calls "feats of dislocation"; that is, "the

breaking (of) a malformed limb in order to reset it for a

heal their, shapelier growth". 206

In Synge, this entails the criticism of contemporary

reality and the desecration of national effigies to expose

the various contradictions which may have a deleterious

effect on the Irish march towards sovereignty. Synge

rejected the attitudinizing posturings of propagandists and

couched his messages in privatist, metaphorical codes and

in using the Irish cultural heritage, he projected a redemptive
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·vision. Soyinka confesses a similar concern. In one of,
his critiques of negritude, Soyinka writes as follows:. .

The artist has always functioned in African
society a s the record of the mores and
experience of his society and as the voice
of vision in his own time. It is time, for
him to respond to this essence of himself.20?

And bothered about the misinterpretation of this

statement by critics to mean that he conceives" voice of

vision" to represent" the highest possible function for the

contemporary African writer" ,208 he clarifies the statement,

in his discussion of ideology and the social vision, to

mean

A creative concern which conceptualises or
extends actuality beyond the purely narrative,
making ft reveal realities beyond the
immediately attainable, a concern which upsets
orthodox acceptances in an effort to free
society of historical or other superstitions,
these are qualities possessed by literature of
a social vision. 209

?oyinka upholds this credo in his writings. Like

the negritudists, he draws upon traditional heritage for

materials, but he does so without any eulogy, rha~sody or

romance, and when these are pressed into creative service
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they are harnessed to critically interrogate contemporary

reality. Even in Death and the King's Horse!!SQ, The Lion

and the Jewel and Kongi's ~~~ - plays in which two

Synge, he demands the freedom of the artist to relate to

cultural aspects of the African historical experience are

juxtaposed, §oyinka examines reality without compassion.

And this is where he invites the ire of negritudists. Like

other cultures, subject his traditional background to

creative alchemy, and serve no fetish but truth and his own

imagination and because these contradict ultra-natioBalist

reasoning, Synge and ~yinka have been victims of negative

appraisals from that quarter.

For example, Obi Wali in an essay entitled "The Dead

End of African Literature?,,210 complains about frJyinka's.
anti-negritude stance and although he discusses other writers

like Mphalele and Okigbo, the bulk of his tirade is directed

towards §oyinka. Zeroing in on the language issue,he notes

tha t the use of the EngliSh and French languages by African

writers is retrogressive; unless these writers use African

languages, "they would be merely pursuing a dead end, which

can only lead to sterility, uncreativity, and frustration".211
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African literature in European languages caters only for

the educated audience and distances" the ordinary local

audience" :

Less than one per cent of the Nigerian people
have had access to or ability to understand
Wole Soyinkats Dance £f the For~. Yet, this
wa s the play staged to celebrate their national
independence, tagged on to the idiom and
traditions of a foreign culture. 212

A page later, Wali again singles out Soyinka:.
The student of Yoruba for instance, has no
play available to him in that language,
for Wole Soyinka, the most gifted Nigerian
playwright at the moment does not consider
Yoruba suitable for The Lion and the ~wel
or the Dance of the Forest. 213

In a reply to Wali, ~oyinka asks: May I know what

Obi Wali has done to translate my plays or others into

Ibo or whatever
214language he professes to speak?" Wali,

perhaps in response to this challenge, went ahead to write

a novel in Igbo entitled Ngozi Dili Chukwu. Whether this

novel is successful or not is a matter for discussion

elsewhere.

The most aggressive and articulate criticism of

~yinka's anti-negritudism is published by the troika of
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Chinweizu, Onwuchekwa Jemie and Ihechukwu Madubuike, a s k s a ,

"boLeka ja critics". 215 Their position a5 summarised in a

book entitled Toward the Oecoloniza tion..£fAfriCS!.!!
216Literature is that African literature must be rooted

in orature for it to be authentically African and for the

achievement of the cultural task of decolonizing African

literature! but there are, says the troika, some Nigerian

writers, identifiable as the Ibad3.n-Nsukka School of Nigerian

Poetry and the Leeds-Ibad3.n connection, who instead of

engaging in this cultural nationalism embrace decadent

euromodernist traditions and by so doing, subvert the growth

of African literature.

Such writers oppose negritude and when they do so,

"the particular merits or demerits of negritude poetry and

esthetic pronouncements were hardly the central issue" 217

but a BritiSh-motive to stifle the growth of nationalist

consciousness in African literature. In this respect,

~oY~ka has served the British as "pointman and demolition
218expert" :UNIV
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Cbyinka's success ha s wa sted for us a generation
of opportunities for our cultural liberation.
This lamentable waste should indica te the
enormity of our loss from that British cultural
coup in which Wole Soyinka, who delights in
ma squerading a s the authentic and quintessential
African literary force, played so quisling a
role. 219

Quoting and expanding W.H. Stevenson's view that it

wa s 1pyinka' s anti-negritude stand in his II The future of

West African Writing" which suppressed the rise of nationalist
220consciousnesS on the pages of The Horn, the troika

conclude that this stand also" succeeded in driving out of

Nigerian poetry the issue of a nationalist outlook, it also

drove sympathizers with such an outlook off center stage
. 221and underground, as it were". Hence, ~yinka is anti-

African, anti-nationalism and an agent of European
'---.---

imperialism :

A s a practitioner of what he a dvocetes,
Soyinka treats public issues in the
privatist mode and from the universalist-
individualist outlook. He is much con-
cerned with man's inhumanity to man, but
shows practically no interest in Europe's
historical and systerretic inhumanity to
Africans. When such issues interest him,
he exhibits a deep commitment to the
imperialist European view of Africa.222
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The allegations of anti-nationglism that have been

instit'uted against ~yinka do not, as can be seen, possess

the kind of political and sociological weight evident in

our discussion of Synge's nationalism. Instead of the

radical dichotomy between poIiticians gnd writers, the

tantrums, and the riots which attended Synge's nationalism,

§oyinka's example has been largely in form of an intellec-

tual debate between him and his colleagues and an exclusively

academic exercise useful perhaps only for its wealth of

polemics and tirade. This difference between Synge and

§oyinka nationalism derives from the differences in the

nationalism of their respective backgrounds and also from

the fact that both wrote under slightly different political

contexts.

Wherea s in Ireland there wa s an established animosity

between politicians and artist~ over the megning of true

patriotism and a disagreement over the appropriate method

of liberation, in Ni)eria, politicians and writers seem to

have collaborated with an equanimity of purpose. There wa s,

consequently, a close integration of political and cultural

nationa Iism.

Besides, Nigerian nationalism does not entail the
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fierceness and the air of desperation which enveloped Irish

nationalism. Ernest Jones sug;]estsa means of understanding

this difference when, in his discussion of the psychology of

Irish nationalism, he argues that many islanders tend to

regard their home as a mother. Hence, they guard it jealously

and Ireland, being an island, seemS to have produced a similar

t' , 't 't' 223reac ~on ~n ~ s c~ ~zens. Jones maybe right but note-

worthy is the fact that Nigerians did not struggle for

independence with the mentality of a man whose lovely mother

has been ravished.

Wherea s Irish nationalism wa s most meaningful in terms

of riots and violent protests, Nigerian nationalism waS

largely a round-table phenomenon, intellectual, peaceful and

gentlemanly with a kind of studied lamiability and across-

the-counter haggling which would have amounted to a luxury

in the Irish context.224 This fundamental sociological

difference would seem to account for the differences in the

relationShip between politicians and artists during the

years of independ2nce struggle in both countries.

Let it be noted also that a discussion of Ebyinka' s
o

nationalism does not seem to require the bulk of sociological
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data and polemical justification which the discussion of

Synge.'s nationalism commands for the simple rea son that the

fact of Soyinka' s nationalism seems to be generally accepted.
by literary critics. The voices of dissent against this

view, represented here by Wali and" the bolekaja critics",

are few and largely contr.oversial. The general view,

t d b th 't' f l' R' d 225 K t Hrepresen eye wrl lngs 0 A aln lcar, e u •

K t k 226 ld d J 227 J 1 d d ., 228 d' R 229a ra, E re ones, oe A e eJl, A rlan oscoe,
230 231 232Oyin Ogunba, Afam Ebeogu and James Sooth is that

Soyinka's wor-k s.express the nationalist ideal..
Yet, it is still necessary to re-examine the allega-

tions of unpa triotism raised against. §oyinka and assess

their validity Dr otherwise. Let us state, at once, that

we consider these allegations unfounded. Obi Wali's

prophecy that the continuous use of the English language

would lead to a cul-de-sac in African literature has not

yet made its point as African literature seems to have

attained maturity and eloquence in the~.'EnglishLanguage.

That the use of English alienated the largely illiterate

local audience is a legitimate grouse and the best option

would seem to lie not in the abandonment of the tongue
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but in a simultaneous translation of works written in it

into indigenous languages and vice versa.

Already, the examples of Ngugi' s ~i;atigari,Ngaahike.

Ndeend3 (I will Marry~n I want), Maitu N,jugira (Mother

Sing For Me); Wale Ogunyemi's Obaluaye, Sarr.son0.0. Amali's

Onugbo Mloko and Femi osofisan's "Yeepa, Solarin Nbo l"

(Who's afraid of
.c.>

option. goyinka's works, with

Sol~?) has shown the viability of this
233the exception of Ake, have

not yet been translated into indigenous African languages

but they contain a consciousness of the indigenous tongue

since ~yinka writes in a powerful English which at

appropriate times aspires to and attains the flavour of

"Yorubanglish" •234 This may not invalid3 te the charge of

obscurity which Wali and the "bolekaja" troika level against

him but it dilutes their view that he is exclusively euro-

modernist.

There is also much evidence to show that §oyinka,

contrary to the troika's argument, is committed to the

African cause. Far from perpetuating the European hegemony,

his plays are dispa ssd.onate interroga tions of African

history - past and contemporary - with particular interest

in the political evolution of the continent in its moral
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and sociological imports. The modernist apparels of

~yinka's works are a confession of the fact of colonialism

which no African writer can escape even when he pretends to

the contrary; and these, we hope to argue more fully in

Chapter Five, are not opposed to Af r-i.ce n literature as

Chinweizu~ ale would have us believe. For all its

modernist gestures however, Soyinka's creativity is rooted•
in his traditional Yoruba background.

As we have demonstrated elsewhere with "The Fourth
235Stage" and Death and the King's Horseman, this back-

ground reflects in his writings as the aesthetic foundation

of his vision and a s the source of his metaphors, raw

materials and linguistic idiom. It is this that establishes

~yinka, in the first instance, as a cultural nationalist.
236Many scholars have discussed this at length, ::pyinka

himself attests to it severally:

I cannot claim a transparency of communi-
cation even from the sculpture, music and
poetry of my own people the Yoruba, but the
aesthetic matrix is the fount of my own
creative inspiration; it influences my
critical response to the creation of other
cultures and validates selective eclecti-
cism as the right of every productive being,
scientist or artist. 237
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in other words,

I have long been preoccupied with the process
of apprehending my own world in its full
complexity, also through its contemporary
progression and distortions - evidence of this
is present both in my creative work and in one
of my earliest essays, The Fourth Stage.23B

~

Further, the claim by the "bolekaja" critics and

W.H. Stevenson that Soyinka's tigritude outcry stifled the.
growth of nationalist consciousness in Nigerian literature

amounts to an avoidance of the facts of history. The

negritude phenomenon in Africa WaS largely a Francophone

affair as it WaS received with less enthusiasm in Anglo-

phone Africa. This difference in reception must be traced

to the different colonial experiences undergone by both

blocks: Francophone Africa was subjected by France to an

assimilationist policy with the intention of de-Africanizing

and so, Frenchifying it completely. Thus, French colonia-

lism waS more deliberately imperialist and racist; whereas

in Anglophone Africa, Britain, through its indirect rule

policy, asserted its might yet left a lacuna which allowed

the survival of indigenous traditions.

Consequently, while post-colonial Francophone Africa

felt culturally disoriented; hence a need to return to its
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native roots; its Anglophone cousin was less desperate •.

gripped Africa in the sixties, mgny Nigerian writers were

reluctant to embrace its racist and propagandist cultural

doctrines. This indifference is summarised in a communique

issued b.y- the Society of Nigerian Writers founded in 1962,

Nigerian writers are free to treat the
subjects they wish ••• writing does not
germinate in the air but is the result of
social and other pressures, allied with
the desire for self-expression. The great
theme of Africa today is the problem which
concerns the entire continent and its
leaders: the new national status, the
arrival on the international scene, the
national construction, the search far the
right path in a wor-ld torn by opposing
ideologies. 239

jointly signed by Ekwensi, Achebe, Nzekwu, Clark and W~le

Soyinka:.

It may be argued, in the light of this evidence, that

Soyinka's anti-negritude stance is both an expression of.
his own revulsion against the hegemonis~tion of propaganda

and literary provincialism and exclusiveness; and alsa an

articulation of general Anglophone indifference tOWards

negritude. If this is true, it is wrong then to accuse
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him of single-handedly stifling the growth of nationalist

consciousness in Nigerian literature. The truth is that

his activities, particularly in the areas of drama and

the~re, establish him as a true nationalist. Soyinka has
•

always frowned upon the slavish imitation of European

artistic modes and encouraged the creation of a virile

indigenous dramatic arts tradition. These are nothing if

not the actions of a nationalist.

His" 1960 Masks", a theatre group, founded soon after

his return to Nigeria in 1960 and later supplemented by a

younger troupe called "Orisun Theatre" in 1964 marked the

beginning of an indigenous literary tradition in Nigerian

theatre. Around this time, there were other theatre groups

like The Players of the Dawn, formed in 1959 by some young
, -

d t .d t' Ib da 240 th . .t f Ib dagra ua es r'esa en an an, e Unt.ver at. y 0 a n

Dramatic Society, the Arts Theatre Production Group and John

Ekwere's Ogui Players known as the Eastern Nigerian Theatre

Group. Although these other groups produced indigenous

plays, the aspiration to promote indigenous dramatics was

most successfully realised by the Soyinka group.
o

The example of the Orisun theatre engendered further

interest in theatre arts and also inspired many young
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dramatists for whom Soyinka became a mOdel. The Orisun,.
like the Abbey, although in a slightly different manner,

wa~also a national theatre and W?le ~yinka, its founder

and leader, is to be credited for this achievement. Even

after the demise of this group, §oyinka, in his teaching

posts at the Universities of Lba can , Lagos and Ife (now.
Obafemi Awolowo University) continu8d to contribute to the. ~ .
growth of Nigerian drama both by personal example and by

instruction.

With Synge, we established a case of cultural nationa-

lism and admitted, with several qualification.:sand reserva-

tions, that he waS indifferent to politics •. With ~yinka,

we are confronted with a marriage of cultural-and political

nationalism. Unlike Synge, ~yinka has always played an

active role in politics by allegedly holding a radio station

at gun-point, staging one-man demonstrations against the

killing of Nigerian students by the police, joining a political

party, expressing political opinions in newspaper articles,

making anti-government speeches, by condemning the tyranny

of Idi Amin, Bokassa and Sese Seko, the incompetence of

Shagari, the corruption of Go.••..on or the insensitivity of

Buhari and Idiagbon or by accepting government appointments.
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In all these instances, his political goal is the same as

his artistic goal namely the defence and the promotion of

the humanistic and the national ideal.

Let us repeat, for the sake of emphasis, that the issue

at stake in a discussion of Soyinka' s nationalisrr.is not,.
as in Synge's case, one of justification and r-a t.LonaLfsat.Lon

for the simple reason that 9Dyinka's nationalism - political

and cultural - is more or less, as earlier stated, an

accepted fact. What seemS to deserve discussion, in our

view, are some of the misconceptions which have dogged

discussions of ~yinka's nationalism by other scholars,

particularly the tendency to approach the subject from two

divergent, extremist positions. One extreme, represented

by the Wali - "bolekaja" axis, disrrlisses9Dyinka as anti-

African and a-national; the other, represented by Peter

Nazareth, Bruce King' and Femi Osofisan, claims that 1pyinka

is pro-negritude and culturally narcissistic in some of his

wri ting s,

The fallacies at the heart of the former have already

been highlighted, it is time to contend with the latter

position. But first, the truth of the matter is that Soyinka
C'

belongs to no extremes. It is difficult to pigeon-hole him
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into any .particular frame of sympathy. The fact that there

is no .stance r d consensus a s to whether he is completely anti

or pro-negritude is a. sa Lutar-y indication of thi s, A more

dialectical interrogation of his plays reveals no evidence

to prove that he consciously, as alleged, promotes either

the indigenous tra di tion or its 'Nestern rival.

In their discussions of The Lion and the Jewel, Peter

Nazareth and Bruce King both describe the playas pro-

negritude since in it, it is the traditional world-view that

t· h 241rl.um,p e, In his "Ritual and the Revolutionary Ethos",

Femi OsofiS3n divides ~yinka' s works into two broad

categories: those that are written in "a conscious Negritu-

dist zeal" and those in which he attempts a dialectical

interrogation of history. The fDrmer category is represented

by Death and the King's Horseman, The Strong Breed and Idanre,

the latter by The Road, Madmenand Specialists and Ogun

Abibiman. "The first category of works are usually written

'in exile' in reaction to some racist attack on the African

culture"; hence what we have for example in Death and tb.g

King's Horseman, say s OsofiS3n, is a "narcissism which seems

242to reinforce a deca dent order". This is not true.
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Soyinka's writings, where the issue of nationalism .
•

is concerned, contrary to the claim of the Wali-Bolekaja

axis, do not seem to celebrate Euromodernism nor do they

seem to celebrate negritude a s Nazareth, King and 0 sofisan

opine. Granted that there is usually an interaction of two

world-views in Soyinka' splay s but he does not confess any.
allegiance to either of these. Even when the resolution of

the conflict seems to be in favour of the Western world-view as

in Kongi"'s Harvest or the traditional as in The Lion and

Jewel and Death and the King's HorsemaD, the apparent success

is merely a carapace for a more fundamental critical

interrogation of socia-historical configurations.

This is the pattern in A Dance of the Forests, written

in commemoration of Nigeria' s i~dependence celebrations in

1960. Because of its historical significance, it is logical

to expect this play to . celebrate the African heritage and

flatter the ego of the newly independent nation and that of

its lea ders but it does not. Traces of cultural nationalism

ho~ever abound in it as in many of ~yinka's plays. First,

it a dopts a story-telling forrrat, and employs local proverbs,

idioms and performance modes. It is designed in form of a

festival and the characters, particularly Agboreko and Obarieji
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speak in (in English with a Yoruba flavour. Also noteworthy

is the play's anthropomorphic portrayal of gods, its heavy

leanings on orature and Yoruba cosmological beliefs evident

in Soyinka' s portraiture of Dead man and Dead woman, in the.,
setting of the play in the forest; and also in the use of

masks and disguise in the characterization of Eshuoro.

These cultural evocations of national identity are however

A Dance of the Forests does not dramatise a confron-

not harnessed for the purpose of eulogy but to highlight the

contradictions in the history of a newly independent state.

tation between two world-views but between two generational

gaps, the past and the present, with a prognosis of the future.

Soyinka's portraiture of the past is of particular relevance •
•
The play was written at a period when negritude was in full

swing and it was then the norm to describe the past in

idyllic terms but here, Soyinka reveals that the past,•
contrary to the expectations of those living in the present,

is not a rOmantic idyll but a morbid terrain fraught with

corruption and bestiality.

Hence, the ancestors who are invited to the Gathering

.of the Tribes are not illustrious as Adenebi and other
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members of the council had thoug'ht but lackeys, oppcr-tio-

nists and uninspiring degenerates. .The living therefore

flee from the dead in order to avoid contamination but in

a sharp satirical swipe, l?Oyinka establishes that they have

no moral justifications to condemn the dead because they

are equally guilty of the same offences which they accuse

the dead of. The present, ~yinka establishes, is an

extension of the past and both levels of existence are

"linked in violence and blood". 243

Human existence as depicted in the play is a cyclic

exercise in futility. Dead Wan claims to have lived thrice

and for him, each existence, was the same pattern of

victimisation and futility. The future, like the past and

the present is, as argued in the preceding chapter, tainted

by the prospect of death.

Interpreted in the light of nationalism, A Dance of

ttleForests suggests that human experience is gloomy because

of man's inhuman and unnationalistic tendencies - his love

of war, graft, corruption, bigotry, hypocrisy, self-

romanticization. These inadequacies are given a symbolic

edge by the depiction of the intolerance and rivalry between
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Ogun and Eshuoro - gods who because of their elevated con-

consciousness are expected to be saner than men but whose

actions reveal that they themselves are not immuned from

the imperfections which necessitate the collapse of man's

historical process.

The central moral of the play to man, universally;.

and particularly to the Nigerian nation, for whose

independence it was specially commissioned, is that the-- human estate and the national estate can survive only when

man begins to re-examine himself morally and avoid the kind

of perversions which run through Mata Kharibu's court in

the past and the city council in the present. Soyinka.
establishes this without any ideological or historical

fixation.

In~gi's Harvest, the forces of tradition and

modernism, represented by Oba Danlola and Kongi respectively

are brought into conflict. The issue at stake and the

central metaphor is the New Yam and the motivating question

- Who will eat the new yam? Dba Danlola being the spiritual

leader of the community is traditionally the first person

who is supposed to taste the yam, bless it and then declare

it fit for communal consumption; but Kongi, having come into
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power as the new Head of State, decides to usurp this

function. To DartLcLa and his fellow traditionalists, this

is a taboo; consequently, they resist Kongi's decree but

Kongi is adamant.

The eating of the new yam must be seen only a s a

symbolic event, a mere metaphor serving as a vehicle of

dramatic action. The major thematic thrust of the play is

on power and its intricate dynamics and the dominant

picture here, as in A cance of the Forests and Opera Wonyosi,

is that power is a potent intoxicant capable of sending

man into fits of delusion. Beneath Kongi's crave for the

new yam is a desperate desire to acquire DanLoLa t s spiritual

power, which results from his role as the first-sater'of the

new yam, and add it to his own'political power in order to

realise his dream of becoming an absolute ruler who is not

just the" EPIRIT OF HAAR-VEST!" 244 but also the author of

life and death.

But what must be noted is that Soyinka does not take
•

sides in this confrontation between Danlola and Kongi; nor

does he attempt to portray either of them as the ideal form

of leadership. Even though Kongism appears aggressive and
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hence unsympathetic, and Danlolaism appears sympathetic

because it is the victim of various brands of aggression,

at the end of the conflict, our sympathy goes neither way.

What we are left with is the r-eaIdsat.Lcn that neither Kongi

nor Danlola is ideal for Isma.
Danlola's power is people-centred, spiritual, level-

headed and wise but it is exploitative in certain wayS.

And because of its illiteracy, it can hardly survive the

new trend of politics and hence appears inadequate for

contemporary Isms. There is therefore a need for its

replacement by a new order but Kongi who proposes himself

as the alternative is hardly appropriate too. His power

is too absolute, inhuman, unpopular and narcissistic. Its

rule can only spell doom and d~cay and it is perhaps in

order to highlight this negativism that 9Dyinka surrounds

Kongi with symbols of oppression and repression.

To drive home the inadequacy of both levels of power;

neither of them is allowed to eat the new yam. Through a

combined use of blackmail, force and coercion, Kongi

succeeds in compelling Danlola to give up his right to eat

the yam and as the feast of the new yam is celebrated, it

does appear as if Kongi would realise his dream:
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(The rhythm of the pounding emerges trium-
phant, the dance grows frenzied. Above it
allan the dais, Kongi, getting progressively
inspired harangues his audience in words
drowned in the bacchanal. He exhorts, declaims,
reviles, cajoles, damns, curses, vilifies,
excommunicates, execrated until he is a demonic
mass of sweat and f'oam at the lips) (p.131).

Oescribed as such, Kongi cuts the picture of an acolyte.

at an orgy, intoxicated and lost in the mass mixture of

euphony and language and a s he engages in this auto-drama ti-

sation, the play reaches its climax and he, the main prota-

gonist, prepares for what is perhaps the most important

moment in his political career:

Sagi returns, disappears into the area of
pestles. A copper salver is raised suddenly
high, it passes from hands to hands above
the women's headS; they dance with it on
their hea ds ; ••• (pp.131-132).

This is clearly Kongi's moment of triumph. His

happiness is imaginable as the salver

is thrown from one to the other until at
last it reaches Kongi's table and Segi
throws open the lid.
In it the head of an old man.
In the ensuing scramble, no one is left
but Kongi and the head,
Kongi's mouth wide open in speeChless
terror. A sudden blackout on both (p.132).
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Thus, the feast of the New Yam ends with a sharp

reversal of expectations and within .the short sequence

quoted above, the play moves sharply from comedy·to the

borderlines of tragedy. The.t Kongi is served" the head of

and old man" instead of the new yam, illustrates the futility

of his ambitions and establishes, with finality, the

suggestion that he is neither the spirit of harvest nor

a life-giving spirit but an agent of death and destruction.

Thus, he fails at the very moment he expects success; in

the ironic manner of all heroes who, like him, lay too much

premium on their own understanding of reality. When these

heroes are humbled by harsh empiricism, they hardly evoke

our sympathy. Hence, Kongi' s "speechless terror" would seem

to be a just recompense for his megalomaniac fits in the

preceding scenes.

By the time the drama resumes, the Organising Secretary

is in flight; Danlola is engaged in a "rapid dialogue with

(his) legs" (p.135) and for both political opponents, all

roads have suddenly become one and self preservation

becomes the only code of survival. In the midst of all

these, the fate of the nation remains uncertain:
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What happens now? The hornets' nest
Is truly stirred. What happens to
The sleeping world? [p , 136).

Kong!' s Harvest ends with a question mark and with an

ambiguous coda, without resolving the conflicts it drama-

tises. With the deflation of Kongi and the flight of Danlola

into exile, the two major antagonists in the drama are

denied any easy victory and neither of them is presented

by the dra~atist as the ideal in the struggle for political

leadership in the play. The underlying suggestion is that

they, are both greatly flawed, incapable of steering the

ship of the state competently.

Existing side by side with these two levels of power

is a third level, namely the Daodu-Segi entente, which

appears to be an alternative to Oanlolaism and Kongism.

This level represents a level of moderation; that is, a kind

of balance between both extremes. It embodies the good

qualities of Danlola and Kongi but without their excesses.

In other words, Daodu and Segi possess the spiritual power

and traditional wisdom of Danlola. They also possess the

educated snobbery of the Kongists.
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They therefore appear to be the ideal form of leader-

ship in the play and accordingly, they attempt to displace

the other power-groupings. Oaodu and Ssgi are rebels and

at the same time, Frye's "pharmakos" - sacr-Lf'LctiaI lambs

who have to use themselves to check the excesses of the

"one individual pole" whom Frye calls II the tyrant leader •••

who commands loyalty only if he is egocentric enough to
245represent the collective ego of his followers" •

.---- It is instructive that the prize-winning yam at the

feast of the new yam is from [)aodu's farm and also that

it is prepared by Segi and her women. [)aodu appears, on

account of this, as the spirit of harvest instead of Kongi.

Oanlolaism and Kongism placed besides the Oaodu-Segi entente

would appear selfish and unattractive devoted as they are
, .

to the perpetuation of personal fancies and the servicing

of superstitions. [)aodu and Segi are forces of change,

But at the end of the play,'they fail to displace the

harbingers of a more promising political machinery.

older powers; perhaps because their success would have

amounted to an arithmetic and overtly optimistic resolution

of dramatic conflict. By making them fail, Soyinka ends•

/
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the play on an ambiguous, objective note and the spectator

is left to resolve the conflicts, in his own imagination

as he contemplates the possibilities of pessimism and

optimism which mark the ending of the play.

Thus Kongi' s Har~~, through its ciramatisation of

power-politics, presents three brands of nationalism:

Danlolaism, Kongism and the Oaodu-Segi entente and in his

characteristic dispassionate interrogation of social history,

Soyinka betrays no allegiance to any of these. Kongi's

tlsrvest, like A Dance of the Fore~, is a moral tale with

a satiric edge.

Two brands of nationalism are dramatised in The Lion

and the Jewel: the traditional represented by Saroka and the

modern represented by Lakunle and the pattern of conflict

between them invites parallels with the confrontation between

Danlola and Kongi in Kongi' s Harvest. Danlola and Kongi

compete for the New Yam but here, it is Sidi, the village

belle of Ilujinle, that is the bone of contention as Saroka

and Lakunle compete for her hand in marriage. The parallels

between the New Yam and Sidi must be noted: the struggle for

both represents a symbolic competition for power and authority

and a contest between two brands of leadership.
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In The Lion and the Jewel, Saroka wins and lakunle .

f
loses but this resolution does not translate into a preference

for Saroka's brand of authority, as Bruce King and.Peter
246NaZareth have argued. ~yinka may appear to be on the

side of tradition as represented by Saroka but the truth

is that ~yinka, as in Kongi~ Harvest, does not portray

either of the two conflicting types of leadership as ideal.

lakun1e loses but Saroka even in victory also appears vacant

and fraudulent. The dominant impression is that both of

them are flawed and they represent two undesirable extremes

of political leadership.

lakun1e, in spite of his eloquence and flair for

dramatics, is ultimately a victim of inferiority complex,

and a Short-sighted neo-ico Lnnda I agitator. He dreams of

progress and civilization but his dream amounts to a se1f-

denying Eurocentrism. Finding nothing good in his own

indigenous custom and culture, he romanticizes European

cu1 ture and dismisses his own race a s "a race of savages". 247

He is however an appropriately comedic character. He

carries himself with much aplomb and conviction but the fact

that he is black deflates his European pretensions and the

more he repudiates indigenous ways and espouses Europeanisms,
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.the more risible he becomes. That he loses Sidi eventually

is a just illustration of the impotence of his boasts and

dreams. At a satirical level, he is a caricature of the

educated and the half-educated native - the cultural albino

who because of a chance encounter with white ways insists on

becoming whiter than the European and more Biblical than

the cleric. Lakunle is an extreme example of this specie

and it seems ~yinka set.s him up to ridicule the self-

abdication that waS common in the colonial and early post-

colonial period with educated Africans.

Baroka occupies an opposite cultural pole. In his

own case, he opposes any intrusion of Western culture into

Ilujinle on the assumption that such intrusions would

disrupt the cultural stability of the community. For

example he bribeS the surveyor to ensure that the railway

line is not brot,lghtto Ilujinle but Baroka, like Lakunle,

is a specious culturologist. His defence of indigenous

culture amounts to a desperate attempt to cling on to a

vanishing mythology of the self as opposed to a genuine

patriotic effort. Is it not ironic that it is the same

Baroka who opposes the erection of the railway line who
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engages in an infantile fascination with a maga~ine and a

stamp-printing machine, obvious artifacts of Western

culture? Saroka is deflated by contradictions such as this

with the most outstanding being the fact that the aspects

of indigenous culture which he a dmdttedly propagates are

those which enable him to engage in a vainglorious game of

ego-massage involving the erection of "a harem, lascivious

escapades and engagement in wily schemes which are unbecoming

for a man of his office.

He cuts the picture of an undignified village chief

and it is doubtful if Sbyinka intended him to be anything•
other than a caricature. He may win Sidi at the end but

that he does so through cunning schemes is a further comment

on his moral ineptitude. His victory is an easy one,

accordingly requiring no celebration; for if Lakunle had

agreed to pay the bride price earlier on, the pendulum of

dramatic action could easily have swung differently.

The resolution of the play is therefore a mere dramatic

event, a logical, inevitable resolution of the conflict,

the unstated fundamentalist resolution of the play is that

neither Saroka nor Lakunle represents the ideal political

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



315

leadership: the ideal lies perhaps as in the [)aodu-Segi

entente in Kongi's Har~, in a reconciliation of the good

sides of both tendencies.

Soyinka'sapproach to the subject of nationalism,
•

especially where the use of traditional culture is involved

and where this culture is juxtaposed with its Western

counterpart, as in A Dance of the Forest§, Kongi's Harve~

and The Lion and the Je~l, would perhaps seem to attain a

wider significance in a discussion of Death and the King's

Horseman since in this play, the two cultures under refere-

Soyinka objects to this line or interpretation and~

nce are brought together in a most decisive dramatic

opposi tion.

warns against the tendency to reduce the play to "a clash

248of cultures". "The confrontation in the play", he say s ,
I..

"is largely metaphysical, contained in the human vehicle

which is Elesin and the universe of the Yoruba mind - the

world of the living, the dead and the unborn, and the

numinous passage which links all: transition".249 Elsewhere,

he writes that his purpose is to "epochalise History for its

mythopoeic resourcefulness". 250
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The mythopoeic and metaphysical factors of the play

are indeEd very much patent but of equal thematic value,

hence of intellectual concern, is the sociological factor

of the play represented by the cultural confronta tion .

between the indigenes and the Pilkingses. The colonial

factor is not, as Soyinka claims, a "catalytic incident.
251merely". The confrontation in the play is partly a

confrontation between two brands of nationalism - the

indigenous and the modern; and easily, the characters can

be categorised into two camps of opposition. On one hand

are the indigenes - Praise-singer, Elesin, Iyaloja, the

market women, the young girls and Olunde, on the other - the

Pilking ses, Joseph, The Resident, The Prince and the Aide-

de-camp. Standing mid-way bet~een .these two camps and

useful not only for the comedy which arises from his antics

but also for the fact that his cultural vacillation represents

the kind of contradictions in colonial Africa and the

manner in Which colonialism fragmented individual persona-

lities into a mesh of opposing alliances and tendencies is

Sergeant Amusa.

The confrontation between the two camps arises from

a conflict in the discharge of their duties as defined by
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their individual cultural world-views, both world-views are

diametrically opposed and each camp, in true nationalist

spirit, insists on protecting and asserting the integrity

of its own world-view. This is the logic which underscores

the confrontations between Elesin and Pilkings, between

Iyaloja, the market women, the young girls and Arnu sa,

although the caveat must be added here that Amusa is not

propagating the European culture but merely performing his

official duty. "I am bere", he says, "on official business"

(p.34). "You know me, I no like trouble but duty is

duty". (P. 36).

Critics must avoid the error of assuming that the

play superiorises one culture and inferiorises the other.

Osofisan's claim for example that the play is written in

conscious negri tudist zeal to "reinforce a decadent order"

is not validated by the text. The moral tone of the play

may seem to indict the illogicality and the unwisdom of the

actions of the Pilkingses and by extension, of the entire

colonial apparatus, but the moral failure of this nationalist

camp does not translate into a superiorisation of its

opposite. The indigenes are admittedly accorded a moral
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victory but it is a victory with a question mark and an

implied contextual interrogation of their own world-view.

The indigenes eventually achieve their desir~ to send

a horseman after their late king in order to restore

communal balance and well-being but far from reinforcing

this tradition, Soyinka subjects it to a dialectical inter-•
rogation. With the death of Elesin and Olunde, the future

of the horseman tradition becomes uncertain. According to

tradition, only first-barns inherit this social responsibility

and if tradition is to be followed, Olunde's first-born

should be the next Elesin, but within the context of this

drama, Olunde has no child yet. The result is that the

community would be ultimately compelled to re-examine its

carrier-tradition. Through the confrontation between them

and the Pilkingses, the playwright seems to be highlighting

the dialectics which new socia-political realities impose

on their culture.

Interpreted thus, Elesin, at a sociological level,

would therefore appear to be a victim of change and circum-

stances because if the social context were pre-colonial,

that is, if Pilkings had not intervened, he, despite his

other shortcomings would still have succeeded in entering
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J the metaphysical gulf of transition: "I would have shaken

it off", he says, "already my foot had already begun to lift

but then, the white ghost entered and all wa s defiled" [p ,65).

The entrance of the white ghost refers, at a wider

level, to the phenomenal intervention of colonialism in the

indigenous setting with its attendant socio-political

implications, the most central being that it attempts to

change the entire epistemological landscape of the indigenes.

Pilkings then is a symbol of colonialism and his actions

represent the kind of change which the phenomenon imposes

on the life of the colonized.

Iyaloja waxes eloquent about the horseman tradition

.and rebukes Elesin, but as the community follows her

bidding and turns to the futur~, it.would eventually be

realised that the Elesin incident is merely a beginning of

the changes which they wIDuld experience in their world not

necessarily out of their own faults, but because society is

in a state of flux. §oyinka emphasizes this flux and hence

raises doubts about the survival of the horseman tradition

and other communal traditions as the indigenous setting

grapples with the winds of change imposed by colonial and
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post-colonial reality. This soci·ological change also

invariably affects the mythopoeic and mythical heritage of

the community.

ConclusioU

This chapter has this far examined nationalism in the

writings of Synge and Soyinka. In Synge's case, our concern.
has been to combat the charges of anti-nationalism that have

been levelled against him and on the contrary, justify him

as a nationalist writer. In Soyinka's case, such justifi-.
ca tions are hardly necessary since his nationalism is not

so much in doubt, hence, we concerned ourselves with an

examination of two of the gross misconceptions which have

coloured discussions of Soyinka's nationalism by other. - .

scholars.

In conclusion, let us state that those who seek in

Synge and Soyinka a propagandization of the racial or tribal.
or national heritage and cause or even of a particular

a ttitudinal tendency; and those who disni ss them a sa-national

for the same reason, are engaged in a haZardous academic

exercise. In their treatments of the national question,

both writers are more concerned with higher nationalism,

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



321

already defined as a search for truth and a basically

humanistic aspiration. Synge's cultural nationalism and

Soyinka's cultural/politicalnationalisn are har'ne ssed to~

fulfil this aspiration.

It is important that the weight of polemics and

literary history swing in favour of both writers. That

Soyinka is a national writer, for example, is an accepted,

fact. Synge who waS once dismissed as unnational later

appeared to have anticipated post-colonial Irish nationalist

writing as writers like Brendan Behan, Mervyn Will, John

Montague, Michael Farrell and James plunkett adopted, in

their portraiture of contemporary Ireland, a tone of skepti-

cism and irreverence which is largely reminiscent of Synge.

Is it not also ironic that Synge is accepted today as

one of Ireland's leading nationals? Take The Playboy. This

play which Was once rumoured to have been kept in the Abbey

repertory in order to indispose the English public mind

against Home Rule252 is now regarded as one of the landmarks

of the Abbey. Is it not surprising and amusing that when

the Abbey company, in 196B, had a special audience with the

Pope, they presented him with a rare edition, bound in white
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leather of that play which once caused riots: The Playbo);'
253of the ~tern Wor!£:?

Synge invites parallels with Hamsun,· Celine ,.Cervantes,

Faulkner and Dante - writers who avoided politics and the

nationalist insurgence of their time but who are no less

nationalist on that account. Soyinka however is a man of~

politics and action. His political nationalism reinforces

his literary nationalism. B oth writers are conscious of

the pitfalls of national consciousness. Synge, writing in

a colonial context, dramatised these pitfalls and sought

to caution his compatriots. ~yinka, writing in a post-

colonial context, highlighted them and the extent to which

they have traduced post-colonial ideals.

The condemnation of both writers on nationalist grounds

arises from their refusal to follow the bandwagon syndrome

of nationalist thinking with all its errors of exclusiveness.

In Synge's ca se, this means an opposition of the Gaelic

League, in Soyinka, a rejection of Negritude •.
Both writers attempt, in their works, a privatist,

individualist and objective interpretation of reality.

These works embody strong allegorical and ethical implica-
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misunderstood because they are not cast in the explicit,

eulogistic mode of political sloganeering favoured by ultra-

nationalists. By adopting this approach, Synge and Soyinka•
emerge as true artists for true art is hardly propagandist.
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NOTES

5See Ernest Renan, "Qu'est-ce qu+une Nation? (1882),
quoted in Kedourie, p. 81; also in Louis L. Snyder (ed.)
The Dynamics of Nationa1i.§!!!.t.J3~.Eings in its meaning and
~velopment (princeton, New Jersey: D. Van Nostrand
Company Inc., 1964), pp. 9-10; also quoted in Royal Institute
of International Affairs, Nationalism: A Report by a Study
Grou of Members of the Ro al Institute of International
Affairs London, New York, Toronto; Oxford University Press,
193'9'J":-p. 259.

1K•H• Minogue, Nationalism (London: Methuen and Co.
Ltd., 1969), p. 22.----

2earlton- J.H. Hayes, ESsays on Nationali-sm (New York:
Russel and Russel, 1966), p , 1.

3tJinogue, p , 31: "A nation", Milimogue Vl:Tites, "is a
living component of nationalism".

4Elie Kedourie, Nationalism (London: Hutchinson and
Co. Ltd., 1960), pp , 12-31.

6K•H• Silvert, "The Strategy of the Study of Nationa-
lism' K.H. Silvert (ed.), Expectant Peoples: Nationalism and
Self Development (by the American Universities Field Staff),
with a preface by Kenneth W. Thompson (New York: Vintage
Books, 1963), p , 19. "Nationalism is the acceptance--ofthe
sta te a s the impersonal and ultima te arbiter of human affairs""

7Halvan Koht, "The Dawn of Nationalism in Europe" louis
Snyder (ed.), p , 30: "That nationalism cannot exist without
nations is self-evident". For further discussions of the
concept, see F.H. Hinsley, Nationalism and the International
~~ (New York: Oceana Publications Inc., 1973), Chapter
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Four: "Concepts of the Nation", p. 5Sf.; also see K.R.
Minogue, Chapter Five: "The Equipment of a Proper Nation",
pp. 114-132; and see Chapter XIV of Royal Institute of
International Affairs, Nationalism: A Report ••• : "The Nature
of Nation~1 pp. 254-259.

SH. Munro Chadwick, The Nationalities of Europe and
The Growth of National Ideologies~mbridge: Cambridge
University Press, 1966), p , 3: "Although patriotism and
nationalism tend to coalesce, they are apparently of different
origins •••" •

9non Luigi Sturzo, "Nationalism as an ism" Louis Snyder
( ed, ), p.. 22:

To confound patriotism with nationalism is
to err not only linguistically but also
politically. Nevertheless we have to admit
that for many the two substantives were and
are quite equivalent.

10For a full discussion of this view, see John Stuart
Mill, "Of Nationality, as Connected with Representative

Government" in Louis Snyder (ed.), pp , 2-4. cf. Carlton J.H.
Hayes, Essays on Nationalism, pp. 16-21; cf, H.A.L. Fd sher ,
The common weal (London, 1924), p , 195 quoted in Louis
Snyder, "The Historian's Understanding of Nationalism" in.
Snyder (ed.), p. 26:

What is essential to the growth of the
national spirit is a common history -
common sufferings, common triumphs,
common achievements, common memories,
and it may be added, common a spirations.

Also see Abdullah-al-alayili, "What is Arab Nationalism?"
Sylvia G. Haim (ed.) Arab Nationalism: An Anthology (Berkeley,
Los Angeles, London: University of California Press, 1976),
pp. 120-127. Alayili outlines the following as the factors
which engender national feeling: Language, interest, the
geographical environment, ancestry, history and customs.
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11For a discussion of Arab nationalisr., see Sylvia G.
Haim (ed.) ~b Nationalism: An Anthology (Berkeley, Los
Angeles, London: University of California Press, 1976).

12Hugh ~ton-Watson, Nationalism and Communism: ESsays;
194&-1963) (London: Methuen and Co. Lt d, , 1964), p.?

15Quoted in Kedourie, p. 64.

13Abdullah-al-Alayili, in Sylvia G. Haim (ed.) p. 122
cf , Royal Institute of International Affairs, p , XVI: "Among
other difficulties which impede the study of 'nationalism'
that of language holds a leading place".

14E• Haugen, "Dialect, Language, Nation" J.P. Pride and
Janet Holmes (eds.) Sociolinguistics (England: Penguin Books
Ltd., 19B2), p , 103.

16See Briefe au Beforderung der Humanitat, Br. 10,
Vol.1, (Riga, 1?93), pp. 14&-148 quoted in Carlton J.H.
Hayes, pp. 53-54.

1?For a full account of Fichte's views, see Kedourie,
pp. 54-68. Note that Herder's and Fichte's views, when closely
examined, are emendations of Kant's notion of autonomy

18K•R• Minogue, p. 122.

19Ibid., p , 121.

20For a full text of the address, see Louis L. Snyder
(ed.), pp. 234-236.

21For further information on the Gaelic League and its
revival of the Irish Language, see Desmond Fennell, "The
Irish Language MovefTlent: its acltievements and its failure"
Twentieth Century Stud1g§, Nov. 1970, No.4: Ireland, pp.54-77.
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2208e lli!tionali ties and Subject Races: Report of
Conference Held in Caxton-Hall. Westminster. June 28-30,
..12.1Q(London: p P. S. King and Son, 1911), p , 85.

23William Gibson, "Ireland's Greatest Need" in ibid,
pp. 8?-88. cf. G. Gavan Duffy, "Failure of Imperialism
in Ireland", Ibid., pp •. 89-90.

24·0n Nationalism in Africa, see

Basil Davidson, ~h Way Africa? The Searcb.-for a
New Society 3rd ed, (England: Penguin Books Lt d, , 1971).

Elie Kedourie (ed.), Nationalism in Asia and Africa
(New York and Cleveland: ~World Publishing~p.;;Y:-1970).

Patrick, F. Wilmot, In Search of Nationhood: The Theory
and Practice of Nationalism in Africa (Ibadan: Lantern Books,
1979).

Nnamdi Azikiwe, Renascent Africa (London: Frank Cass
and Company Ltd., 1968).

Davidson Nicol (ed.) Africanus Horton: The Dawn of
Nationalism inJM9dern Africa - Extracts from the political,
educational and scientific writings of J.A.8. Horton, M.O •.
1835-1883. (London and Harlow: Longmans, Green and Co. Ltd.,
1969).

W.W. Macmillan, Africa Emergent Rev. ed. (Harmondsworth,
England: Penguin Books, 1949).

Julius Nyerere, Freedom and Unity-Uhuru Na Moja. a
selection from writings and s~eches. 1952-£2 (London:
Oxford University Press, 196?).

Kenneth Kaunda, Zambia Shall 8e Free: an autobiography
(London: Heinemann, 1962).

Obafemi Awolowo, AW): the Autobiography (London:
Oxford Univ. Press, 1960 •
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Ndabaningi Sithole, African Nationalism, 2nd ed,
(London: .oxford Univ. Press, 1968 ).

2~,. 121IV: 1.nogue, o , •

26Ibid., p , 124.

27I bid., P • 120•

28Soyd C. Shafer, Nationalism: Myth and Reality
(London: Victor Gollancz, 1955), p.33.

29K d' 80e our-a e , p. •

30Ernest Renan, "Qu'est-ce qu'une Nation?" in Louis L.
Snyder (ed.), pp , 9 and 10 cf , Harold Laski, A Grammar of
Politics (London: George Allen and Unwin, 1982), p. 219: "the
idea of nationality is ••• essentially spiritual in char'a ct er-s.
It implies the sense of a special unity which marks off
those who share in it from the rest of mankind ••• ".

31Quoted in Kedourie, p. 81.

3~arl Deutsch, Nationalism and- Social Communication:
an Inquiry into the Foundations of Nationa)itY Second ed.
(Carr.bridge, Massachusetts and London, 1975 , p , 97.

33Max Sylvius Handman, "The Sentiment of Nationalism"
Political Science Quarterly, Vol. XXXVI, 1921, pp. 104-109.

34Hans Kohn, Nationalism a s group consciousness (New
York: Macmillan, 1964), p , 18.

35~inogue, p. 33; for a clarification of this position,
See chapter Four of his Nationalism: "Europe Exports Nationalism".

36K d' 9e our-a e , p , •
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3? Seton-Watson, p. 4.

38Louis L. frJyder (ed.), p. ix.·

39 (Alfred Cobban, National Self-determination Chicago:
University of Chicago p;;~1944j, p~ 134.

40Louis L. Snyder, "The Historian's Understanding of
Na tiona1ism" Louis L. frJyder (ed.), p. 29.

41Carlton Hayes, The Historical Evolution of ~odeED
~ionali§m (New York: Russell and Russell 1968), p. 1, also
see his Essays on National~ (New York: Russell and Russell,
1966), here, he argues that

nationality has existed from the earliest times
of which history and anthropology can treat.
Most of the tribes described by anthropologists
and most of the peoples whom we encounter in
history, are nationalities (p. 21).

42Hayes, Essays on Nationalism, p, 26.

43More :complex forms of nationalism exist but these are
variants of this basic taxonomy; in the main, these variants
do not concentrate on the historical bi-polarity of the
concept but on its character end its area of influence.
Minogue, for example, identifies five classes of nationaliSm
namely: "the originals, underdeveloped nationalisrn, Pan-
movement or macro-nationalism, the nationalism of people in
search of a home and fascism or totalitarian nationalism".
He further classifies nationalism by the area of life in
which it operates: "cultural nationalism, religious nationa-
lism, linguistic nationalism, economic nationalism"; end
also by the kind of nationalist politics we encounter:
"Liberal, conservative, integral, right-wing and left-wing
nationalisms" (for details, see Winogue, pp , 12-19).
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Max Sylvius Handman identifies four types of nationalism:
Oppression-na tionalism, "irredentism", precaution-nationalism
and prestige-nationalism (see his "The Sentiment of Nationa-
lism" Political Science Quarterl~, Vol. XXXVI, 1921, pp. 104-109).

Carl ton J.H Hayes outlines five types: (i) Humerri tarian
nationalism (ii) Jacobin nationalism (ii~) Traditional
nationalism (iv) Liberal nationalism (v) Integral nationalism
(see his The Historical Evolution of t."odern Natior1§.lism,
pp. 16-1?, 45, 52-54, 56-5?, 8?-88 , 120, 135, 165-166.

44M• 4n.noque , p. O.

45E•H• Carr, ~i£Dalism and Aft~ (London: St. Martins
Press Inc. and Macmillan Co. Ltd., 1945), p. ?

46Royal Institute of International Affairs, p. 2?

4? See Arthur P. VJhitaker, Nationalism in Latin America
(Gransville, Florida: Univ. of Florida press:-1962), Pet;;-
F. Sugar and Ivo J. Lederer, Nationalism in Eastern Europe
( Seattle and London: Univ. of Washington Press, 19?1) ,
Kendric Charles Babcock, The Rise of American Nationality
1811-1819 (New York and Evanston: Harper and RowPublishers,
J. and J. Harper Editions, 19b8) •.

48Astor in "Foreword", Royal Institute of International
Affairs, p , v ;

49M· ?n.noque , p , •

50Carlton J.H. Hayes, Essays on Nationalism, p. 2?5. For
a detailed discussion of the dysfunctions of nationalism, see
the la st four chapters of this book: Chapter V: "Nationalism
and International War", pp. 126-155, Chapter VI: "Nationalism
and f:.ili tarism", pp. 156-195; Chapter VII: Nationalism and
Intolerance", pp , 196-244, and Chapter VIII: "Nationalism -
Curse or Blessing?", pp. 245-2?5. cf. Hans Kohn, "A New Look
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at Natiqnalism" The Virginia Quarterly Review, vol. 32,
Summer 1956, pp. 321-332;, also see Barbara Ward~ Chapter ?:
"Nationalism's Failure".

51Hayes, Essays on Nationalism, p , 198.

52·Ibid., p. 274.

53H• ~unro Chadwick, p , 13.

54Karl W. Deutsch, pp. 181-191.

55Quoted in Hans Kahn, "A New Look at Nationalism",
pp. 321-332.

56Hayes, The Historical Evolution of M~ Nationa-li~, See Chapter VI: Integral Nationalism, p. 320f.

5?Louis L. Snyder has argued further that under Hitler,
Gerrrany was "overtaken by the wrong kind of nationalism"
which took the nation away from the aspirations of Bisrrarck
and earlier Gerrran nationalists. (see his Gerrran Nationalism:
The Tragedy of a People - Extremism Q£D!ra Liberalism in
Modern German Historj' 2nd ed., Port Washington, N.York:
Kennikat Press, 1969 •

58Hayes, Essays on~ionaliSl.!!., p, 260f.

59Royal Institute of International Affairs, !'::I a ti2..!:!a-
~~L It is instructive to note that the study which forms
the background of this book was conducted out of a genuine
concern about the evils of nationalism. "The present study",
we are told, "ha s been written because contemporary develop-
ments of nationalism appear to threaten the very future of
civilization" (p. XIV).
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6OH•J• laski, Nationalism and the Future of Civilization
(london: C.A. Watts and Co. ltd., 1932), pp. 26-29, pp.42-437
Laski recommends an alternative - nationalism: "We must learn",
says he, "to think internationally or perish".

61Hayes, ESsays on Nationalism, p. 260.

62Elie Kedourie, Nationalism (London: Hutchinson and
Co. ltd., 1960). She argues that nationalism looks inWardly,
away from and beyond the imperfect world. And this contempt
of things as they are, of the world as it is, ultimately
becomes a rejection of life, and a love of death (p.B?).
Besides, she regards nationalists as pretenders, self-styled
idealists and agents of falsehood. Nationalism,. Kedourie
repea ts, is

a pa ssiona te a ssertion of the will, but at
the core of this pa ssion is a void, and all
its activity is the frenzy of despair; it is
a search for the unattainable which once
a ttained, destroys and annihila tes (p. 89).

63Rabindranath Tagore, Nationali~ (london: Macmillan'
and CD. ltd., 191?), pp , 28 and 29.

64John M • Robertson, Pat~ioti~ and Empire Third
edition (london: Grant Richards, 1900), p. 30.

57
Karl W. Deutsch, p. 183.

65.,. 23",,~nogue, p. •

66Ibid., p , 24.•

68Ibid., p , 184.

69K•R• Minogue, pp. 146-14?
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70Carlton J.H. Hayes, Essays on Nationalism, in particular
see Chapter IV: "Nationalism as a Religion", pp , 93-125.

71Edward Shillito, Nationalism: Man's Other Rel19ton
(London: Student Christian Movement Press, March, 1933 •

72Abdullah-al~alayili, pp. 120-127, see p. 120 in
particular where Alayili say s nationalism is a religion
"with all tha t the word connotes and entails".

73
Boyd C. Shaffer, Nationalism: Interpreters and

Interpretation (Washi'ngton D.C.: Publication no. 10, Service
Center for Teachers of History, American Historical Asso-
cia tion, 1959).

74Jean-Rene Surra tea u, L'Idee Nationale de La
Revolution a Nos Jours Paris: Presses Universi taires de
France, 1972), p. 8. I have only translated Surrateau's view;
here are his own words:

" ••• Le principe des nationalites
n'a-t-il pas fini de jouer un role
determinant dans l'histoire du monde
aujour~hui" [p , 8)

750n Marxism vs. Nationalism, see

8arbara Ward, Nationalism and Ideol~ (London: Harnish
Hamilton, 1967) Chapter Nine - "A Post-National Attempt:
Communism", Royal Institute of International Affairs,
pp. 309-316., K.R. Minogue, pp. 138-144.

76For further details on this, see Hugh Seton-Watson,
Nationalism and C~ism: Essays 1946-1963, p , 100f.
Horace 8. Davi s , Toward A....M9~ist Theory of Nationali§!!l

(New York and London: Monthly Review Press, 1978).

77H• Munro Chadwick, p , 6.
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78Hayes, Essays on Nationalism, p , m.
79 .See, for example, W.8. Yeats, Letters to t~ New

Island Horace Reynolds (ed.) (Cambridge, WoaSSe , ·1934) , p.6.
Yea ts writes that" there is no fine literature without
nationality"; also see John Drinkwater, Patriotism in
Literature (London: Williams and Norgate, 1924). Drinkwater
writes generally on patriotism and illustrates his dis-
cussion with literature. Some of the authors he cites are
William Blake, Wordsworth, Congreve, Shakespeare, Whitman,
Symons, Woilton, Kipling, Emerson, Shelley, Johnson, Yeats,
Aristotle and Matthew Arnold.

80John M. Robertson, Patriotism and Empire 3rd edition
(London: Grant Richards, 1900~p. 65.

81Ibid., p. 68.

82Ibid• , p. 66.

83Ibid• , p. 67.

\ 85Johann Wolfgang von Goethe, "Critique of Nationalism",
1838 in Louis L. Snyder (ed.), pp. 157-158.

86H• Ernest Lewald, "Introduction" H. Ernest Lewald
(ed.), lhe Cry of Home: Cultural Nationalism and the Modern
Writer (Knoxville: The University of Tennessee Press, 19?2~
o , 11.

87Quoted in Elie Kedourie, pp. 84-85.
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89Robert Louis Stevenson (R.L.S.), "Britain: A Garden
Enclosed" from R.L. S. "Virginibus Puerisque" (The English
Admirals) (London, 1881) Quoted in Louis L. Snyder (ed.),
p. 91; also in Frederick Page (ed.), An Antholog~
Patriotic Prose (London, 1915), pp. 5?-58.

908elloc's example is instructive. He is French but
a naturalised Briton - this would seem to validate Handman's
argument that nationalism is merely a sentiment which could
be directed not necessarily at one's own country but any
other country to which one's loyalty may have been transferred.
(see Max Sylvius Handman, "The Sentiment of Nationalism",
pp , 104-109.

91See Emmanuel Ngara, Art an~olog~in the Africsn
Novel: A Study of~ Influence of Marxism on African Writing
(London: Heinemann Educational Books Ltd., 198?~--------

92His role in Italian nationalism ha s been well docu-
mented by Gaudence Megaro (see Gaudence Megaro, Yi ttori,g81f~: Forerunner of Italian Nationalism (New York:
Columbia University Press, 19301. --

930'Annunzio's practical involvement is only an isolated
instance of the extent to whLch LtaLde n artists collaborated
with politicians during Italy's most desperate moments. It
is on record that many writers were also members of the
Carbonari - one of the many secret societies which sought to
create alternative means of liberating Italy.

940n the links between Romanticism and German Nationalism,
see Hans Kohn~ "Romanticism and the Rise of German nationalism'~
Ib~eview of Polit~, Vol. 12, October, 1950, pp. 443-44?;
also see Louis L. Snyder, German Nationalism: The Tragedy Of
a People Extrem~~1rE-Liberalism in Mod~German History.
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95For details, see Louis Snyder, GermaD-Nationalism ••• ,
see chapter 7: "Music and Art: Richard Wagner and The German
Spirit", pp , 153-179; also see Friedrich Nietzsche, ~
Birth of Tragedy and The Case of Wagner (transl. Walter
Kaufmann) (New York: Vintage Books, 1967).

96For details, see Louis Snyder, ~n Nationalism •••
Chapter 3: "Literature:Nationalistic Aspects of the Grimm
Brothers Fairy Tale~", pp. 44-74.

97·
Turgenev adds: "Russia can do without us but none of

us can do without Russia" (quoted in Daniel Corkery,
Synge and Anglo-Irish Literature, Cork: The Mercier Press,
1971), p , 236.

9BJules Wichelet, The People trans by C. Cocks (London:
Longman, Brown, Green and Longman, 1846), pp. 240-244.

99Quoted in Basil Davidson, Which Way-Africa? The ~b.
tgr a New Society 3rd edition (England: Penguin Books Ltd.,
1971), p. 55.

100The office of the Lord Chamberlainwa s qua shed in
1952 rbut its spirit still ling,ers in contemporary British
Theatre. see John Calder, "political Theatre in Britain
Today" Gambi.:b ver.e, No. 31,1977, p. sr.

101See John Bowen, "You Get What You Pay For: You Pay
What you get" Gambit, Vol. 6, No. 24, 1974, pp , 77-84.

102See Anthony Ackerman, "Prejudicial to the safety of
the State: Censorship and The Theatre in South Africa"
Theatre Quarterly, Vol. VII, No. 28, 1977, pp. 54-57.

1030n Political and Literary Nationalism in Ireland, see

. William Smith Clark, The Early Irish Stage: The 8 egi.!J-
nings to 1720 (Oxford: Oxford University Press, 1955).
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, John D. Seymour, 8Dglo-Irish Literature 120Q=j582
[London r Cambridge University Press, 1929).

Thomas Flanagan; Ihe Irish Novelists 1800-182Q
(New York: Columbia University Press, 1959).

Herbert Howarth, The Iris~iters: Literatu~ and
Nationalism, 1800-1940 (New York, 1959).

A. Norman Jeffares, 8n£1o-Irish Literature (Dublin:
Gill and Macmillan Ltd., 1982).

Jeremiah J. Hogan, The English Lang~ge in Ireland.
(Dublin: Educational Co. of Ireland, 1927 •

Dougla s Hyde, A Literary History of Ireland: From
Earliest Times to the Present Day (London: T. Fisher Unwin,
1899).'

Robert O'Driscoll (ed.) Iheatre and Nationalism in
~entieth Century (Toronto: Unive.of Toronto Press, 1971),
p , 40.

Martin Wallace, ~Irish: How They Live and Work
(Great Britain: David and Charles Publishers Ltd., 1972).

Conor C. O'Brien and Maire, A Concise Hi~~
Ireland (London: Thames and Hudson" 1972).

F.S.L. Lyons, Ireland Since the Famine (London:
Collins and Fontana, 1981).

104DoUglas Hyde, "The Necessity for De-Anglicizing
Ireland" Louis L. Snyder (ed.) pp. 234-236.

105Ibid., p. 235.

1068ee Desmond Fennell, pp. 64-77.

107United Irishman, May 31,1902 quoted in F.S.L. Lyons,
"James Joyce's Dublin" Iwentieth~ury Studies, Nov. 1970,
No.4: Ireland, p , 17.
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108See Note 81. Yeats's nationalist career is
interesting. In 1903, he declared:

I am a Nationalist~ and certain of my intimate
friends have made Irish politics the business
of their lives, and this made certain thoughts
habitual with me, and an accident made these
thoughts take fire in such a way that I could
give them dramatic expression. I had a very
vivid dream one night, and I made Cathleen ni
Houlibsu out of this dream (W.B. Yeats,
~lorations selected by Mrs. W.B. Yeats.
New York; 1962), p • 116.

cf. Yeats statement in 1937:

I am no Nationalist except in Ireland for
pa ssing rea sons; Sta te and Nation are the work
of intellect, and when you consider what comes
before and after them they are, as Victor Hugo
said of something or other, not worth the blade
of grass God giVES for the nest of the linnet.
(W.B. Yeats, f~~auQ Introductions~w York,
1961 ), p • 526.

109
Maud Gannet A Servant of the Queen (Lonc;lon,- 19~8),

pp , 332-333; quoted in George }/.ills Harper, "Intellectual
hatred and intellectual nationalism: The paradox of
passionate politics" Robert O'Oriscoll (ed.), p. 53.

, r-,

110For a full account of the activities of the group-',
Elizabeth Coxhea d , Daughters of Erin (London: Secker
Warburg, 1965J.

see
and

111Quoted in David H. Greene and Edward M. Stephens
J.M. Synge 1871-1909 (New York: The Macmillan Co, , 1959),p.148.

112Ibid, pp , 146-147.

113Thomas MacANNA,"Nationalism from the Abbey Stage"
Robert O'Oriscoll (ed.), p. 95.
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114Ibid., p , 94.
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115Examples of the Stage Irishman could be found in
Captain WacMorris in 31akespeare's Henry V, iii, 2; Sir
Lucius O'Trigger in 31eridan's The Rivals_and Tim Haffigan
in Shaw's John Bull' s Other Island; and also in the writings
of Maria Edgeworth, Oion Boucicault and J.W. Whitebread.

It is based on an exaggerated conception of the Irish
man and complements, at a literary level, the political
attempt by the imperialist to deny the Irish any signi-
ficant individuality. The Stage Irishman portrays the Irish
as a wild and vicious race, boastful, dirty, child-like,
unnecessarily excited, harum-scarum, fond of war and violence
and congenitally treacherous and corrupt.

116See W.B. Yeats, Autobiogrsp~ (London: Macmillan
and Co. Ltd., 1955), p. 424; also in W.B. Yeats, ~
Autobiography of William Butler Yeats (New York, 1953),
p , 317, and in W.B. Yeats, "J.M. Synge and The Ireland of
His Time" Thomas R. Whitaker (ed.) Twentieth Century Inter:-
preta tions of the PlaYbO} of the Western World (New Jersey:
Prentice Hall Inc., 1969 , p. 24.

117W•B• Yeats, "The Tragic Generation" Nobel Foundation
and the Swedish Academy, !iQbel Pri~brary: Alek sandr
Solzhenit~ R. Ta£l9re, Sigrid Undset, W,B.:...1£ill (New York:
Alexis Gregory, and California: CRMPublishing, 1971),
pp , 345-346.

118T.R. Henn (ed.) The Plays and Poems of ~M. Eo/nge
(London: Methuen and Co. Ltd., 1963), p. 6.

119Ibid., p. 10.

120J•L •. Styan, MOdrrn drama in theory and practice 1:
B-ealism and Naturalism Cambridge: Cambridge UniverSity Press,
1966), p. 100.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



340

12~Maurice Bourgeois, John Millington Synge and the
Irish Theatre (London: Benjamin Blom, 1965), p. B7.

122Quoted in Daniel Corkery, Synge and Anglo~Irish
Literat~ (cork: The Mercier Press, 1966), p , 43.

123Corkery, p. 44. Corkery WaS a nationalist writer
of note. He has been described as the only Irish ~Titer
du.l'i.ngthe anxious years of 1916-1926 who gave himself "fully
to the revolution". He is, says Francis MacManus,

a most gifted, contemplative and critical
scholarly man, well-read in the literatures
of Europe including the great Russians, and
a pa ssiona te believer in the Gaelic tradition
which, so to speak, was the marrow of his bones
(see Francis MacManus, "Imaginative Literature
and the Revolution" Desmond Williams (ed.)
The Irish Struggle 1916-1926) London:
Routledge and Kegan Paul, 1966), p.24.

124Quoted in Robin Skelton, ),w. Synge and His World
(New York: The Viking Press, 1971 , p. 40.

125Quoted in loP. Curtis 'Jr.,."The Ancrlo-Trish,
Predicament" ~ntieth Century Stud~~, Nov. 1970, No.4:
Ireland, p , 50.

126 t· 1 6Quo ed 1n Danie Corkery, p. 4 •

127J.M. Synge, The Autobiography of J.M. Synge
(London: Oxford University Press, 1965), p. 26.
I •

128The list is taken from Greene and Stephens, pp.28-29.

129 bOd 250I 1 • ,po •
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130See Introduction to Frank J. Fay, Towards A National
Iheatre:~ramatic Criticism edited with an introduction by
Robert Hogan (Dublin: Dolmen Press, 1970), pp , 9-10.

131See Ann Eaddlemyer, tI Stars of the Abbey's
Ascendancy" Robert 0' Driscoll (ed.), p , 33.

132Quoted in Andrew E. Malone, Irish Dra~a (London:
Benjamin Blom, 1965), pp. 34-35.

133In his "The ~/'uncipal Gallery Revisted", Yeats
writes a s follows;

John Synge, I and Augusta Gregory thought
All that we did, all that we said or sang
Must come from contact with the soil from
That contact everything Ataeus-like grew
strong
We three alone in modern times had brought
Everything down to that sole test again
Dream of the nOble and the beggar-man.

(W.B. Yeats, Collected Poems London: Macmillan,
1955), p , 49; also in Alan Price, Synge and Angl9.-
Irish Drama (London: Methuen and Co. Ltd., 1961), pp.61-2.

134Ibid•

135Quoted in Andrew Malone, p. 287.

136Corkery, p. 52.

137J.M. Synge, elays, Poems and Prose (London and
~Aelbourne: J.M. Dent and Sons Lt d, , 1988), p , 33.

138Ibid•

139Ibid., p , 107·

140Ibid., p , 108.
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141Ibid., p. 219.

142See Robin 3<e1ton, The Writing s of J.~'. Synfl.§
(London: Thomas and Hudson, 1971), p. 66.

143Ibid., pp •. 66 - ff7.

144Quoted in Robin 3<e1ton, JeM. Synge and His World
(New York: The Viking Press, 1971), p. 60.

145Corkery, p. 46.

146J.M. Synge, Four Plays and the Aran Islands (ed.
with an introduction by Robin 3<e1ton) (London: Oxford
University Press, 1962), p, 163.811 references to
The Aran I slands are to this edition a nd henceforth, pages
in which the quota tions appear are incorporated after the
ci tation.

147T•S• Eliot's expression, see his Selected Essays
ed, by J. Hayward (London: Penguin, 1953), p. 74. "The only
way of expressing emotion in the form of art is by finding
an objective correlative" says Eliot.

148Reuben Abati, "J.M. Synge and Wo1e Soyinka:
A Comparative Study" unpublished M.A. Project Essay,
University of Ibadan, 1987, pp. 239-230.

149See J.M. Synge, four plaYs and The Aran Islands,
pp , 165-166.

150Ibid., pp. 185-187.

151Ibid., p. 216.
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152-Paul F. Botheroyd, "J.M. Synge's The Aran Islands,
Riders to the~ and Territoriality: The Beginnings of a
Cultural Analysis" Dapo Ade1ugba (ed.), Studies on Synge
(rba dan : University Press, 1977), pp , 75-86. -

153Sean O. Tuama, "Synge and the Idea of a National
Literature" Maurice Harmon (ed.), J.M. Syme: CentSlnar:t
Papers, 1921. (Dublin: The Dolmen Press, 1972), p. ?

154E . th tr'va.ne argues a:

Synge was a faker of pea sant speech... It
is high time tha t all the tosh that was
formerly spouted about Synge, and still is
by sentimentalists late for the fair, was
stopped. (St. John Ervine, Some Impressions
of my Elders New York: Macmillan, 1922),
p , 201 cf: Synge's dialogue is "contrived
stuff, withdrawn from reality and made into
a pattern, pretty enough, but, after a time,
tiresome and tedious". (St. John Ervine,
How To Write A Play London: Allen and Unwin,
1928), p , 20.

On p , 20?, Corkery says Synge "Had aimed at
being a lord of language but there waS other
stuff all the time within him, protesting
against such an ideal".

155Corkery, p. 199:

Synge's phrases, then, seem not alone watery
to us who know the originals, but very often
strike us as being also rab sur-d, Every
Catholic knows that no Connacht peasant, _.t'
drunk or sober or utterly lost in ecstacy,
could have used them, no more than drunk or
sober or gone in our five wits, we could
find ourselves asserting that two and two
made five.
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157Quoted in Greene and Stephens, pp. 157-158.

156L•A•G• Strong, John Willington Synge (London:
G. Allen and Unwin, 1941), pp. 81-82: The Language of
Synge's plays is not the language of the peasants, insomuch
that no peasant talks consistently as Synge's characters
talk; it is the language of the peasants, in that i·t contains
no word or phrase a peasant did not actually use.
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the imagination (quoted in Andrew Malone, p. 129).

159See David Krause, Sean O'Casey and the higher nationa-
lism: the desecration of Ireland's household gods" Robert
O'Oriscoll (ed.), p , 115.

160Corkery argues that:
For touch, neither The Wel! of the Saints nor
The PlaybOY of the Wester,!2World can be compared
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PlaYbOY seems flashy, over-wrought yet unfinished,
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161See Daniel J. ~urphy, The Reception of-Synae's Plays
in Ireland and America: 1907-1912 (New York: Greenwood Press,
1975), cf. Greene and Stephens, pp. 234-275; also see Mark
Mortimer, J.W. nnge. Notes on !be PlaybOY. (London:
York Press, 1981 •
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164Also by the ca se of Lynchehaum, who wa s a most
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of the Playboy of The Western WorlE (Englewood Cliffs,
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Ireland than 'Macbeth' is a caricature of the
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185Howard D. Pearce, "Synge's Playboy a s ~!ock-Christ"
Modern Drarra Vol. VIII Dec., 1965, pp. 303-310; also in
ThomasR. Whitaker (ed.) pp. 88-97.
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California Institute of Technology, 1980).
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A Reassessment of the African Literary Image" inWole Soyinka,
Art, Dialogue and Outrage, pp. ?~14.
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----------, Myth. Literature and the frican

World (Cambridge: Cambridge University Press, 1979 , p.15D.

20°Soyinka made this statement during a discussion with
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Washington, on April 30, 1973; see Karen L. Morrell (ed.),
In Person: Achebe, Awoonor and Soyinka (Seattle, Washington:
Institute for Comparative and Foreign Area Studies,
University of Washington, 1975), pp. 101 and 102.
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in African Arts and Literature" Wole Soyinka, Art, Dialogue
and Outrage, pp. 221-246.

202
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204Ibid., pp. 126-127.
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identifies two forms of nationalism in African literature.
On one hand are" Senghor and his negritudinist friends (whO)
sing of Africa's passing beauty and luxuriate in a world
consciousness of their WarmFrenchified intellectual souls"
(p. 210). On the other are the "new voices" of Tchicaya
U'Tamsi, Christopher Okigbo, Awoonor himself and Achebe
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20?Wole Soyinka, "The Writer in A Modern Africa State"
Wole Soyinka, Art, Dialogue and Outrage, p. 20.

208
Myth, Literature and the African W£r1g,
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209Ibid., p, 66.

2100bi Wali, "The Dead End of African Literature?"
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211Ibid., p , 14.

212Ibid., p, 14.

213Ibid., p. 15.

214See Trans;t;on, Vol 3 (11) Nov 1963 p 9_ , , . t··
215The expression "bo1ekaja critics" deserves some

explanation. It is a term used by the troika to describe
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are administering a timely and healthy dose of much
needed publiC;;ridicule"to -the reams of pompous non-
eenss which'- has been -floating out of the·-stale,
sterile,stiffling covens of academia and
smothering the sprouting vitality of Africa's
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(Chinweizu, Onwuchekwa Jemie and Ihechukwu Madubuike~
Toward the Decolonization of African Literature,
Vol. 1, (Enugu: Fourth Dimension Publishers, 1980),
p. xiv.
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218Ibid., p , 208.
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soon withered. When Wole Soyinka, coming
to Tame as Nigeria's first internationally -
known playwright attacked it (vol IV No.1)

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



352

in his essay "The Future of West African
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(Washington, D.C.: Three Continents Press,
1976), pp. 227-229.

221Ch' . t 1 230~nwe~zu ea., p. •

222Ibid., p. 235. For Soyinka's reply to these allega-
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226Eldred Jones, "Wole Soyinka: Critical Approaches"
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UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



354

240Members of this group were later absorbed into the.
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24~emi 0 sofisan , "Ritual and the Revolutionary Ethos"
Okike,22, 1982, pp. 72-81.
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University Press, 1977), p. 5.

, "Kongi's Harvest" Collected Plays 2
(Oxford: Oxford University Press, 1976), p, 91. All
references to the play are to ~hisedition. Henceforth,
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245Northrop Frye, Anatomy of Criticism (New York:
Atheneum, 1968), p, 148.
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248wole Sayinka, Death and the Kin.9.·.§....!:!Qr~!l (Landon:
Eyre Methuen, 1975), See "Author's Nate". All references
to the play are to this edition and henceforth, aLl, page
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the quotation.

249Ibid•

250Wole Sayinka, "Who's Afraid of Elesin Dba?" Art,
Dialogue and Outrage, p. 126.
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CHAPTER FOUR

LANGUAGE: THE SYNGE AND §DYINKA EXPERIENCE

Introduction

In this and the next chapter, we discuss two of the

various aspects in which Synge and Soyinka rraybe located•
within a universalist theoretical perspective, that is,

aspects in which they may, for example, be considered

/
modernist and universal. In the next chapter, this task

is essayed through an examination of their iconoclastic

temperarrent but here, we concentrate on the manifestation

of language in their works.

Both Synge and Soyinka , it is observed, foreground•
language. That is they lift it above its traditional

function a s the vehicle of thought, and transform it into

a theme and hence, the core of dramatic action. This use

of language approaches the threshold of Brecht's gestus

and Kenneth Burke's "dramatism", It reveals the meta-

theatrical potentials of Synge's and Soyinka' s plays plus•
their range of semiotization and modernist pretensions.

The reference to language here as a theme deserves

explana tion for the simple rea son that language is tradi-
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tionally regarded as a tool and not as a theme. What we

seek to establish is that langw.ge is.used by Synge and

Soyinka in a special and heightened manner so much tha t it
"

attains the gesture and the force of a theme. Theme is

native to language for it is its vehicle but when language

is stretched beyond its traditional functions, it becomes

elevated to the stature of a theme. And it can be isolated

and studied in terms of the specific instances in which it

has been foregrounded.

Apart from highlighting all these, we shall, in

conclusion, discuss the theatrical implications of both

writers' use of language. Let us begin, by way of intro-

duction, with a discussion of language per se in human

society and in literature and theatre.

Theoretical Framework/Literature Review

It is an ultimately futile academic exercise to attempt

a definition of either the meaning or the origin of language

for the simple reaSon that the concept, like most human

concepts, refuses to lend itself to a precise definition

which may be accorded a canonical status. The fashionable
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tendency in academic circles is for commentators on language

to impose upon it their own peculiar intellectual backgrounds

or individual perceptions to such a degree that a socio-

logical definition of language becomes almost irrecon-

ciliable, a prima visjQ, with a historical or philosophical

definition of it. Hence, there are as many definitions of

language as there are commentators on the subject.

The foregoing proposition might sound like a platitude
_/ yet for an understanding of language an 'exemf.natd.on

of this platitude, if at all it may be so regarded, becomes

imperative.

In defiance of the difficulty of the task, Edward

.S3pir, Block and Trager, A.A. Hall and Noam Chomsky have

attempted, each in his own way, to define language. S3pir

Sees

language a s a purely human and non-
instinctive method of communicating ideas,
emotions and desires by means of a system
of voluntarily produced symbols ••• (Which)
are, in the first instance, auditory.1

Block and Trager describe language as "a system of arbitrary
2vocal symbols by means of which a social group cooperates".

Hall defines it as an "institution whereby humans communi-
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cate and interact with each other by means of habitually
3used oral-auditory arbitrary symbols".. In Chomsky's view,

language is "a set of sentences, each finite in length and

t t d t f . fi . fIt " 4cons ruc e ou 0 an a.n ru te set 0 e emen s e-

Each of these definitions is fraught with limitations

and none may be regarded as fully comprehensive. What

happens is that they all examine language from a peculiar

perspective. SBpir highlights the communicative value of

langLage, Block, Trager and Hall concentrate on its social

function and Chomsky on its linguistic sense. What this

goes to prove is our initial premise that language lends

itself to motley definitions and nowhere perhaps is this

statement most empirically dramatised than in Peter H. S:tlus'
5encyclopaedic book. On Language:,Plato to van Humboldt.

But varied as definitions of language are, one basic

fact seems to underline them all; namely that language. in

the final analysis, involves the manipulation of words, in

their auditory and visual ambiences, to forge meaning out of

reality. The nature of this manipulation is, usually, almost

invariably conditioned by the political, social and cultural

variables existent within the specific context in which

language is employed.

I
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¥It must be noted that the problems encountered in the

definition of language equally emerge in the attempt to

discern its origin. So many theories have been proposed

in this respect but none offers the ultimate notion about

the etymology of language. Noteworthy, in the first instance,

is the divine-origin theory which traces the beginnings of

language to two events in the Bible - the naming of creatures

by Adam in the Garden of Eden (Genesis Chapter 2, verse 19)

and the confusion of languages at the Tower of Babel

(Genesis, 11:1_9).6 This theory would no doubt appeal to

religionists but academically, it has little value insofar

as it is based on sentiment and faith.

There is also the evolutionary theory which argues

that language is a logical and ~ntegral aspect of man's own

development and that the instinct for language is natural in

man. This theory is popular with linguists and psycho-

logists but plausible as it may seem, it appears, in the

final analysis, to be stating the obvious.

More appealing, perhaps because of its empiricism,

is the invention theory of language which states that man

invented language in order to cope with the basic demands

of life; but what scholars have not agreed upon is the
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specific nature of these demands. Richard Albert Wilson

argues, for example,that man invented language as part of

the need to control.the sensuous and vanishing nature of

his world. Language, he sa.ys, served man as a tool with

which he could "introduce the element of permanence into

(this) vanishing world". Language was found adequate for

this purpose because of its "non-sensuous and non-vanishing" 7

nature - it is a time symbol "lifted above the evanescence
/

of time" and a space-symbol "released from the fixity of

8space" •

J.J. Rousseau argues, on the contrary, tha t language

waS invented not to serve any need - practical or psycholo-

. gical - instead, it arose out of man's confrontation with

the pa ssd.one of love, hatred, pity and anger. Rousseau is
, .

entitled to his own view but examined closely, the difference

which he observes between his position and those who

emphasize man's needs as the origin of language is non-

existent. 80th positions are essentially androgynous; they

are, after a manner of speaking, two sides of the sa.me coin.

The degree to which this is so is illustrated, ironically,

by Rousseau's own statement:
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It is suggested that men invented speech to
express their needs: an opinion which seems
to me untenable ••• Whence this origin?
From moral needs, passions. All the
passions tend to bring people back toge~her
again, but the necessity of seeking a
livelihood forces them apart. It is
neither hunger nor thirst, but love, hatred;
pity, anger which drew from them the first
words.9

A discussion of the more complex implications of the

attempt to define the meaning and origin of lang~ge is a

task that would be further necessary to a student of

linguistics. But here, the description of the issue, such

as has been done above, would seem adequate. More germane

for our purpose is the specific personality of language in

human societies and how this relates to its use in literature

and theatre and here, scholars seem to agree on the fact that

language has always played a central role in the evolution

of the human estate.

language, to use Alfred Korzybski's word, is seen by

many scholars, as the core of "the manhood of humanity". 10

There have however been attempts to question or qualify this

position, popular as it may seem to be. Charles [)3.rwin

expanding on his theory of evolution in Descent of~ (1871)

insists, for example, that language is not the exclusive

prerogative of man. He contends that there is no fundamental
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difference between man and the higher animals in their mental

faculties. The latter, in fact, are equally capable of speech.

Darwin's view has received expansion in the works of

h h 1 . sk t 11 hL 12 A B 13suc sc a ars as We~ ran z, Ku er, oger rown,'

A.M. Yerkes and Ada W. Yerkes,14 Karl van FrisCh,15 and
16

Stuart Chase; but the ultimate conclusion which every

have . t" 18no ex~ • Stuart Chase is more specific. "Animals" ,

commentator on the speech habits of animals almost inevitably

arrive s at is tha t language is a humanizing factor and it

is man, alone, of all creatures, that is capable of meaning-

ful speech. As Lewis Thomas puts it, "the gift of language

is the single human trait that marks us all genetically,

setting us apart from all the rest of life". 17 Language says

William J. Entwistle, "is a world into Which the speechless

animals have no entry, but fro~ which we humans, no doubt

says he, "as well as men convey message, using sound and

gesture, but never meaningful words; Homo sapiens, alone

19of all earth's crea tures, uses words to refine his pa ssages".

This USe of language for the refinement of man's

passages has been a historical process eating back to pre-

historic times when man, confronted with the immensity of

the cosmos, began to erect several epistemological struc~ures
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with which he could preserve himself and maintain his sanity.

Peter Dixon has attempted a discussion of this process in

his Rhetoric. He concludes that man has always expressed

"faith in the word,,20 and this has been a sustaining force

in human civilization.

In particular, man has used language to define his

world and create meaning out of life; through it, he

communicates his thoughts, interacts with his colleagues

and designs modes of action. Language has served man as a

vehicle of cul, ture, a s a cornpass with which he charts the

directions of being and as a ther~--w-±tl9-Yib..ich he

-1.

measures the temperature of his feelings. The thought of

a world without language is hard to contemplate; such a

world would be a non-world, it would return man to the

level of vegetables - a world bereft of meaning, character

and glamour.

Richard Rorty opines that the idea of an objective

world without language is inconceivable.21 According to

Wal ter J. Ong, "encounters with others in which no words
22are ever exchanged are hardly encounters at all." Leonard

Bloomfield adds: "Language plays a great part in our life". 23
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Ie A. Richards writes a s follows:

Words are the meeting sat which regions of
experience which can never combine in .
sensation or intuition, come together. They
are the ceca sf.on and the means of that growth
which is the mind's endless endeavour to
order itsel f. Tha t is why we have language.
It is no mere signalling system. It is the
instrument of all our distinctively human
development, of everything in which we go
beyond the other animals.24

Christopher Caudwell,25 S.J. Tambiah,26 Ernst

Cassirer, Z7 W.W. Urban,28 Garth Gillian,29 Richard Albert

W';lson,30 Isaac Goldberg31 d Ed d cs; .32 ha ··1 1.•.. an War '-t1p~r ve sama ar y

commented on the indispensability of language to man. "It

gave man", says Cassirer, "the sense of power over his

environment".33

It is doubtful if any other cultural asset
of man, be it the art of drilling for fire
or of chipping stone, may lay claim to a
greater age. I am inclined to believe that
it antedated even the lowliest developments
of material culture, that these developments,
in fact, were not strictly possible until
language the tool of significant expression,
had itself, taken shape.34

Tha t language ha s helped man chart his way through

a labyrinth of challenges is a widely acknowledged view but

it has been observed that it has on the contrary, equally
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been the author of many misfortunes not just in the sense

that it is the means through which these are conceived and

expressed but that it is directly responsible for their

manifestation. Thus, the personality of language, as a
social instrument and as a tool of cognition, has been two-

here to the fact that words usually operate at two levels

of meaning, the manifest and the latent, his phrase would

seem to be fully descriptive of the character of language.

Like Janus, language presents two contradictory and equally

decisive visages: the one is gOOd; the other is evil.

A.C. Ward, Simeon Potter, William J. Entwistle and

Stuart Chase have discussed this contradiction. They begin

with the admission that language has advanced human thought

and action and end with the opposite view that it has become

"the most readily ascertainable of all the factors that

divide mankind" ;36 "a medium of public bemusement and

stupefaction, and a weapon of destruction. Men are both

its manipulators and victims". 37 Entwistle illustrates

this view through a discussion of the connections between

language and nationality. He is of the view that language
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has been one of the core issues of nationalism and because,

in tris respect, it recommends racism and exclusion, it has

become "one of the most d3.ngerous divisive forces of our

t" ,,381me •

Entwistle's example is useful and the degree to which

it is true ha s already been discussed, in part, in the

preceding chapter. Of equal interest is Stuart Chase's
39claim that man is living under tI the tyranny of words".

Cha se adds that the Second World 'War wa s caused by the

manipula tion and misapplica tion of language. He is worth

quoting in full:

A Japanese word, mokusatsu, may have changed
all our lives. It has two meanings: (1) to
ignore, (2) to refrain from comment. The
release of a press statement using the second
meaning in July, t945 might have ended the
War then. The Emperor was ready to end it, and
had the power to do so. The cabinet was pre-
paring to accede to the Potsd3.m ultimatum of
the Allies - surrender or be crushed - but
wanted a little more time to discuss the terms.
A press release WaS prepared announcing a
policy of mokusatsu, with the D£ comment
implication. But it got on the foreign wires
with the ignore implica tion through a mix-up
in translation: "The cabinet ignores the demand
to surrender". To recall the release would
have entailed an unthinkable loss of face.
Had the intended meaning been publicized, the
cabinet might have backed up the Emperor's
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decision to surrender. In which event, there
might have been no atomic bombs over Hiroshima
and Nagasaki, no Russian armies in Manchuria,
no Korean war to follow. The lives of tens of
thousands of Japanese and American boys might
have been saved. One word, misinterpreted.40

It is perhaps because of this inherent capacity for

evil that SOmescholars recommend the de-centralization of

language and a simultaneous reversal to the use of silence

for purposes of human activities. Noteworthy here is

Steiner's argument that language is inadequate for the

apprehension of the world. Language, he says, "diminishes

the immediacy, the hard edge of actual circumstance". 41 In

two sets of radio talk, George Steiner makes the same case

by insisting "that much of reality now begins outside

language ••• large areas of me,aning - as rrathematics,

formulae, and logical symbolism". 42 Others belong to "anti-

languages" such as the practice of non-objective art or

atonal music. 43"The world of the word ha s shrunk".

Steiner's position has been strongly criticized as

44false, misleading and pessimistic notably by Frank Kermode,

Richard P. Brickner45 and David Newton-De tJolina, 46 and this

condemnation is perhaps just insofar as Steiner and other
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scholars of similar conviction tend to overlook the fact

that the shortcomings of language are,at a broader level,

a reflection of the general non-absolutistic nature of all

epistemological constructs. We are yet to know of a human

event or concept or phenomenon which is so perfect that it

carries no limitations; hence, the errors of language deserve

no academic dramatisation.

And besides, no matter how grave and divisive these

errors may be, it does not seem likely that man can evolve

an alternative. Silence may seem attractive at the level of

theory but in practical terms, a world in which no word is

uttered would obviously be a very dull world and man would

be worse for it. The inadequacy of silence is driven home

by the example of the Western Apache· societies, the Arizona

tribes and the Indian societies of South West America,

particularly the Navajo and the Papago. Taciturnity is an

integral part of the culture of these societies. They

celebrate silence and imbue it with cultural and cosmologi-

cal significance. Yet, it has not been possible for them

to abandon language completely.4?

By implication therefore, the assumption that reality

can ever exist outside language is an illusion; a purely
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academic statement valid exclusively in the realm of

hypothesis and completely at variance with concrete truth.

The truth, a s it appears, is that the decentralization or

the total abandonment of language is impossible. Wan would

continue, and does still continue, to rely on language as

his major means of being, feeling and thought, and this

indispensability becomes all the more patent when language

is conceived not ordinarily as words but as a verbal and

non-verbal phenomenon which, for that very reason, embraces

every sphere of human action.
Perhaps nowhere is this centrality more evident than

in literature and theatre. Writers, actors and theatre

producers rely on language - verbal and non-verbal - for

the communication of their messages and although the anti-

langL8ge stance discussed a bove also manifests in this area

in form of a demand for alternative modes of expression;

the result has been the eventL81 triumph of language.

Wri ters drama tise language; in their hands, it becomes not

just a vehicle of impressions but an integral part of a ctLon ;

No less than the professional linguist, a
writer is a student of the language he uses:
indeed, it might be argued trat his exemplary
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craft, particularly if he be a playwright
and a poet-playwright, demands a subtler
and more comprehensive study of language
than does the analytical and anatomical
craft of the linguist.48

~tuart Chase submits that

A writer is supposed to understand the
behaviour of language, for his working
life is largely spent in deciding the
sequence in which one word follows
another.49

"Li tera ture", says Northrop Frye, II is not a piled

aggrega te of 'works' but an order of words". 50 According

to I.A. Richards, "i tis through the interactions of words
51wi thin a language that a poet works". Stephen Winot argLJes

that the main business of poetry should be the exploitation

of the multitudinous resources'of language and the success

or otherwise of a poem depends on the magnitude of the

skill with Which this is attempted. Writing poetry in

Minot's view, is "a time to play around with language •••

No matter how insightful or compelling the theme may be,

the poem itself will fail if the language is dull or

conventional".52

I -
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Yet, despite this general recognition and acceptance

of the value of the written word to the literary enterprise,

there have been attempts, largely articulated by modern and

contemporary writers, to establish a contrary position

namely that language does not deserve the centralization

which traditional literary practice and aesthetics accord

it. Far from being a useful tool, it is a negative force

insofar as it carries the risk of misleading the writer and

of limiting the scope of human perception. Hence, it is

insisted that an alternative mode of communication and of

apprehending human circumstances must be erected.

Friedrich Duerrenmatt avers that:

••• Language can lead a writer a stray.
The joy of being able all of a sudden to
write, of possessing language, as it came
over me, for instance, while I WaS writing
I.lliL.8lind~'an can make an author talk too
much, can make him escape from his subject
into langu§ge ••• Dialogue, like playing
on words, can also lead an author into byways,
take him unawares away from his subject. 53

George Steiner, for his part, reports that the" wri ter of

tOday" uses" far fewer and simpler words ••• ma ss culture

.has watered down the concept of literacy"; words have lost
their "precision and vitality".54
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i These criticisms of language have received further

illustration in the hands of many mod~rn writers parti-

cularly the avant-gardists. Rimbaud, for example, -disliked

language as a means of rational thought and therefore

attempted the use of non-verbal means. Virginia Woolf

announced in The Voyage Out: "I want to write a novel about
'1 ,,55S1 ence ••• And in The Theatre and its double, Antonin

Artaud, as part of his effort to return theatre to its

pristine value as an exploration of the subconscious,

declares words irrelevant and adopts the use of gestures

and movement:

••• I make it my principle that words do not
mean everything, and that by their nature and
defining character, fixed once and for all,
they arrest and paraJ,yse thought instead of
permitting it and fostering its development •••
I am adding another language to the spoken
language, and I am trying to restore to the
language of speech its old magic, its
essential spell-binding power.56

Like Ar-taud, several avant-garde theatricians have

equally erected alternatives to words. Ionesco in

The Chairs, Beckett in Waitin~for Godot and Endgam~ and

Jean Genet in The Balcony resuscitate pantomime. Beckett

is further noted for his use of silence and non-verbal
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I registers and Harold Pinter is famous for his use of pauses.

According to Robert Corrigan,

Each of these Playwrights is revolting against
the tyranny of words in the modern theatre. As
a result, their plays - at least until very
recently - have no "message"; the dialogue is
not a monologue apportioned out to several
characters; they are packed with symbols, but
these symbols don't mean anything in parti-
cular and they suggest many things •••• In
fact, these writers assert that in objecti-
fying the feeling in order to describe it,
words kill the very feeling they would describe.
It is no wonder, then, that these playwrights
feel a great affinity to ~he mimes - Etienne
Decroux, Marcel Marceau, and Jacques Tati, no
wonder that they turn for inspiration to the
early films of Charlie Chaplin, Buster Keaton,
the Keystone Cops, Laurel and Hardy, and the
Warx Brothers; no wonder, finally, that they
are all under the influence of Jacques Copeau
and Antonin Artaud. 57

But let it be noted, on the contrary, that the

attempts to devitalize words in literature and theatre is

a futile exercise. As is the case in our discussion of

the sociological position of language, it does not seem

likely that writers would ever eventually arrive at a

position where they can conveniently abandon words. For

the purpose of characterization, of articulating thoughts,

of describing mood, feeling and tone and of conveying style,
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, language would continue to serve writers as a most reliable

tool. What seems possible is not the abandonment of

language but its revitalization in terms of the extension

of its frontiers as in Caryl Churchill's Top Girls,58 John

Russell Brown's Thea tre..1§.Qguage:A Study of Arden! Osbor..o.g,

Pinter and wesker59 and [avid Bevington's Action is Eloquence:

Shakespeare's Language as Gesture.60 "A total evasion" of

lang uage is" impossible for men". 61

It is instructive to note that alr the organised Opposi-

tions against lang·ua-gehave always been shortlived. Artaud's

"Theatre of Cruelty", for example, is remembered today only

as one of those evanescent experimental gestures which have

.given modern art its badge of eclecticism and stylistic

restlessness. In the late twenties, Jean Jacques Bernard

tried to develop a theatre of silence in Paris. He failed

and immediately abandoned the project. Similarly, Virginia

Woolf who dre~mt of writing a novel about silence soon

admitted the difficulty of the task. To quote her in full,

"I want to write", she says, "a novel about silence, the

things people don't say. But the difficulty is immense". 62

A checklist of the place of language in literature

and theatre further reveals that in spite of the attempts
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to de-emphasize it and hegemonise other artifacts, it still

remains our primary means of artistic communication and this

would seem to explain, in part, the obsession with· language

which Terry Eagleton observes in modern literary theory.63

In particular, this obsession is dominant in deconstruction

where the critic may concentrate on a word and interrogate

its use within a particular text to suc~ a degree that the

Various oppositions which govern the text are dismantled into

disparate units thus converting the meaning of literature

into an indeterminate coda and the text into an agglomerate

of horizontal signifiers and signifieds.

Thus, writers have always found language Lridd spensabLe•

.Many of them in fact dramatise language and often, they

transform it into" the object of discourse", 64 that is, a

part of dramatic action itself, imbued with performative

and generative capacities and important for its own S3.ke

and not for any functional purpose. It is this phenomenon,

usua~ly referred to as the foregrounding of language, that

this chapter discusses henceforth in relation to Synge and

Soyinka. According to Keir Elam,
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( Linguistic foregrounding in language occurs
.when an unexpected uEage suddenly forces the

listener or reader to take note of the
utterance itself, rather than continue his
automatic concern with its 'content': 'thE
use of the devices of the language in such
a way that this use itself attracts attention
and is perceived a s uncommon, a s deprived of
automatization, as deautomatized, such as a
live poetic metaphor'.65

This framing of language has several semiotic implications

in the sense that it transforms language into a volatile

sign-vehicle with a wide range of signifieds and in the

theatre, when this framing or foregrounding is translated

into performance, it has a serious impact on the performer

audience communication flow especially with regards to

audience response. The most obvious implication is that a

predetermined and automatic response to the performance

becomes inconveivable because of the volatility of the

language and other aspects of performance which may be

similarly foregrounded.

The foregrounding of the linguistic sign is remini-

scent of Kenneth Burke's" drama tism" and at the same time

of Brecht's gestus. Burke defines dramatism as the employ-

.ment of language "primarily as modes of action" rather than

as means of conveying infor~ation66 while the concept of
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gestus in Brecht's epic theatre involves the framing of an

aspect of performance such that it stands out on its own,
5?independent of the rest of the text.

Taken together, these clarifications of the fore~

grounding of language merely reinforce the pre-eminence of

language in artistic creation and for empirical purposes,

the works of Synge and Soyinka provide illustrations of the
•

phenomenon.

LanguaGe in Synge and Soyinka

Commentators on the use of language by Synge and

~yinka often concentrate on both writers' reaction to and

their resolution of the linguistic dilemma of their resp8C-

tive countries; that is, Synge's use of the Anglo-Irish

dialect and ~yinka' s use of English and Yoruba to create

a literature that is English and yet Irish and Yoruba,

/"
who complain about the artificiality of Synge's language,

respectively, at once. Also already discussed in great

detail by critics are the semantic and stylistic values of

the language of both writers.58

Apart from the exceptions of St. John G. Ervine,59

.L.A.G. Strong,?O Maurice BoUrgeois?1 and Daniel Corkery?2

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



379

and Anthony APpiah,?3 Chinweizu et al.74 and Stanley Wacebuh75

who accuse Soyinka of wilful obscurantism, the general tone.
of the criticism of both writers' use of language has involved

the admission that both of them employ language with a sharp

sensitivity to the homophones and the audiophones of words

William Boyle and even Daniel Corkery. Soyinka's language,
r

and in the process have succeeded in achieving a corre&-

pondence between deeper intuitions and provincial accents

of daily speech.

Through his use of the Anglo-Irish peasant dialect,

Synge created a linguistic mode which became a model for

dramatic composition as evidenced by the works of George

Fitzmaurice, T.C. Murray, Seamus O'Kelly, Lennox Robinson,

despite its cosmopolitan flavour is also like Synge's rooted
76 ."among the clay and worms" , rooted that is, in 9Jyinka' s•

indigenous background and fully expressive of the Yoruba

world-view.

Through the adoption of this intricate bilinguality,

Synge and 9Jyinka authenticate the indigenousity of their.
works and at the same time, speak to a universal audience.

So far, this approach is about the most convenient and logical

resolution of the linguistic dilemma of their respective

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



- - - -~---

380

countries. Writers in Ireland and Nigeria or Africa, as it

were, often debate what language should be chosen between

the indigenous and the colonial and this debate, in both

instances, has produced extremely divergent views and pro-

positions. But the solution seems to lie in a mixture of the

indigenous tongue with the English language because try as

they may, Irish and African writers, in spite of their

aspiration to promote indigenous languages, cannot completely

renounce their colonial experience. It is a historical fact

and an inescapable one too, judging from the mulatto persona-

lity which it imposes on the culture and literature of both

regions a s is also the ca se in all regions which have

. d 1 . 1· 77experlence co onla lsm.

Synge's and ~yinka' s Lanquage reflect this cultural

to use Synge'sF'famous expression, is "fully flavoured as a

experience and historical fact. Besides, their language,

78nut or apple". Both writers accord language a place of

pride in their writing&. Evidence of this exists in Synge's

prefaces to The Playboy of the Western World, in his poems

and also in the careful attention which he paid to the

phra sing and the rhythmic counterpoint of his dialogues •.

Synge, where the .matter of language is concerned, is an
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aesthete and it is true, as Corkery claims, that he aimed
79at being a "Lord of language". Hence, he polished his

sentences for special tonal and affective effects and in the

Abbey theatre, he insisted on the rendition of his words with

the same fidelity with which he set them down.

Not much research has been done on ~yinka's working

methods with regard to language but it seems obvious that

have the protean power of symbols; they are
often multireferential as well as transrefe-
rential, the words weaving into one another
like threads in an intri.cate tapestry.
His words do not only mean; they also
connect.81

he, like Synge, evinces traits of epeolatry. His works

~veal .fL...sharp sensi tivi ty to language " a stery of

metaphor" which accc;u:::.di. is.totle, is "the mark of
~ 80genius" • " Soyinka •swords", says Niyi 0 sundare,---

Not surprisingly, commentators on the parallels

between Synge and Soyinka although their commentaries are.
usually transient and illustrative of other concerns often

note the parallels between the language of both writers.

For example, Penelope Gilliat, writing in the blurb of the

Three Crowns edition of W9le ~oyinka's The lion and the Je~,
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remarks that Soyinka's language has done for the Nigerian
•

theatre what Syhge'sdid for the Irish theatre.82 And

commenting on the reviews of the 1967 London Production of

The Trials of Brother Jero, Martin Banham reports:

In London, more recently, productions of
some of Soyinka' s earlier plays have been
seen, and the critics of the newspapers
have been lavish in their praise •••
Particular comment has been aroused by
Soyinka's language. The critic of ~
pbserver commented that he wrote like an
angel, The Times says that 'given the
impoveriahed state of our language, his
contribution to EngliSh-speaking drama could
grow into something as important as Synge's
opening up of the Western isles". 83

These comparisons of Synge and Soyinka, as can be.
seen, concentrate on the bilingual texture and the poetic

sophistication of their language and the underlying logic

ha s been to explore the strength of this language as

vehicles of thought and cultural landmarks; that is, the

extent to which both writers automatize language. But

equally deserving attention is how they foreground and

deautomatize language. Ren~ Frechet and Mary C. King have

discussed the manifestation of this phenomenon in Synge's

plays. Of particular interest is their justification of

Synge's fa scination with language.
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Frechet points out that it is a manifestation of the

traditional Irish gift of the gab: "The reputation of the

Irish as talkers is firmly established... The Irish have

always been very much alive to the importance of words and

of verbal expression". In consonance with this background,

writers of the Irish literary Renaissance, particularly

Synge, expressed concern about "words, speech and language
86language" •

Mary King adds that Synge's preoccupation with the

word wa s made possible

by the fact that he stood historically close
to the crossroads of Ireland's complex and
contradictory linguistic, as well as her
social and political, revolution. It was also
facilitated in no small mea sure by his
extensive excursions, into European literature,
aesthetics and philosophy and by his
systematic study of philology and philolo-
gically based Celtic studies.8?

To prove this, King explains how Synge grew up in an

Anglo-Irish household where language was part of the

religious instruction for the children, although Wrs

Synge's medieval strictures upon expression almost peralysed

her children's use of language. She also argues that

Synge's contact with Darwin at an early age prepared him
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for his" epistemological questioning of the status of

language,,88 while his Celtic studies in college, and his

sub sequent encountar with the bea uty of the Irish .tongue

on the Aran Islands, sharpened his sensitivity to language.

Soyinka, li~e Synge, also grew up in circumstances.
which made him sensitive to language. His autobiography,

Ake, reveals that he was surrounded, as a young man, by

adults who, unlike Synge's mother, encouraged free expression

and spoke the Yoruba language with its traditional and

poetic nuances. He later attended Government College,

Iba een (GCI) where he Was trained by white teachers and

here, Soyinka was said to have immersed himself in the word,,

devouring as he did so. many books in the college library.

Later at the University College, Ibadan (UeI), he, like

Synge at Trinity College before him, distinguished himself

in the study of languages.

Ifoghale Amata reports that" his essays in English

literature were always the best, he was top of the class

in Greek" and he read Euripiees' Medea and Bacchae and

Sophocles' Oedipus Tyrannus in the original.89 §byinka

left UCI in 1954 and proceeded to the University of Leeds
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where, instructively again, he studied language. His stay

in Britain, particularly his eighteen month stint et the

Royal Court Theatre, was also' an encounter with language

as he worked in various capacities with_.the original

speakers of the English language.

Let us state here tha t Synge's and ~yinka' s fore-

grounding of language deserves further attention not just

because it establishes their mastery of language or an

important aspect in which they ~ay be regarded as modernist,

but more urgently because of its theatrical implications

and the extent to which a discussion of it may offer

suggestions for the theatrical production and understanding

of their plays.

In the Irish Iiterary Renaissance, Synge is preceded

in this enterprise by Ladry Gregory for whom language wa s

sheer talk. Her plays, particularly Spreading the News,

HYacinth Halvey, The Workhouse Ward, The Gaol Gate and

Grania involve a large amount of talk for the purpose of

talking but Gregory fails in exevating this genuine

linguistic concern into great art because as Malone claims,

"talk alone will not make a great play". 90 The reverse is

however the case with Synge in whose plays langLage stands
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in special relationship with other artifacts which are

similarly foregrounded to create a compact and well-wrought

drama.
Synge frames language by peopling his plays with

characters who revel in talking and admire talkers and

also by creating situations in which talking itself becomes

action. Frechet ol:;lservesthat "the very vocabulary in

Synge's plays is indicative of the important role played

by speech: words like" say, 'tell', 'vlOrd', 'story', etc.

crop up again and again "but the word indicating speech most

frequently used is "talk". Twenty-eight instances of this

exist in The Well of the fuints alone". 91

In this play, language is dramatised both a s a theme

and as an event. First, the u,seof blind protagonists and

their direct naming as Doul, an Irish word Which means blind

or dark is an instance of linguistic framing both in terms

of characterization and nomenclature. Besides, all the

characters in the play, least of all the &.int and mostly

the Douls, rely heavily on language for affective and

cognitive concern. Al though the fuint warns against talking

and recommends its opposite, his own ecclesiastical business

becomes meaningful only through the use of language; a
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special language for that matter, namely Latin. Timmy and

Molly Byrne equally speak with poetic flourish and an

instinctual grasp of imagery but it is the Douls whose life

is more totally surrounded by linguistic fields.

They depend on language for orientation and perception

so much so that without it and the very business of talking,

one wonders if they would survive. This much is established

in the early moments of the play. LanDuage is for the Oouls

not just a vehicle of communication but of survival.

Ironically however, the Douls are uncomfortable with their

dependence on language; hence they distrust the seeing on

whom they have always relied for the supply of linguistic

stimuli and for the clarification of their fields of percep-

tion, and they begin to yearn for a movement from the

dream-world of talking to the reality of seeing. That is,

for the ability to match their gift of the gab with a

corresponding ability to subject objective data to empirical
tests.

This a spiration is realised towards the end of Act One

through' the restoration of their sight by the saint, but the

accompanying transformation does not entail a renunciation

of language but instead a heightening of their dependenC8
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on it. Note that immediately Martin regains his sight, he

launches into a verbal celebration and attempts to identify

Mary. Each person he goes to rebuffs him as he tries to

match what he had been told about his wife's beauty with the

reality he sees around him, but this attempt to apprehend

reality through sight fails and for his contact with Mary

Doul, Martin has to rely on language. As he searches for

her, she comes out from the church behind him and asks:

"which of you is Martin Doul?" 92 Thus, corrte ct is estab-

lished between the couple through words. Martin Doul turns

round to face her, speaking at the same time: "It's her

The effect here is at once dramatic, cinematic and

climactic as the Douls face eaGh other confronted with the

falsehood of their former lives. Earlier on, those who have

their sight had told them that they are a handsome couple,

indeed the wonders of the west, and despite their doubts

about these claims, they still derived much joy from the

psychological consolation which they offer them. But in

the moment quoted above, from all indications a moment of

reckoning, earlier claims are empirically tested and there

is a cLash between illusion and reality. The result is
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disappointing. What follows is a rejection of the new-found

reality of sight by the Douls and a return to language; and

as the couple appraise each other, their language .becomes

harsh, imagic, poetic and brutal. Mary fires the first salvo:

I'm thinking it's a poor thing when the Lord
gives you sight and puts the like of that man
in your way.

MARTIN OOUL: It's on your two knees you should be
thanking the Lord God you're not looking on
yourself, for if it waS yourself you seen
you'd be running round in a short while like
the old screeching mad-woman is running round
in the glen.

MARY OOUL: (Beginning to realize herself) If I'm
not so fine as some of them said, I rave my
hair, and big eyes, and my white skin -

MARTIN OOUL: (Breaking out into a passionate cry)
Your hair and your big eyes, is it? ••
I'm telling you there isn't a wisp on any grey
mare on the ridge of,the world isn't finer than the
dirty twist on your head. There Isn't two eyes
in any starving soe isn't finer than the eyes
you were calling blue like the sea.

W~RY OOUL:rr{Interrupting him) It's the devil cured
you this day with your talking of sows, it's
the devil cured you this day, I'm saying, and
drove you crazy with lies.

WARTIN DOUL: Isn't it yourself is after playing lies
on me, ten years, in the day and in the night,
but what is that to you now the Lord God has
given eyes to me, the way I see you an old,
wizendy hag, WaS never fit to rear a child to
me itself.
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MARY OOUL: I wouldn't rear a crumpled whelp the
like of you. It's many a woman is married with
finer than yourself should be praising God if
she's no child ••• (p.75)

The foregrounding of language in the foregoing sequence

resides in the Douls' extra-descriptive use of language,

their mobilisa tion of cynical simile s and metaphors and

their contrapuntal repetitions. This linguistic texture,

coloured by the Douls' despair, is carried forward into Act

Two. Here the brutality between the couple is extended to

the seeing on account of their discovery that Timmy the Smith

and Molly who had been friendly with them when they were

blind are no longer so. Martin berates Timmy with words

ridiculing his "bleary eyes" and his "big nose, the like of

an old scarecrow stuck down upbn th"eroad" (p.82), Similarly,

Mary, who is no less a rhetorician than her husband,

denounces Molly reminding her that beauty is transient:

It's them that's fat and flabby do be wrinkled
young, and tha t whi ti sh yellowy hair she ha s
does be soon turning the like of a handful of
thin gra ss you I d see rotting, where the wet
lies, at the north of a sty. (Turning to go
out on right) Ah, it's a better thing to have
a simple, seemly face, the like of my face,
for two score years, or fifty itself, than to
be setting fools mad a short while, and then
to be turning a thing would drive off the
little children from your feet. (pp.87-88)
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Language becomes most dran.atic in this Act when Martin,

speaking in poetic and surrealistic tones, woos Molly and

implores her to elope with him. We are at once reminded of

similar encounters between the Tramp and Nora in The Shadow

of the Glen and Christy and Pegeen in The Playboy of the

Western Wo~. In these three instances, Synge's men appear

as talkers and their advances towards the opposite sex amount

to sheer lingo. Martin Doul admits this, for example, when

he tells Molly: "Let you not put shame on me, Molly, before

herself and the Smith. Let you not put shame on me and I

after saying fine words to you, and dreaming •••••• dreams ...
in the night" (p. 87). Martin, as he himself admits, is a

talker and a dreamer; examined closely, his words to Molly

do not give any indications tha,the is capable of shouldering

her responsibilities as Timmy would do for instance. This

is why Molly, freeing herself from him, flees to Timmy for

support. Words alone ,she insists, do not constitute the basis

of marriage. Martin, however, thinks differently. Hear him

and note his dramatic use of language:UNIV
ERSITY
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MARTIN OOUL: (Stands up, comes towards her, but
stands at -far side of well). It WaS not,
Molly Byrne, but lying down in a little.
rickety shed... Lying down across a sop of
straw, and I thinking I WaS seeing you walk,
and hearing the sound of your step on a dry
road, and hearing you again, and you laughing
and making great talk in a high room with dry
timber lining the roof. For it's a fine sound
your voice has that time, and it's better I am,
I'm thinking, lying down, the way a blind man
does be lying, than to be sitting here in the
grey light taking hard words of Timmy the Smith

(p.84)
••• Let you come on now, I'm saying, to the
lands of Iveragh and the Reeks of Cork,
where you won't set down the width of your
two feet and not be crushing fine flowers,
and making sweet smells in the air (p.86).

TOWards the end of Act II, Martin DouL begins to lose _

his sight but without any remorse. Having witnessed" the

villainy of a woman and the bloddy strength of a man" (P.89) ,

he rejects the objective reality of sight and rejoices that

he ha s a voice left for prayers and with this embrace of the

power of speech, he brings the Act to a close with a diatribe

which is a mixture of metonymy, syndetic phrases and simile.

ElseWhere, Synge writes that "before verse can be human again
93it must learn to be brutal". The Douls' speeches seem to

validate this statement.
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In Act III, Martin and Mary return to their initial

dependence on language. They both grope in, already blind

again and a s in the first act, they complain about loneli-

ness, the threat of death and the insincerity of those-that

have their sight. The animosity between them, beginning at

the end of Act I through Act II, and the brutality of their

language, soon gives way to reconciliation and a temperate

use of words. This transformation is the result of the

epiphanous implication of their experiences in the preceding

Act but more important is the fact that both of them resort

to a creation of new fantasies through the art of talking.

Mary dreams of becoming a "a beautiful white-haired

woman (WhO) is a grand thing to see" (p.93). Martin talks of

"letting my beard grow in a shor-twhile, a beautiful, long

white, Silken, streamy beard, you wouldn't see the like of

in the eastern world •••" (p.94). And Wary, "laughing cheer-

fully" (p.94) declares that "we're a great pair, surely,

and it's great times we'll have yet, may be, and great

talking before we die" [p, 94). Mary's emphasis on "talking"

must be seen in its proper linguistic light insofar as it

involves the erection of language, beyond its traditional

function, into a vehicle of being. For the better part of
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Act III, the Oouls savour their re-discovered happiness and·

they begin to value their status; hence, they reject the

Saint's offer to cure them a second time out of the aWare-

ness that the acceptance of this offer may throw them into

further despair. This rejection is supported with logic

and words; the emphasis on the latter is particularly evident

in the following excerpt:

MARY ~lUL: If it is you'd have a right to speak
a big, terrible word would make the water
not cure us at all.

MARTIN DOUL: What way would I find a big terrible
word and I shook with the fear, and if I did
itself, who'd know rightly if it's good words
or bad would save us this day from himself?

(p. 96).

In their eventual encounter with the EBint and the

people, Martin does not find "a big terrible word" but a pack

of weighty words which are as important for the thought they

convey as for the attention which they attract to the Oouls'

credentials a s rhetoricians and Synge's own skills a s a

semanticist.

The Well of the Saints confesses a certain cyclic

structural mechanism which involves a movement between the

two poles of language and vision, and of illusion and reality.
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Gogna te with this is a cerrtr'a H sation of language a s a

theme and this, a s can be seen, is illustrated by the fete

of the Douls caught as they are in an inevitable oscillation

between the two poles of dramatic action resulting ultimately

in the hegemoniS3.tion of language as the compass of survival.

The foregrounding of language in The"~~~e Saints must

be discussed also in terms of the play's unrelenting use

of repetitions. Some of the repeated phrases include "talk,

talking, grand, destroyed,sight, great, wonders, God, truth,

and lies". They lend the playa peculiar syncopation and

a metonymic rhythm.

The 53me is true of the repeated use of non-finite '-ing'

words. The general use of this speech pattern by all the

characters in the play seems t..osituate all of them within

the same linguistic spectrum. Take this speech by Timmy:

They are, holy father, they do be always
sitting here at the crossing of the roads,
asking a bit of copper from them that do
pass, or stripping rushes for lights, and
they not mournful at all, but talking out
straight with a full voice, and making game
with them that likes it. (Po ?O)

And this by the Saint:
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••• you'll see an odd time shining out
through the big hills, and steep streams
falling to the sea. For if it's on the
like of that you do be thinking you'1.1
not be minding the faces of men, but you'll
be saying prayers and great praises, till
you'll be living the way the great saints
do be living, with little but old sacks,
and skin covEring their bones (P. 77).

Also note the foregrounding of language through the

repetition of 'bell-ringing' in the following:

MOLLY BYRNE: (TO Martin Doul). Would you think
well to be all your life walking round the
like of that, Martin Doul, and you bell-
ringing with the Saints of God?

MARY OOUL: (Turning on her, fiercely). How
would he be bell-ringing with the saints
of God and he wedded with myself.

M,L\RTINDDUL: It's the truth she's saying, and if
bell-ringing is a ,fine life, yet I'm thinking,
may be it's better I am wedded with the
beautiful dark woman of Ballinstone (P. 69).

In Riders to the Sea, Synge appears to be more concerned

with the antinomies of human experience and its accompanying

pathos, and with the traits of the compressionist space

within which man is confined, by fate and circumstances,

and compelled to eke out a living. Hence he constructs the

play with great economy, without frills and without the

luxuriant verbiage which dominates his other plays particu-
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Lar-Ly The Well of the fuints and The Playboy of the Western

World. Yet several instances of linguistic foregrounding

abound in the play.

Maurya, it is established very early in the play, is

a talker. Cathleen, commenting on her, says "who would listen
94to an old woman with one thing and she say i.nq it over?";

a few moments later, she complains that" There's no sense

left on any person in a house where an old woman will be

talking for ever" (p.23). Talking, as she claims, is a major

definer of Maurya's character. Throughout the play, the

only action she seemS to engage in is that of language.

This linguistic preoccupation highlights her anxiety and

constitutes, because of the centrality of her character, the

heart of drarraticaction. It aLso establishes her as a

rhetorician albeit her rhetorics is loaded with jeremiad and

remorse.

The irony however is that Maurya attains her greatest

linguistic heights at the moments of sorrow. Her statements

are sombre but benea th this carapace of simplicity is an

inherent beauty and energy which reveal Maurya's ability to

.employ language simultaneously at several levels of meaning.

Her words convey meanings beyond what they ordinarily seem
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to signifYi that is, they are dramatic. In the following,

for example, she describes her helplessness and submits to

fa te, but beyond this, her words echo uni.ver saI despair and

summarise the archetypal fate of man:

They're all together this time, and the end
is come. May the Almighty God have mercy on
Bartley's soul;'and on the souls of Sheamus
and Patch, and Stephen and Shawn (bending her
head)i and may He have mercy on my soul, Nora,
and on the soul of everyone is left living in

the world.

(continuing). Michael ha s a clean burial in
the far north, by the grace of the Almighty
God. 8artley will have a fine coffin out of
the white boards, and a deep grave surely.
What more can we want than that? No man at
all can be living for ever, and we must be
S3.tisfied. (p.30)

Synge situates language more concretely in the main-

stream of action, in the first movement of the play, immedia-

tely after Bartley's exit, when Cathleen complains about

Maurya's failure to bless Bartley's journey, The emphasis

here, it must be noted, is on word, on language and its

spiritual power. The idea of a mother blessing her son to

ensure good luck has roots in Irish culture but when this

cultural fact is suspended, what refflainsis Synge's framing of

the idea of language. Consider this statement by Cathleen:
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Isn't it sorrow enough is on everyone
in this house without your sending him
out with ~n unlucky word behind him,
and a hard word in his ear? (p.22).

"An unlucky word behind him, and a hard word in his

ear" is a foregrounded statement as it entails the erection

of language into an object of discourse. From this point

onwards, the drarra concentrates on the exploration of

Cathleen's idea and its thematic implications. Maurya's

failure to bless Bartley, according to Cathleen, portends

ill-luck for him and this foreboding of evil is further

enhanced by the fact that she and Nora also forgot to give

him his "bit of bread" (p.23). To avert this possibility,

she cuts some bread and asks their mother to take it after

Bartley. It is instructive that this redemptive mOve also, .

involves the foregrounding of language, of the idea of the

word:

You'll see him then and the darll:;word
will be broken, and you can say 'God
speed you', the way he'll be easy in
his mind (P. 23).

Thus, the spoken word becomes a determinant of action

and the impression is established that the eventual direction

of the plot would depend on whether Maurya succeeds in
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utterin~ the phrase 'God speed you' or not. This is con-

firmed three pages later when Maurya.returns and reports

her failure to utter the magical word and give Bartley his

, bit of bread!

I'm after seeing him this dsy , and he
riding and galloping. Bartley came first
on the red mare, and I tried to say 'God
speed you', but something choked the words
in my throat. He went by quickly; and "The
blessing of God on you", says he, and I
could say nothing. I looked up then, and I
crying, at the grey pony, and there was
Michael upon it - with fine clothes on him,
and new shoes on his feet (p.27).

Maurya's linguistic failure above, and the accompany-
-

ing vision, confirm the death of both Bartley and ""ichael;

a t lea st for now, a t the level of symbolic a ssocia tion s ,

Hence, Maurya IIgoes on kneeling" (P. 26) and Cathleen

laments that "It's destroyed Vie are from this day , It's

destroyed, surely" (P. 27). Language is further foregrounded

in the ensuing lament by Maurya first through the i tera tion

of negative phra ses and pa st tenses: "I won't", I've ha d" ,

II some of them were found and some of them were not found",

"there was", "I was" (p. 27); to highlight Maurya's mis-

fortune and the seemingly irreversible negation of her

experiences; and also through the use of language as an icon.
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Quoting Pavis' Problemes de serniologie theatrale and oommen=.

ting on the use of iconism in the theatre, Keir Elam writes

as follows:

Patrice fJavis has suggested that "the
language of the actor is iconized in being
spoken by the actor", i. e. what the actor
utters becomes the representation of some-
thing supposedly equivalent to it, :
'discourse' (Pavis 1976, p.13). In natura-
listic perform3nces especially, the audience
is encouraged to take both the linguistic
signs and all other representational elements
as being directly analogous to the denoted
objects. 95

Two instances of this are suggested in the speech by

Uaurya under reference. At a point, she 5:iY s:

There were Stephen and Shawnwere lost in
the great wind, and,found after in the Bay
of Gregory of the Golden r.!outh, and carried
up the two of them on one plank, and in by
that door (p.2?)

Here, Maurya is talking retrospectively but her sta te-

ment is given immediate relevance by the ensuing stage-

direction which establishes an iconic relationship between

her words and the subsequent action of the play:
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(She pauses for a moment, the girls start
as if they heard something through the door
that is half open behind them) (p.27).

Maurya continues her speech and again at the end of

it, we ~ are confronted with another instance of linguistic

foregrounding which, as in the preceding example involves a

sharp transition from the past to the present and from

language to action:

I Wa s sitting here with Bartley, and he a
baby lying on my two knees, and I seen two
women, and three women, and four women
coming in, and they crossing themselves and
not saying a word. I looked out then, and

there were men coming after them and they
holding a thing in the half of a red sail,
and water dripping out of it - it Was a dry
day, Nora - and leaving a track to the door

(PP. 27-28).

This speech is immedia tely linked with action. Maurya pauses

"w i th her hand stretched out towards the door":

It opens softly and old women begin to come
in, crossing themselves on the threshold,
and kneeling down in front of the stage with
red petticoa ts over their heads,

MAURYA: (Half in a dream, to Cathleen) Is it
Patch, or Michael, or what is it at all?...
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CATHLEEN: It's Michael, God spare him, for'
they're after sending us a bit of clothes
from th~ far north.
(She reaches out and hands Maurya the clothes
that belonged to Wichael. w,aurya stands up
slowly, and takes them in her hands. Nora
looks out.

NORA: They're carrying a thing among them,
and there's water dripping out of it
and leaving a track by the big stones.

CATHLEEN: (In a whisper to the women who have
come in) Is it Bartley it is?

ONE OF THE WOMEN: It is, surely, God rest his
soul.
(TwO younger women come in and pullout
the table. Then men carry in the body of
Bartley, laid on a plank, with a bit of a
sail over it, and lay it on the table. (p.28)

There is an obvious homological correlation between the

foregoing action and Waurya's preceding speech; here, Synge

links language and action and the effect is both cinematic

and dramatic. Language is similarly foregrounded again in

Maurya's liturgy at Bartley's Wake through the responsorial

use of negative phrases: "I'll have no call now", and "It

isn't" (p.29). The effect, as before, is to illustrate the

futility of Maurya's struggle for survival.

The marriage of language and action such as ha s been

detected in Riders to the Sea emerges in The Shadow of the

Glen96 . th fl~n e scene where Nora irts with Michael and
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describes the prospect of getting old, As she speaks, the

picture she paints linguistically and theoretically, is given

practica 1 illustration by Dan Burke whose appearance coinci-

dentally validates her statements. The scene is worth

reproducing at length:

NORA: (pouring him out some whisky). Why would
I marry you, Mike Dara? You'll be getting
old and I'll be getting old, and in a
little while, I'm telling.you, you'll be
sitting up in your bed - the way himself WaS
sitting - with a shake in your face, and
your teeth falling, and the white hair
sticking out round you like an old bush
where sheep do be leaping a gap. (Dan
Burke sits up noiselessly from under the
sheet, with his hand to his face. His white
hair is sticking out round his head. Nora
goes on slowly without hearing him.) It's a
pitiful thing to be getting old, but it's a
queer thing surely. It's a queer thing to
see an old man sitting up there in his bed
with no teeth in him, and a rough word in his
mouth, and his chin the way it would take the
bark from the edge of an oak board you'd
have building a door ••• God forgive me,
Micahel Dara, we'll all be getting old, but
it's a queer thing surely. (p.13)

The fact that Nora is unawar-e that Dan, who ha d

hitherto been dead, resurrects as she speaks makes the above

sequence fully dramatic, and also the comic height of the

play. Beyond this, The Shadow of the Glen is full of talking

and the major talkers in it are the Tramp and Nora. 80th of
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/
them anticipate the other talkers in Synge's drama: Mary,

Byrne in The Tinker's Wedding, the Douls in The Well of ~

Saints, Christy Mahon and Pegeen Mike in The Playboy of th~

Western World and Lavarcham and Owen in Deirdre of the

Sorrows. Running through their speeches is a repetition

of "It's" and of the non-finite element "-ing" often linked

with other elements with "and". Added to this is their

Come along with me now, lady of the house,
and it's not my blather you'll be hearing
only, but you'll be hearing the herons
crying out over the black lakes, and you'll
be hearing the grouse and the owls with them,
and the larks and the big thrushes when the
days are warm; and it's not from the like of
them you'll be hearing a tale of getting old
like Peggy Cavanagh, and losing the hair off

frequent use of similes and alliterations.

Part of 'the reason why they exit together at the end

of the play is because they are aware of this verbal kinship

between them. For example, the Tramp, talking with Dan,

describes Nora as "a grand woman to talk" (p.S) and she,

,herself, admires the Tramp's gift of the gab and cites it

as the main reason why she decides to follow him: "you've

a fine bit of talk, stranger, and it's with yourself 1'11 go"

(p.16). Nora has already been quoted, here is a sample of

the Tramp's own rhetorics:
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/ you, and the light of your eyes, but it's
fine songs you'll be hearing when the sun
goes up, and there'll be no old fellow
wheezing, the like of a sick sheep, "close
to your ear. (pp.15-16).

Whereas language is treated largely as symbolic action

in Synge's plays and not so obvioasly celebrated for its

own sake; both a spects of linguistic goregrounding receive

their loudest expressions, as we shall presently discover in

Soyinka's plays.

The rea son for this could be traced to the fact that

Synge's characters, although verbally gifted, are physically

reticent, presumably because the sombre circumstances in

which they find themselves rarely engender a celebrative

spirit, whereas the reverse is the case with Soyinka"s

characters who, almost without exception talk histrioni-

cally, turning language into a drama, capable of engaging

attention if appreciated exclusively for its own sake.

Perhaps the only exceptions to this rule are the

characters in Synge's The Pla..Y~f the~estern Wor19 which

has been described as "the apotheosis of the metadramatic

itsel f" .97 For a valida tion of this claim, witness the

ser-Les of picturesque physical activities in the play and

the homological relationship between Pegeen, the widow Quin
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and the widow Casey, between Christy and Old rahon, and

between Nichael James and Cld Mahon. Christy deserves

particular attention. Witness the scenes in which he narrates

the events that lead to his flight from Meath and the scene

where he woos Pegeen. He is the poet of the play; dreamy

and romantic. His words a ssume ethereal br'eadths and through

a polyphony of repetitions, metaphors and figurative expres-

sions, they embolden the page and enliven the spirit beyond

conventional expectations.

Christy Mahon's equals abound in So)iinka'5 plays.

Agboreko and Adenebi in-B--Dance of the Forests; the Secretary,

Oba Danlola and Kongi in Kongi's Harvest, Lakunle and Ber'oka

in The Lion and the Jew~, Old i},anin MadmenJ!,nd Ebecialists;

Jero in !he Trials of Brother Jero and ~;s Metamorgh~,

and Professor in The Road all belong to his tradition of

rhetoricians. Through them, Soyinka elevates language to

the level of theatre.

In the preceding chapter, we contended that Lakunle

and Baroka in The Lion and the Jewel occupy two extremes

of the ethical polar and are both united by the vacuity of

their convictions, but when considered from a linguistic

standpoint, both characters emerge, despite their differences,
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/ a s homological insofar a s they exist within the same

linguistic plane to the degree that they use language in a

colourful, histrionic sense. Sidi is the first to note this;

reacting to Saroka's vision of progress, she declaims:

I can no longer See the meaning, Saroka.
Now that you speak
Almost like the school teacher, except
Your words fly on a different path. 98

Saroka's words tread a different path because of the ideolo-

gical differences between him and Lakunle, but fundamentally,

their words share the same spirit and he himself, acknowledges

this. He quotes Lakunle' s expressions and admits his useful-

ness to Ilujinle and the homologicality between both of them.

"Your school teacher and I", he tells Sidi, "are much alike. I

The proof of wisdom is the wish to learn./Even from

children". (p.48).

Saroka and Lakunle, to use a more direct superlative,

are rhetoricians and the latter's credentials in this respect

are established at the very beginning of the play when Sidi

comp ains that "the school teacher is full of stories" (p.3).

Throughout the play, our school teacher engages in a romance

with words converting every discourse, either with Sidi or
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Sadiku or Baroka, into advertisements for himself. And the

emphasis is not so much on the significative value of his

words a.S on teeir exhibitionistic potentials; hence, Sidi

tells him:

You talk and talk and deafen me
with words which always sound the same
And make no meaning (p.B).

Through Lakunle, Soyinka thus turns language into drama••
Instances of this also exist in his discussion of bride price

with Sidi when he Characteristically invokes words in defence

of his aversion to the custom:

A savage custom, barbaric, out-d:tted,
Rejected. denounced, accursed,
Excommunicated, archaic, degrading,
Humiliating, unspeakable, redundant,
Retrogressive, remarkable, unpalatable.

SIDI: Is the bag empty? Why did you stop?

LAKUNLE: I own only the shorter Companion
Dictionary, but I have ordered
The Longer one - you wait! (P.S).

Again, a t the end of the enactment of how Baroka "foiled

the Public works attempt/To build the railway through

Ilujin1e" (p.23), Lakun1e launches into a romantic condemna-

tion of Baroka and eu10gises Sidi so Obsessively that he does

not know when Sidi and Sadiku, unable to follow the drift of

his verbal ejaculations, quietly desert him. He returns from

his never-never land of words only to discover that he is alone.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



410

The reaction of Sidi and Sadiku here is representative of

the manner in which the entire Ilujinle community regards

Lakunle. He is seen not as the progressive he considers

himself to be but as a "fop" (p.31), "a cockatoo" (P.S),

"the madman of Ilujinle who calls himself a teacher!" (p.5),

a "fool" with "fine airs and little sense" [p , 5).

Even Saroka finds his affectations somewhat extrava-

gant. The first time they meet in the play, Lakunle "bows

deeply from his waist" (p.16). Instead of prostrating as

culture demands, he greets Saroka in a typical English

fashion: "A good morning to you sir" (p.6) Saroka converts

this into a play on language by accenting "good morning"

thereby producing a performative semi-Yoruba variant of the

phrase:

Guru morin guru morin, ngh-hn! That is
All we get from 'alakowe'. You call at his
house hoping he sends for beer, but all
you get is Guru morin. Will guru morin wet
my throa t? (P. 16).

Saroka may cavil at Lakunle's words but like him, he is

equally a rhetorician with the only difference between them

being that Lakunle's language entails regular flights into

an autotelic '~dream-landwherea s his own words are pragmatic,
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pirected as they are towards the achievement of concrete
/

immedia te goals such a s the seduction of Sidi.

Sidi and 53diku, like Lakunle and 8aroka, also display

a capacity for poetry, albeit at a slightly less ambitious

level. Soth of them Wax eloquent whenever their enthusiasm

is aroused as in the Noon segment where Sidi romanticises her

beauty and justifies her superiority to Saroka; or as in the

Night segment when 53diku celebrates the triumph of woman-

kind over Saroka. The meeting between Saroka and Sidi later

in this segment also involves a series of verbal wrestling

sustained by innuendoes and double sntendres which further

highlight Sidi's talent for language.

The result of all these is that ..It!.§ Lion and the Jewel

is imbued with several dramatic situations which reveal

Soyinka's sense of poetry and his ability to elevate the.
seemingly ordinary to a high level of cognition and art.

Instances of this linguistic foregrounding exist in Lakunle's

ora torical flights, in Saroka' s re-phra sing of "good morning"

and also in his introspective and musical lamentation of his

supposed impotence at the end of the Noon segment (pp.28-29).

Also note 53diku's unsuccessful attempt to pronounce
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barbarians which gives rise to a twisted alternative namely

"bra bar'ar-La n sIt(p. 55).

As is the case with Synge, ~yinka also frame s language

by repea t"inga phra se or word within a sequence of speeches

to effect a rhythmic progression of dialogue. Two examples

of this involving the repetition of "man" and "Is this not

right" /SO?" are quoted below for illustration. First, take

this exchange between SBdiku and Lakunle:

&'OIKU: (advances menacingly) You less than
man, you less than the littlest woman, I
say begone!

LAKUNLE: (nettled). I will have you know that I am a man.
As you will find out if you dare
To lay a hand on me.

S'\OIKU: (throws back her head in laughter).
You a man? Is Baroka not more of arran
than you? And if he is no longer a man;
then what are you? .:•• (p.32)

And then, the following between Baroka and Sidi:

BAROKA: ••• The school teacher
And I, must learn one from the other.
Is this not right?
(A tearful nod},

BAROKA: The old must f"ow into the new, Sidi,
Not blind itself or stand foolishly
Apart. A girl like you must inherit
Miracles which age alone reveals.
Is this not so?

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



413

SIDI: Everything you say, Bale,
seemS wise to me.

BAROKA: Yesterday's wine alone is strong and. blooded,
child,

And though the Christians' holy book denies
The truth of this, old wine thrives best
Within a new bottle.
The coarseness Is mellowed down, and the rugged
wine
Acquires a full and rounded body •••
Is this not so - my child?
(Quite overcome, Sidi nods), (p. 49).

In our discussions of Synge's Riders to the Sea and

The Shadow of the Glen, earlier in this chapter, we isolated

two instances in which language is converted into symbolic

action with both action and language merging together to

create a cinematic effect. An in.stance of this could also

be found in The Lion and the Jewel at the end of Lakunle' s

lengthy sermon on progress (~p. 34-35). This segment of

his speech is fully thea trical a s it foreshadows and is

linked cinematically with the encounter between Sidi and

Baroka in the latter's bedroom as follows:

LAKUNLE: •••
Have you no shame that at your age,
You neither read nor write nor think?
You spend your days as senior wife,
Collecting brides for Baroka
And now because you've sucked him dry,
You send my Sidi to his shame •••

(The scene changes to Baroka's bedroom ••• )
(p.35) •
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What follows is the verbal fencing between Sidi and Baroka

culmina ting in the latter' s triumph due to the superiority

of his wiles.

Several instances of this linguistic foregroundimg

abound in The Road.99 These include the flashback scene

about the accident on the bridge (pp. 19B-199) and Samson's

imitation of a millionaire (pP. 154-156), of Professor

(PP. 162-164) and of Sergeant Burma (pp. 216-218) and his

demonstration of his skills as a tout (P. 225). With the

facility of a raconteur, Samson weaves several stories and

dreams, be it that of himself as a millionaire, or that of

the gentleman duel between Professor and the Bishop, or the

story of Kokol'ori or the birth of Kotonu or the conduct of

Sergeant Burma during Remembra~ce Day Sermon. Like Lakunle

and Baroka, he is a colourful speaker, gifted with an immense

capacity for talking and throughout the play, he oscillates

between three linguistic registers: pidgin, Yoruba and English.

Running through his speeches is a peculiar framing of words

and an ability to achieve high poetic flavour whether his

intention is to n siddon here make we talk" (p.165) or to

"make. cinema" (P. 165).
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I Eay Tokyo Kid attains a measure of Eamson's linguistic

flouri.sh through his racy Americanese but it is only Professor

whose use of language seems to exist within the same axis, in

fact, at a slightly higher axis, as S:lmson's language.

Professor, we are told, is engaged in a search for the word.

At the level of spiritual, philosophical reckoning, this

transla tes :into a search for the meaning of life and a deter-

mination to cheat the fear of death "by fore-knowledge" (p. 227).

But in practical terms, it manifests a s a literal

obsession with words a s words, hence, Professor surrounds

himself with linguistic signs and speaks a heavily imagic

prose innundated with unUSUal word choices, histrionic

phra ses and an autotelic manner of speaking. Describing an

accident scene, he begins with a, touch of hypero,ole: "Lorry

was travelling at excessive speed' [p , 194); then he pauses

to flaunt his linguistic skills:

You see, I can make up a pol ice sta tement
that would dignify the archives of any
traffic division, but tell me - h3ve I
spent all these years in dutiful search
only to wind up my last moments in
meaningless statements. What did you
see friend, what did you see? 9low me
the smear of blood on your brain (p.195).
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Kotonu's statement that "It was a full load and it

took Some moments overtaking us, heavy it WaS" (P. 196)

a asume s a new personality in the hands of Professor as he
writes furiously:

It dragged alongside and after an eternity
it pulled to the front swaying from side
to side, pregnant with stillborns.
Underline - with stillborns. (p.196)

Professor may be a fop in demeanour, he :tis even more

so in writing and speech and his linguistic exploits,

together with SBmson's and SBy Tokyo Kid's,would seem to fit

into the overall mood of the play. Through these characters

and in the entire play, Soyinka frames language, turning it•
into a performance. Noteworthy is the unUSual conversion of

,

"comfortye my people" to "Comforti yi, enia mi ni" (p. 197),

this example serves no significative purpose except to high-

light the volatility and transformability of language.

Soyinka takes full advantage of this volatility by going.
on in the same speech to render the miscasting in Yoruba of

the biblical phrase in an English translation as: "This

Comfort my people is my people" thus heightening the comedic

tempo of the drama. Existing within the same spectrum with
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it is the expression during Samson's role-playing of a

millioraire in which the Christian S3.ying "Give us this

day our mily br'ea d" is changed to "Give us this day our

daily bribe". (p.155).

Let us a dd that Ihe Road begins on a dramatic note

through the scenic inscription "AKSIOENTSTORE-ALLPART

AVAILEBULII(p.152) in which emphasis is placed on homophony

/
as opposed to syntax. Language receives further dramati-

sa tion a few moments later when Professor enters clutching

"a road-sign bearing a squiggle and the one word, 'BENO'"

(P. 157). Uses of language such a s this reveal the power of

language to mean at several levels of implication.

Madmenand Specialists 100 does not seem to possess the

same wide range of linguistic framing as The Road, A Osnc~

of the Forests and The Lion and the Jewel perhaps because

of its austerity, and the urgency of its subject-matter.

It nevertheless contains many instances of linguistic fore-

grounding which deserve notice because of their outstanding

peculiarity when considered alongside the other patterns

already discovered in ~yinka' splays. Central is Soyinka' s.
capitalization of certain phrases in the play tlR.A.T., R.A.T.

RemAcu Tetigisti" (PP. 222-223), tISJEAKMAN!tI (P. 223), tITHE
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TRUTH" (p. 223), "THINKI (p. 242), "WHY ASI" (p. 263) and

-HOLE IN THE ZERO OF NOTHING!" (p. 275); this practice

emphasizes the automative significance of the words but

because of its unusualness, it equally draws attention to

their individuality and their deautomative value.

The capitalization of "As" is perhaps most central

insofar as the entire play is woven round this particular

word. Here, As is mystified and erected into a conundrum

whose meaning the characters, particularly Bero, seek to

unravel. Thus foregrounded, AS becomes full dramatic.

Witness the following:

BERO: And the god you worship?

OLD MAN: Abonimates humanity - the fleshy part,
that is.

BERD: Why AS?

OLD MAN: Because Was-Is-Now ••ft

BERO: Don'tf

DLD MAN: So you see, I put you all beyond
salvation

BERD: Why As?

OLD MAN: A code. A word.

8ERD: Why As?

OLD MAN: It had to be something
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BERO: Why As?

OLDMAN: If millions follow ••• that
frightened you all.

BERD: WhyA5?

OLDMAN: Why not?

BERD: WhyAS?

OLD WAf\!: Who wants to know?

BERO: I. WhyAs?

OLDMAN: What's in it for you?

BERD: I am asking questions? WhyAS? (pp.253-254)

As is foregrounded, as can be seen above, through its

capitalization and its continuous repetition and despite its

intellectual exploration by Bero, Old Wan and the mendicants,

its meaning remains indeterminate but clear and well-

established is:its peculiar personality which is a complete

deviation from its conventional grammatical function. In

conventional expression, "As" functions either as an adverb

or as a conjunctive but in Madmenand Specialists, ~yinka

divests it of this traditional function and invests it with

metaphorical responsibilities. Added to "As" but occupying

a lower rung in the play are the pun s on "de-balled/ ddsab Led"

(p.25S), "pendant/pe-dant", "gushpillating/palpitating" (p.25S).
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At the level of characteri~ation, Old Man is the

linguist of the play. His speeches are few but they entail

an ambitious use of language influenced by the use of similes,

metaphors and iterance. Examined closely, they reveal a

gradual linguistic foregrounding which climaxes in Old man's

la st major speech:

OLD WiAN: (his voice has risen to a frenzy):
Practise, Practise, Practise ••• on the
cyst in the system ••• (Bero is checked
in stride by the voice. He now hesitates
between the two distractions) •••• you
cyst, you cyst, you splint in the arrow
of arrognace, the dog in dogma, tick of
a heretic, the tick in politics, the mock
of democracy, the mar of marxism,
a tic of the fanatic, the boo in
buddhism ,.the ham in Mohammed, the
dash in the criss-cross of Christ,
a dot on the i of ego an ass in the
ma ss, the a sh in,a shram, a boot in
kibbutz, the pee of priesthood, the
peepee of perfect priesthood, oh
how dare you raise your hindquarters
you dog of dogma and cast the scent of
your existence on the lamp-post of Destiny
you HOLE IN THE lERD of NOTHING. [p•.275)

Here, language is stretched beyond its colloquial use and

transformed into a mass of alliterations and metaphors, the

result is that language becomes a performance and meaning is

collapsed into the capsule of meta drama.
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Conclusion

Such discussion of the foregrounding of language in the

plays of Synge and Soyinka as has been attempted above becomes
"

complete and more meaningful only when its practical and

pedagogical implications are contempla ted especially a s they

relate to- drama and performance.

According to Keir Elam, "conspicuous rhetorical figures,

highly patterned syntax, phonetic repetitions and parallelisms

augment material presence of the linguistic sign on stage,191

Instances of these plus the use of language as symbolic action

and the use of metonymy, homophony, syndesis and metaphor

have already been observed in the plays of Synge and Soyinka.•. .

This framing of language by both writers legitimizes

their recognition as connoisseurs cf language but more

importantly, it raises the issue of the literary and theatri-

cal communication of their plays.

Soyinka has often been accused of obscurity and Synge,•
in his life time, complained about the failure of the public

to follow the drift of his plays. We suspect that this

misapprehension of their works is partly due to the highly

polysemic and semiotic character of their language. Readers
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and spectators traditionally approach a play with a capacity

for the understanding of language at a purely utilitarian,

colloquial, automative level. But when language, as in

Synge and ~yinka's plays, operates not at a one to one

indexical level but with a volatile iconic capacity and an

n-range of signification, the reader or spectator finds it

convenient to accuse the writer of deliberate mystification.

What happens in Synge and ~yinka's case, and perhaps

in all cases, :is that the ordinary reader or spectator usually

approaches literature with a stock of pre-determined and

automatic responses; but, because the foregrounding process

in Synge and ~yinka' s plays negates this approach, the

writer-audience communication flow is often impaired and

meaning is frustrated.
,

This should, however, not be the case. The signification

range of a work of art should be accompanied by effective

communication particularly in the theatre where the aesthetic

experience derives validation almost entirely from the commu-

nication flow between the performer and the spectator. Hencej

the point must be made that every participant in the creative

process must be sensitive to the communicative de~ands of the

text.
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It is recommended that a reader or actor or director of

Synge and Ebyinka' s plays must avoid the error of interpreting
•

them literally and automatically since to do so is to miss

their meaning. If a director hopes to understand the plays

of both writers in their varied interconnectednsss, he must

recognise the power of their language to generate a hierarchy

of meanings. He must also set himself the task of grasping

these meaning s in relation to other a spects of performance.
I

The actor whose duty it is to speak this language must"

be schooled in oral and textual interpretation so that he

would be able to express its automative and deautomative

aspects in their full implications. As earlier stated, the

plays of Synge and ~yinka are peopled by talkers, men and

women for whom language is an act and a display, the actor

or actress who impersonates these characters on stage cannot

afford to have lesser credentials.

The point made above becomes more relevant when we

consider the fact that language in the works of Synge and

Soyinka refers not merely to the verbal aspect but also to•
the non-verbal, para-linguistic references and codes in them.

These para-linguistic aspects heighten the potency of the

word either on the page or on the stage, pushing it, in the

process, to the status of a lively metaphor. And both for
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the literary critic and the theatrician, an appreciation.of

these two levels of linguistic deployment is important for

a fuller and richer understanding of bath writers.·

The specific instances in which language is used in a

dramatic fashion in Riders to the Sea, for example, has

already been discussed but equally observable in this play

are several complementary para-linguistic gestures which

/ deepen the Imeaning of the text.

At the beginning of the play, the occupation and the

life-style cf the characters are immediately established

through stage symbolism as we are informed that we are at a

"cottage kitchen, with nets, oilskins, spinning-Wheel L-anJj7

some new boards standing by the wall" (p. 19). But perhaps

more important is the bundle that is brought in by Cathleen.

The bundle, it is later discovered, contains "a bit of an

old shirt and a plain stocking" (p. 25) which belong to Michael.

At the level of symbolic associations, what is suggested here

the general reduction of life on the island is established.

is the death of Miehael which is later ascertained in the play.'

By reducing Michael to a mere bundle, his death and indeed

A thea trician could ea sily highlight these para-lingui stic

gestures to clarify the discussions between Nora and Cathleen.
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/~-

The cake referred to in the play is also a para-

linguistic symbol. After Bartley's exit, it is discovered

that no one remembered to give him his cake. The .cake,

placed within the Irish cultural cognitive map, is as a

result of its association with the fire meant to represent

good luck. The Irish believe that fire could be used to

drive aWay evil and if a traveller takes something from the

fire in the home on a journey, his security zone would be

widened and he would be assured of a safer journey. Hence,

the spectator at a performance of-Biders to the Sea may

alrea dy suspect the misfortune that awaits Bartley immedia-

tely it is noticed that he leaves the house without the cake

kneaded for him by Cathleen. The expression of this suspicion

at the verbal level by Cathleen and Maurya merely reinforces

the point that has already been made through the use of

para-language •.

Further, Maurya, it haS been observed, eventually submits

to fate having been confronted by the almost total insensiti-

vity of nature and the futility of her endeavours to embrace

and protect life. She expresses this in the final lament

which brings the play to a close but even before this, her

resignation has already been established non-verbally when she
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"puts the empty cup mouth downwards on the table and lays

her hands together on Bartley's feet" _(p.30).

Such non-verbal codes also abound in Soyinka' 5 The Aoo d.,

The moment Professor enters the play, his foppish and

eccentric character is established most tellingly through

para-language:

Professor is a tall figure in Victorian
outfit-tails, top-hat etc., all thread-bare
and shiny at the lapels from much ironing.
He carries four enormouS bundles of news-
paper and a fifth of Daper odds and ends
impaled -on a metal rod stuck in a wooden
rest. A chair-stick hangs from one elbOW,
and the other arm clutches a road-sign
bearing a squiggle and the one-word, 'BEND'.

(p.15? )

All these are before Professor begins to speak. The

visual impact that is recorded 'here already delienates

Professor's character and is further strengthened by the

verbal utterances which follow. It is not only Professor's

character that is so delienated; equally noteworthy is the

association of Kotonu with the spider. At the beginning of

the play, fumson "goes over to a spider's web in the corner

and pokes it with a stick. He soon wearies of this". Some

moments later, he returns to this seemingly tiresome task
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and tells Kotonu that he reminds him of a spider. The

obvious parallelism between the non-verbal action here and

the words that accompany it seems a good illustration of the

interplay between language and para-language in ~yinka' s

plays.

We might consider also the symbolism of Sergeant

Burma's jacket and the mask. Both serve,. - at the level of

physical imagery, as vehicles of memory as they provide a

link between present and pa st circumstances thereby=clari-

fying and deepening the plot. The Road also opens instruc-

tively on a non-verbal note. The juxtaposition of the road~

side shack and the church, the mammy wagon and the group of

sleepy layabouts and their actions suggest not just the

breaking of a new dawn but more,importantly, the sharp

contrasting patterns which characterise the rest of the play.

Para-linguistic structures refer largely to the use of

language in its theatrical sense in form of symbolism, space,

costume and props and the point being urged is that there is

also a rich store of these in the works of the two writers

under study. But while language as words can easily assert

itself on the page and on the stage, non-verbal language

I
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requires practised expertise for its import to be fully

appreciated. It is in this respect that the theatrical

communication of Synge's and Soyinka's plays would need to-
be considered whenever their use of language is discussed.

In all, Synge and Soyinka' s language poses serious
#

challenges for the entire theatre ensemble; it requires from

every theatrician a high intellectual approach and a capacity

to suit the word, as it were, to the action, and vice-versa.

The audience to whom the theatrical message is directed

should also receive the plays with an open mind without any

pre-conceived codes. Syn!!Je'saudiences, in his life time,

rioted and hooted his plays because of their failure to

achieve this feat; those who accuse ~yinka of obscurity may

equally be guilty of the same shortcoming.

That spectators and the reading public often insist on

imposing their own prejudices on a work of art is a curious

phenomenon which would seem to negate the logic of common-

sense. But unfortunately, this has always been the case in

the arts. Synge, Yeats and ~yinka have, in various ways,

opposed this unwarranted deification of public taste and

intelligence. With particular reference to the subject of

language discussed here, for example, Synge and Yeats during
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the Playboy riots repeatedly defended the realistic ba se of

Synge's language against allegations to the contrary. They

argued that the words that were considered offensi~e and

indelicate by the public, such as the invocation of Holy

names and the references to feminine underclothing are, in

102
actual fact, spoken by the natives of rural Ireland.

Similarly, Soyinka has engaged in many debates with
•

those who accuse him of loading his writings with linguistic

impediments and also with those who fail to gra sp the sense

in his use of words. In such essay s a s "The Critic and

Society: Barthes, Leftocracy and other Mythologies" 103 he

re-affirms, inter alia, the artist's freedom to employ his

own kind of linguistic codes and decries the critic's tendency

to misappropriate these to serve his own a priori thesis.

Synge and Soyinka' s language deserve a more sympatheti.c.
understanding than many critics and spectators seem to. r-eal Lse ,
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CHAPTER FIVE

MDDERNIElJ.AND THE THEATRE OF REVOLT:
. --

J. M. SYNGE AND W~LE ~YINKA
Introduction

Our' aim in this chapter is to argue tha t Synge and

Soyinka are modernists, whether considered as individuals Dr•
as writers. A modernist is noted for his iconoclastic

temperament as he re-interprets the orthodoxies of his age

and also insists on a radical re-evalua tion of the conveA-

tional parameters of being. Central to the plays of Synge

and Soyinka is this factor of revolt which, in our view•
summarises and encapsula tes the full range of attitudes and

tendencies which have become identifiable with modernism.

We are aWare of two objections to this proposition.

Thomas Kilroy has written that Synge displays traits

which are in concert with modernism; his solitude, for

example, is one" facet of his personality" which places him

"within the mainstream of mOdernism".,1 but it is nevertheless

difficult to label him a modernist because of his self-

confessed aversion to the label. Here are Kilroy's words:

In his prefaces to The Tinker's Weddina and
The Playboy as elsewhere in his occasional
writings, Synge deliberately rejects modernist
drama and makes an appeal on behalf of a vital
regionalism in literature, uncontaminated by
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the sterility, as Synge saw it, of modern urban
life. Yet the sensibility behind the plays is

'one which constantly evokes the kind of aesthetic
values that·inform the best of modern writing.
This is exactly the kind of problem which. faces
the modern student of Synge's work.2

The problem which Kilroy identifies is non-existent and

his anxiety would seem somewhat over-dramatised. What he is

saying, by implication, is that, even though the evidence of

Synge's text also places him wi thin the mainstream of

modernism, we should desist from describing him as modernist

because he himself is opposed to the idea. Since when, we

ask, did the likes and the dislikes of a particular author

become the central yardstick of criticism? A writer's opinion

is useful only to the degree that it provides signposts for

criticism and saves it from the error of blind misapprehen-
,

sions, but no genuine criticism ought to elevate such opinions

for any r-ea son at all to the status of a papal decree.

What is most fundamental to critical perception is the

evidence of the text3 and if the text throws up a particular

scheme or schema of impressions, the author's opinion, whether

confirmatory or renunciatory of these, becomes purely ancillary.

Is Kilroy asking us to diSbelieve the evidence of the text?

Synge's apathy for "the modern literature of towns" and what
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4he- calls" the intellectual modern drama" does not amount -to -

a rejection of modernism because moderrism is not necessarily

defined by the absence of reality and joy which he discovered

in the works of Mallarme, Huysrans, Ibsen and Zola. Itrefers

instead to the iconoclastic nature of a writer's sensibility

and in this respect, Synge belongs to the same family with

Mallarme, Huysmans, Ibsen and Zola, even in spite of his

celebrated aversion to their methods.

And contrary to Kilroy's suggestion that regionalism

is outside the scope of modernism, the truth is that a work

can be vitally regional and yet re~ain modernist. Kilroy is

much closer to the truth when he actnits that "the sensibility"

behind Synge's plays" is one which constantly evokes the kind

5
of aesthetic values that inform the best of modern writing."

This claim is apodictic.

Responding to Michael Echeruo"s "Traditional and Borrowed

Elements in Nigerian Poetry". Chinweizu exclaims that

"Echeruo's usage of the expressions of "W,odernEuropean poetry'

and 'modern Nigerian poetry' is cause for alarm!" 6 and using

this statement as a backdrop for his analysis, he inveighS at

large against any attempt to situate an African writer within

the canons of modernism. Modernism, he says, is a thorough-
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bred Western conception, useful only for the study of western

literature but completely irrelevant to the African context.

Its application to African literature is at best a propagation

of cultural imperialism and a monumental index of a colonial

mentality.
Taxonomised, Chinweizu's aversion to the modernist

reading of African literature falls under a wider critical

genus which rejects the use of foreign critical modes and

demands the erection of indigenous standards of criticism.

Such a critical genus may appear patriotic but it is rendered

questionable by its reliance on sentiments instead of logic,

and its preference for assumptions. Contrary to the assump-

tion that the use of foreign standards vitiates African

literature, the truth is that it enriches it and enables us

to appreciate literature, be it 'drama, prose or poetry, more

effectively in its contemporaneous sense as the product of

One global community of being, feeling and thought. The

erection of indigenous standards is no less important but such

an aspiration should not be marked by the kind' of flair for

literary provincialism which seems to constitute the core of

Chinweizu',s proposition. Deserving particular attention is

his argu~ent that:
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There wa s a specific burden of tradition tha t
Western modernism reacted against in its
revolt. But however familiar we may be with
all that; however familiar we may be witl:J
that tradition or with the various modernist
revolts against it (Symbolism, Dadaism,
Surrealism, Futurism, etc.) they are not part
of our history. They do not belong to our past.
The individual African writer may school himself
into all that knowledge (just like his western
contemporary), but the fact remains that (quite
unlike his western contemporary) none of that .
revolt affected and went directly into the
constitution of our culture... We must stop
thinking that the past trajectory of Western
history, literary or otherwise, is our own.
We may have been hit over the head by the West;
but that does not make us Westerners - at least
not yet??

The contact of Africans with Western culture should

certainly not transform them into Westerners, but Africans,

a t any stage of their development, cannot really deny their
,

colonial history. African art and literature confess an

indebtedness to this history and even the issue of revolt,

which Chinweizu dismisses a s a We stern relic, constitutes an

aspect of it. Besides, modernism in its broader philosophical

and sociological Sense is not a Western phenomenon but a

glObal one. The collapse of human values and the anomie

Which engendered ft manifest universally and it is wrong to

assume, as Chinweizu does, that Africa is untouched by this

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



449

gradual change of orientation which humanity has been under-
I

, " going, with greater intensity, since the turn of the century.

The plays of Synge and Soyinka yield rich dividentjs
c

when read under the lamps of modernism. Far from proving

problematic, such a reading would extend the frontiers of the

cri tical appreciation of both writers, illuminate their sensi-

bilities and provide signposts for the situating of their works

within the broa d canva s of existing literary tra di tions.

Theoretical Framework/Literature Review

An extended discussion of modernism and revolt and a

review of SOmeof the theoretical issues which they generate

would seem advisable. Several theorists and critics have

attempted to identify the date of birth of modernism but the

I

exercise has yielded a variety of dates which are useful only

as intellectual conveniences. The following statement by Eric

8entley in his The Modern Th.§§tre: A Study of Drarretists and

,the Drama explains the futility of the exercise:

In this book, the period of "modern" drama
has been taken several different ways •••
The period of "modern" drama, then, may be
said to begin around 1730, or around 1830,
or around 1880... Somewherebetween 1900 and
1925 arose a "fourth modernism" whose roots
one must dig a little to discover. 8
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Other commentators on the subject are less circumspect

and less indecisive. G.D. Josipovici opines that modernism

'1' n 9 oJ Irefers to "Romantic and post-Rorrantl.c l.terature. • .M.

10 " ,Stewart puts the date at 1880". ''In or about December, 0 1910' ,
o 11

says Virginia Woolf, "human character changed"; D. H.

Lawrence adds five years and states in Kangaroo, with an

appreciable amount of self-assurance, that "it was in 1915

the old world ended',~2 Marshall Cohen believes that modernism

13
began during "the period just before World War 1" but the

truth, says Maurice Beebe, is that "modernism began during

14
the last quarter of the nineteenth century". In Malcolm

Bradbury's view,

The positive assertion of the idea of a dis-
tinctively modern tradition in the arts, of a
redefinition of the total ~rtistic context
belongs in fact to a narrow period of time -
the la st years of the nineteenth 0 century and
the first years of this.15

"The generally accepted view", sta tes John Gassner, is

"tha t drama and theatre became distinctively •modern' during

16the la st quarter of the nineteenth century". "The watershed,"

Duncan Williams observes, "seems to have occurred approxima tely

half-way through the eighteenth century and coincides with the

17career of J.J. Rousseau". And according to Phillip Thody,
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1793 is the true beginning of the modern era,
the beginning of the attempt to construct the
city of man without and against God. 18

The truth of the matter is that it is difficult to give

modernism a date; equally difficult is the attempt to identify

its origins. Malcolm 8radbury essays this latter task in his

"Struggling Westward: America and the Coming of Modernism"
19when he describes modernism as an American phenomenon but

modernism, contrary to his view, transcends geographical

boundaries. It is a universal phenomenon, rootless and with-

out a home; and it must be remembered that its traces are evident

even in the ancient period at a time when the traditional

temperament waS the norm. It is described as modern only

because it is in this period that it became dominant and assumed

a distinctive character.

By implication', the seeds of modernism were sown during

the ancient period but these seeds fell, as it were, on rocky

soils; they could not germinate fully because the ancient

societies seemed to be apathetic towards the modernist credo.

Aspects of modernism are however evident, for example, in the

works of ancient poets like Calvius and Catulius, and in some

of the .plays of Euripides. These poets may be said to anti-

cipate present-day modernism, even though their revolt against
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I

the litera'ry traditions and the ethical orthodoxy of their

time waS rather half-hearted.
It is also necessary to note that there are certain

supposedly modern artists who, though writing in modern times,

cannot be regarded as modernist for their works do not reflect

the sensibility and the range of attitudes which have become

identifiable with that label. Stephen Spender refers to these

artists as "traditionalists and neo-traditionalists"~O A

good example is Yvor Winters (1900-1968).

It may be difficult to give modernism a local habitation

and a name, a la Shakespeare, but it is possible to outline

SOme of the forces which shaped it and which, in turn, account

for the spectacle of revolt which constitutes the central icon

of modernism. To start with, we'must turn our attention to

Romanticism, the literary movement which gathered momentum

during the second half of the eighteenth century and remained

influential until the beginning of the twentieth century.

Romanticism is the watering-hole of modernism as it

provided the fertilizing factors which engenderd its growth

and, not surprisingly, it was during the romantic period that

the values and tendencies which constitute the core of modernism

a ssumed an articula te posture and played more crucial roles
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in the determination of literary and socio-political thought.

More significant here is the fact that Romanticism, like

modernism, WaS predicated on a principle of revolt.

Romanticism Wa s an orchestrated revolt against the

doctrines of neo-cla ssicisrnand ra tionalism which defined the

outlook of the seventeenth and eighteenth centuries. The

neo-classical principles demanded a strict _ compliance with

classical patterns and encouraged the perpetuation of those

patterns. Thus, the movement inherited the penchant for order

and formality and the religious posture of the classical world.

Ra tionalism, along the lines of which neo-cla ssicism grew and

flowered, as propagated by the writings of Descartes, pope,

Samuel Johnson and Boileau, presented reason as the most

fundamental fact of life. As Descartes puts it, "cogito ergo

sum" - I think; therefore, I am.

If reason is the sole root of epistemology, it follows

that the use of the imagination; that is, reality beyond the

limits of thought is unacceptable. What the rationalists

sought to entrench WaS order in its traditional form and this

aspiration, equally.evident in neo-classicism, reveals the

closeness between the rationalists and cIassicists. Their

common goal WaS to develop a well-ordered and objective universe

/
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in which there is a proper conjunction between God, man and

the lower beings. Between 1750, when romanticism gathered

momentum, and 1850 when it had-attained full maturity, this

a spiration WaS traduced and the orderly cosmogonic edifice

which these apostles of the Age of Englightenment had

diligently erected began to crumble.

The romantic writers, contrary to the rationalists and

the neoclassicists, exalted the imagination and the irrational

force. Consequently, they proferred a subjective interpre-

tation of reality. With this, they dismantled the prevalent

modes of thought and produced alternative vistas which had

always been immanent but submerged by the rationalist

effervescence. The romantics are regarded, not without justi-

fication, as rebels, and it is this rebellious streak and

their iconomachy that unites them with the modernists and it

is indeed logical to argue, as Kenneth Cameron does, that the

romantic period" uniquely anticipa ted the present" or that

"the romantic rebels of the pa st speak more directly to the

rebels of today than any other group of writers of the past". 21

The romantic base of modernism is often disputed, perhaps

because romanticism did not completely displace the features

of the dominant culture which it contends against in the sense
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that those features still remained decisive up till the

Victorian age. But there is no denying the fact that the

mood of despair and skepticiSm that was engendered -by romanti-

cism contributed in no small meaSure to the emergence of

modernism as an articulate and distinctive phenomenon.

Other factors equally helped to accelerate this process,

notable among them are the Industrial revolution, the French

and American revolutions, the Napoleonic wars, the First

world War and the Boer wars. These revolutions and Wars

completed at a practical, quotidian level the ta 51< that Was

begun at a somewhat abstract and intellectual level by roman-

ticism, narrely, the jettisoning of the pillars of cLasedcaI

conception. They destroyed the vestiges of order and balance

which remained in the intellectual and social framework of

Europe and created an unprecedented sense of fright and unease

by showing man that he is no longer the centre of the universe.

His world is capable of disintegrating and, indeed, if the

scales of existence were to swing a bit too histrionically,

man may find himself dangerously perched on the edge of a

precipice. Such was the impact of the various revolutions

and Wars which wracked the western world between the eighteenth

and the early part of the twentieth centur~~
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And if there is a need to identi fy the minds who had .

suspected such a sudden change of direction in the temperament

of man and his world, the names of Copernicus, Galileo, Frazer,

Freud, Darwin, Marx and Ernest Renan ought to be mentioned.

The first duo in what is now collectively known as the

Copernican revolution attacked the medieval, ptolemian concep-

tion that earth is the centre of the universe and all the

heavenly bodies including the sun and the moon revolve round

it. Galileo re-affirms the Copernican position in his

Dialogue Concerning the Two Chief World Systems - ptolemaic

and CQQernican (1632) and argues that the Earth revolves round

the sun. In the eyes of the medieval pontiffs, this proposi-

tion puts a limit to God's omnipotence and contradicts the

established ecclesiastical intelligence. Consequently,

Copernicanism was banned, and Galileo WaS forced to recant

and sentenced to house arrest for the rest of his life.

Galileo died without witnessing the triumph of his cause but

later events vindicated him and, as the years went by, other

forms of Copernicanism, equally forceful and heretical, emerged.

Take Charles Darwin, for example. His Origin of Species

(1859) is, to all intents and purposes, Copernican. Man,

Darwin argues, is not the SJpreme owner of earth, a s WaS
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hitherto thought, he is instead a minute factor on earth •.

Earth belongs not only to man but also to other biological

species and, because it is ruled by a competitive principle

which stipulates "the survival of the fittest", man is

involved in a struggle with these species and it is possible

he loses the struggle and therefore become extinct. Darwin

states further that the forces of environment and heredity are

the most decisive determinants of the nature of existence and,

if this is true, then God if he exists at all, is completely

ancillary in the business of living.

This irreligious posture receives further expression

in the writings of Frazer, Reman, Freud, Marx and Nietzsche.

Frazer in The Golden Bough upholds myth, not faith or religion,

as the means of re-establishing ties with primitial roots

and of understanding life. Ernest Renan in !be life of Christ

denies Jesus Christ the pre-eminent status which Christian

mythology accords him and parades him instead as an impostor.

"With Freud, the depreciation of the human condition reached

the lowest level" ;22 he divested man of his spirituality and

his sense of decency. Man, says Freud, is a slave of passion

and a plaything of the libido. His life-pulse exists not in

the upper regions but in the lower regions, in-between his

legs, very close to the anal passage.
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In the ~tigue of Political Economy, Karl Warx dis-

mantled the bourgeois and feudalistic hegemonic structures

of the ancient world and demanded a proletarian ano egali-

tarian distribution of resources and the forces of production.

Nietzsche, for his part, announced the death of God,

christianity and all transcendental a spirations. Man, he

opines, is the architect of his own destiny and every man

must aspire to become a Superman, capable of controlling the

tide of life and disdainful of religion and its concomitant

tOt' 23super s ~ a.on s,

The Romantic and Copernican roots of modernism are

indeed very much patent, and common to both of them and

peculiar to the modernist temperament is their revolt against

established conventions and the Forresponding erection of

alternative frames of reference. This peculiarity is every-

where evident in nineteenth and twentieth century art. In

literature and theatre, for example, the influence of Freud,

Frazer, Marx, Darwin and Nietzsche is often admitted.24

It is worth noting, by way of explanation, that

Nietzsche's influence is usually regarded as the most far-

reaching. His views, it is said, fully conceptualise the

ideas of other thinkers on the modernist phenomenon. Irving
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Howe calls him "a writer whose gnomic and paradoxical style

embodies ·the very qualities of modernist sensibility" 25 and

John Burt Foster Jr. observes the t

Nietzsche WaSto become a commanding presence
for the modernists because he had expressed
some of their deepest impulses So fully and
so pointedly. 26

Not all commentators on Nietzsche have elevated him to

this status. Betrand Russell, for example, does not hide

his dislike of Nietzsche and what he represents. "His

followers", he insists, "have had their innings, but we may

28hope tha t it is rapidly coming to an end". And Walter

Kaufman reports that Nietzsche was "once stupidly denounced

28as the mind that caused the first world war." Nietzsche's

followership and the force of his influence, contrary to

Russell's expectations, is on the increase, and he did not

cause the first world War.

What ought to be said is that the War lent empirical

credence to his propositions and those of other thinkers,

particularly Hobbes, Spinoza, Berkeley, Leibniz, Voltaire,

Schopenhauer, Frazer, Darwin, Freud and Marx. The First

World War clarified man's position in the scheme of things

and showed him that he is not as invincible as he had always
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assumed himself to be. &Jbsequent incidents, including the

Great Depression of the 1920s, the rise of Hitler, the Spanish

civil war (1933-1939} and the apocalyptic second world War

(1939-1945), confirmed the worst: "the world is no longer

orderly, man is no longer the centre of the universe, and

looming large in the horizon is the eleventh hour not just of

civiliza tion but of survival". 29

By the first half of the present century, the fortune

of man had turned full circle and, out of desperation, man

devised several life-jackets, but the tide was too strong for

these devices and they proved ineffectual. It waS eventually

realised that the various "antics which seem like solutions

are merely distractions from the problem of existence, ,,30
31there is "no master scheme," no means of escape. Man fell

back upon his traditional modes of thought, particularly

science and religion, but each one of them confronted him with

the limits of his mortality. Rejected by society, disappointed

in himself and overwhelmed by his fate, he decided to retrace

his steps and return to the past, but even this retrospective

move is suicidal. It confronts ~an with Lot's lot; that is,

the prospect of turning into a pillar of salt and also of

"the total disappearance of man a s man and his silent return

to the a ndrna L scale".32
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In sum, man realises, according to Karl Popper, that

"there is no return to a harmoniou s state of nature, if we

turn back, then we must go back the whole way - we 'must return
. 33to the beasts". Having discovered the emptiness of the

present and the past, man, in his explorations through the

Marvin Cetron and Thomas

passages of time, chose to look into the future, but the

future, as Alving TOffler,34 George ECkstein,35 Julian Simon,36
3? 38O'Toole, the Global 2000 Report

39 have argued, with varying degreesand Robert L. Heilbroner

of emphasis, holds no promise. This is the condition of the

modern man - rootless and helpless, he has no present, no

past and no future. Pleberio's last speech in Fernando de

Roja s' Celestina may well be taken a s the new song on the

lips of this novus homo:

••• Thou mightest, 0 Fortune, fluctuant as thou
art, have given me a sorrowful youth and a
mirthful age, neither have therein perverted
order. 0 world, in my more tender years I
thought thou wast ruled by reason, but now thou
seemest unto me a labyrinth of errors, an
habi tation of wild bea sts, a dance full of
changes; a fell full of mire; a steep and craggy
mountain; a meadow full of snakes; a garden
pleasant to look at but without fruit. 0 thou
false world! Thou dost put out our eyes and
then to make amends anointest the place with oil;
after thou hast done us harm, thou givest us cold
comfort, saying that it is SOme ease to the
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miserable to have companions in misery. But
I, ala s , disconsolate old man stand all alone.
I am singular in sorrow; no misfortune is like
unto mine.40

No misfortune is perhaps comparable to that of the

modern man. Running through the available data on the subject

is a general consensus that the condition of the modern man

is peculiar and, as such, it invites a series of apocalyptic

descriptions. The modern age, we are told, is a "chaotic pile

of rubbish,,41 marked by the" tragic devi talization of the very

42 . 43
concept of the person" and" the death of man". "The world

today is suffering from a grave demoralization",44 "disorien-

45tation is the keynote" and many, according to Teilhard de

Chardin, have lost that "essential taste for life".46 Jose

Ortega y Gasset a des:

No one knows towards what centre human
beings are going to gravitate in the
near future ••• the life of the world
has become scandalously provisional.4?

Yet,according to John Paul II:

Without a doubt, our age is the one in which
man has been most written and spoken of, the
age of the form~ of humanism and the age of
anthropocentrism. Nevertheless it is para-
doxically also the age of man's abasement to
previously unsuspectee levels, the age of
human values trampled on as never before.48
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Robert Brustein concludes that "We are living in a profoundly

decadent society ••• our age is apocalyptic,"49 It is, as

various writers have declared "an age of crisis,,,5q "the age

of Osiris and a world in transition,,51 "filled with disquiet

and aliena tion" •52 "Anxiety attack ha s become part of our

53everyday speech"; "we are living in a golden age of

eccentricity" in which "plus ca chancre, plus c'est la meme

54chose" and our history, in Ivan Illioh's opinion, is, "the

history of fading hope and rising expectations.,,55

This is the setting of the modernist temperament and

the literature and theatre which arises from it is equally

marked by regret, a nqudsh and the dread of apocalypse.

56 57 58J.I.M. Stewart, Malcolm Bradbury, Stephen Spender,

Barr.ber Gascoigne,59 Travis Bogard and William 1. Oliver,60

Robert Corrigan,61 and Robert Brustein62 have written variously

and at great length on this literature and theatre. The

thrust of their submissions is that modernism, on the whole,

is an unusual phenomenon. It suggests a ra dical change of

orientation in the socia-political arrangement of the world;

and literature and theatre, being social products and

reflectors, bear the marks of this r'aver saL,
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In this new literature and theatre, man casts a panora-

mic glance at his existence and environment; what confronts

him is not the order, the objectivity and the formal, neat

arrangement of circumstances which he is familiar with, but

a chaotic, disordered world smarting under the impact of

revolutions and wars and ravaged by famine and disease. The

standard cry in modernist literature and theatre is

unmistakably Blakean:

And waS Jerusalem builded here
Among these dark futanic mills? 63

The Jerusalem that existed in ancient literature and

theatre gives way in its modernist counterpart to futanic

mills, hope is replaced by helplessness, andcharacterising

these mills are attitudes or val~es which point to gloom and

annihilation. At the end of the first act of Chekhov's ~

SeaGull, Dorn, overwhelmed by fate, laments to Masha: "But

what can I do.,my child? Tell me what can I do? What?6ca.

If ancient literature and theatre provided answers to man's

problems, their modern counterpart asks questions and hides

under a self-defeating excuse: "What can I do?"

Duncan Williams has written, and we agree with him,

that

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



the breezy good humour and redemptive
tolerance of man and his foibles which
characterize the writings of Fielding and
Goldsmith are replaced in those of their
modern counterparts with a viciousness arid
a hatred and contempt for man and his
posturing s, 65

Man, in this literature, is portrayed as an animal and

a machine, completely devoid of decorum anc commonsense.

Joe Christma s in William Faulkner's Light in August is a

stand:ird example. Describing him '0 Faulkner says "there wa s

Hell is oneself
Hell is alone, the other figures in it
merely projections. There is nothing
to escape from. And nothing to eScape
to. One is always alone. 68

somethin;J rootless about him, as though no town or city was

his, no street, no walls, no square of earth his home". 66

In addition, he is lonely, incapable of companionship and

surrounded by danger and horror.

In Jean-Paul Eartre's No Exit, to use another example,

the characters are trapped in a compressionist world which

offers no means of eScape and in which companionship is

prOblematic. "Hell", says the male member of the trio in
67the novel, "is other people". A similar viewpoint informs

the dramatic landscape of T.S. Eliot's The Cocktail Part~;

in this play, Edward Chamberlain observes thatUNIV
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The loneliness that is described here is equally evident in

Kafka's The Castle where the characters lament that "No one
" "69us •comes, it is as though the world had forgotten The

same is true of the characters in Beckett's Wait;ng for Godot.

"No one comes", says Estragon, "no one goes, it's simply

awful" 70 and in Williams' "To Elsie" the central message is

that

The pure products of America
go crazy
No one
to witness
and adjust, no one to drive the car.71

This loneliness and isolation is compounded by the

images of death and disease which surround the modern hero,

constantly reminding him of the limits of his mortality and

threatening to fragment his psyche. Overwhelmed and flustered,

the modern hero shouts like Kurtz in Conrad's The Heart of

Q5u:kness: "The horror!, the horror!" and because of the strange

peculiarity of his person and his circumstances, he is more of

an anti-hero. He invites a new set of critical parameters and

genera tes a completely different climate of assessment.

If the picture of man that arises out of modernist

literature and theatre is gloomy, it is worth remembering
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less so. Society is painted as tempestuous, God is denied

his existence, life is described as nihilistic, despair is

the resonant tone of composition and literature becomes anti-

literature, and a pseudo-literature, whose goal appears not

to be the upliftment of the human soul but the drarratisation

of human foibles.

The chaos and indecision which characterise the content

of this literature is equally evident in its form. It is

rarely sati sfied VIith any particular form of expression. It

adopts a particular form only to abandon it immediately and

move on to another. Consequently, it is axiomatic that

modernist literature is marked by a profusion of forms and

movements. VorticisrTI,Futurism, Dadaism, Imagism, Symbolism,

Surrealism, Expressionism, Absurdism, etc. The list is

inexhaustible. This ceaseless experimentation is particulerly

noticeable in the modern theatre.

In more ways than one, modernist literature and theatre

are products of their social context and not surprisingly,

the modernist writer equally displays the various atti tudes

which dominate them. He is, in most instances, isolated,

sad and fascinated by death, decay, disintegration or what
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Erich Fromm describes broadly as IInecrophilous,,?2 tendencies.

He is also a rebel, perpetually at war with accepted norms,

surrounded by unusual fancies and unapologetically deviant

in tone and behaviour. Kafka, for example, was obsessed with

the subject of nothingness, Thomas Mann with disease, Chekhov

with loneliness, Bartre with nausea and bad faith, Wallace

Stevens with dea th and Edward Thomas with nostalgia. Joyce

rejected God and sought to create, ex-nihilo, an alternative

universe. One morning, Baudelaire looked out upon Paris and

expressed his disgust with "that vast cemetery that is called

a great city". Strinberg was ill and perpetually tormented

by self-imposed delusions. Genet WaSa thief. Joe Orton WaS

homosexual. Alfred Jarry, Arthur Nortje and Hemingwaycommitted

suicide. Andre Gide lived with an incurable sense of guilt., .

D.H. Lawrence Was lonely and distraught.

More often than not, the modernist writer is in conflict

with governments and usually accompanying his craft are

ceaseless intimidations and regular trips to the gaol. The

public is suspicious of him and gOVErnments fear him. With

him, the writer is no longer a teacher but the voice of vision

in his time and, because his vision is gloomy, he ha s few

friends. There is no doubt that there are writers in present
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times who are socially well integrated and who still write

on harmless topics and paint the picture of an approaching

nirvana but generally, it is the modernist temperament trat

domina tes.

For all his gloom and rebellion, however, the modernist

is not entirely an apostle of apocalypse; behind his nihilis-

tic posturing and anarchic pronouncements is a humanistic

drive - a veiled confidence in the ability of man to rise

above his fate - but because this humanism is often couched

in privatist and strange coses, the public finds it impene-

trable and the writer is considered obscure.

Duncan Williams has asked, "Gan we recover any of that

order, harmony and balance which characterized the poetry of

Pope, the music of Mozart, the paintings of Watteau, the land-
.,,,73....scaping of Kant It is difficult to answer in the

affirmative. It seems certain that, as long as the disjunction

between the artist and the society, the absence of a common

perception and the presence of a disordered chaotic cosmos

which characterise modern literature and theatre persist,

modern literature and theatre would also continue to reflect

a debilitating picture, that of man moving from one act of

desperation to another.
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Modern literature, from whichever angle one chooses to

look at it, is shot through with "a ssdness too dreadful to

be quite human.,,74 It is, say s Wilhelm Emrich, "a literature

of metaphysical isolation". 75 It is also, according to Nathan

A. Scott, "an extreme literature which plunges us into extreme

situations" ,76 it is, in sum, a "crisis literature". 77 But

perhaps the most apt description of this literature is the

literature of revolt; or the theatre of revolt. Modernism,

at bottom, is a form of revolt, a rejection of preconceived

notions, received attitudes and orthodoxies and without revolt,

no writer can actually be referred to a s modernist. This is

precisely the thrust of the argument of David Daiches,78

J V C . h 79 I' 80 St h Sp d 81 E .•• unn1ng am, rV1ng Howe, ep en en er, r1C

Bentley82 and Paul Fussel183 when they state that modernism

involves a rejection of the past;, and; writing on modernist

writers, Nathan A. Scott contends that

Whether they knew it or not, (they) had a.s
their patron saLrrt not St. Athanasius but
Dionysus the Areopagite, for in their
dealings with the body of this world, their
way haS been not the way of Affirmation but
the way of Rejection.84

Theatre, perhaps because of its special advantage as

the melting pot of all the arts, gives candid expression to

/' this phenomenon in a manner which literature may not antici-
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pate. It is the norm rather than the exception nowadays to

talk of modern theatre in such terms as "the uncomfortable

85 . 86 . 8?
thea tre" , "the angry thea tre" , "the theatre of the absurd"

86and II the theatre of protest and paradox". 8a sic to all these

epithets is the assumption that the modern theatre is a

theatre of revolt. Aspects of this a ssumption are examined

in such books as E.T. Kirby's Total Theatre, John Gassner's

Directions in Modern Theatre and Drama, Robert Corrigan's

lbeatre in the Twentieth Centu~ and Laurence Kitchin's

Mid-Century Drama, but it receives its most pedagogic and

expansive discussion inRobertBrustein's Theatre of Revolt.

"Revol t", writes Brustein, is "the energy which drives the

89
modern theatre, just as faith drove the theatre of the past"

and" in the theatre of revolt, t~e note of banishment is

repeatedly struck and the modern drama aches with nostalgia,

90loneliness and regret".

Many critics have attempted to formulate answers to the

question as to why revolt should constitute the core of

modernism. Conceiving revolt in negative terms; Alvin Toffler

aver s tha t "in stea d of ri sing in revol t" aga in st hi s circum-

stances, man must "from this historic moment on, anticipate

91and design the future". What Toffler ignores is the fact
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Revolt is the first of three consequences to
total acceptance of the absurd. It is a
constant confrontation between man and his
obscurity, an onTgoing struggle with the absurd.
It challenges the world every moment and it
extends awareness to the whole of experience •••_
Revolt gives life its value and its majesty,
for it creates the beauty of the human mind
at grips with a reality which exceeds it. 93

that the revolt of modernism is not negative, instead it is

informed by a positive instinct which manifests in the form

of humanism. As Maurice Benn -puts it,

Revol t implies po sftive values Which the rebel
seeks to vindicate even if he is not fully
conscious of them, even if he only becomes
aware of them in the moment of their
violation. 92

The following testimony by Phillip H. Rhein is equally pertinent:

Whether one chooses to see revolt in a positive or a

negative light, is a function of one's orientation and

persuasion but revolt nevertheless remains a Widely acknow-

ledged function of modern art. This much wa s the conclusion

arrived at during the thirty-eighth International P.E.N.

Congress held in Dublin in September 1971. During the second

session of the congress, participants from India, Korea,

Yugoslavia, Israel, Japan and the U.S.A. gave accounts of the
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manifestation of the phenomenon of revolt in the literatures
. 94

of their respective countries and it became clear that the

whole world is undergoing an artistic revolution. Old modes

are giving way to new ones and a new pattern of thought and

creativity is emerging.

R.~!.Alberes in his La R~volte des Ecrivains Aujourd' hui,

Maurice B. Benn in The Drama of Revolt: A Critical Study of

Georg Buchner, Issa Asgarrally in Litt~rnture et r~volte, Yuri

Oavydov in Myth. Philosophy. Avant-Gardism and Pierre de

Boideffre in Une Historie Vivante de la Litt~rature d'AujourdbQi

discuss the linkages between the modern writer and revolt but

the subject receives a more sustained discussion in the hands

of Albert Camus.

The central ethic of Camus oeuvre is that revolt is man's

only means of combating the absurdity of his cosmos and of
/

survival in a world that is void of meaning and faith;. hence

he argues in The Rebel that rebellion is "one of man's essential

dimensions. It is our historical reality". 95 Camus' principal

thesis in this book is worth stating - "I rebel-therefore we

exist," :6 The kind of rebellion that he advocates is not the

slave-revol ts-again~t-ma ster variety that is discussed, for

example, by J. Bowyer Bell,tv'ichael Crowder and Ted Robert Gurr9?
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but the metaphysical type in which man confronts the absur-

dities of his life and resolves to live, even though circum-

stances seem to drive him in the opposite direction.

1 1 . 98as Revo te d:tns es A sturleSj La Rerrargue sur la Revolte

This thought received expression in such earlier works

and The Myth of Sisyphus but it is more articula~ely set out

in The Rebel and this book, in spite of Phillip Thody's

11' . 1 k f .. 1·t 99 t .d tha USlon to ltS ac 0 orlglna 1 y, seems 0 provl e e

framework for Camus' v.ritings inasmuch as they seem to obey

the principle in it. The typical Camus hero does not sit on

the seashore of life, moaning and lamenting, nor does he

commit suicide. Through a combination of scorn, will and

sheer nerve, and even at great risk to his own equilibrium,

he strive s to ma ster tre absurdity which confronts him. This

is the story of Sisyphus in The tv'ythof Sisyphus, rv.euersault

in The Outsider, Caligula in Caligula, Diego in State of Sieg~,

Kaliayev in Les Justes and the miners in Revolte d:tns les

Asturi~. Their methods of aggression may not bring them any

relief but their indignation alone reveals the high value

which their author places on the human essence.

For all its relevance, candour and intellectual pUDch,

however, Camus' The R~ is part history, part litera ture

and part philosophy and, for this reason, it does not provide
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the student of revolt with a convenient theoretical framework

on which his investigation can be anchored, but Robert

Brustein's ~Theatre of Revolt fulfils this need,100 hence

his typology of revolt will be adopted henceforth in our

attempt to examine the spectacle of revolt, and, by implication,

the character of modernism, in the plays of Synge and Soyinka ••
Brustein's The Theatre of Revolt concentrates on the

theatre but it makes statements that are relevant and which

can be applied far afield. Besides establishing that it is

revolt that accounts for the differences between the ancient

theatre and the modern theatre and that the various t isms'

which characterise the latter are also reducible to the

phenomenon of revolt, Brustein divides revolt into three

categories namely, messianic revolt, social revolt and

existential revolt, and he examines, within this framework,

the art and thought of Ibsen,. Strindberg, Shaw, Chekhov,

Brecht, Pirandello, O'Neill, Artaud and Genet.

And though he demonstrates enough familiarity with his

subjects, he overlooks the significance of their personal

temperaments in relation to the subject of revolt. Yet it

appears that rebellion, at the personal level, is the starting

point for artistic revolt. In other words, it is the
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individual temperament that feeds the literary and shapes it,

and, if this is true, then a consideration of this seemingly

extra-literary assumption would be necessary for a proper

understanding of the extent of a writer's engagement with revolt.

Brustein also seems to concentrate on the content of the works

he discusses without considering their form and aesthetics,

and this is perhaps an oversight, especially as the modernist's

revol t is also decisive at the level of aesthetics.

In the specific cases of Synge and 90yinka, however,

revolt is more manifest at the level of content than of

aesthetic but it would be nace ssar-yto a seess the individuality
of both writers with a view to ascertain whether they possess

that personal streak for iconoclasm which cuts out all rebels

and paves the way for literary revolt.

EUnge and ~Theatre of Revolt

From whichever angle one chooses to look at him, Synge

is a rebel and his rebellion is not an accident but the product

of his reflection upon the socio-political and e~istential

contradictions of his time and the expression of a subsequent

inner turmoil and revulsion against those contradictions.

W.B. Yeats describes Synge as "one of the last romantics"101
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but he is also one of the first moderns. He stands histori-

cally mid-way between the nineteenth century and the twentieth,

and it is perhaps this privileged position that makes his art

so anticipatory of mid-century avant-garde dra~a.

What Synge shares with the romantics is his elevation of

the imagination to the status of a major index of truth and his

impatience with orthodox modes of perception. His works

emphasize and explore the imagination, although they reveal a

contradictory and somewhat decisive oscillation between it and

rationality, between dream and actuality and between objectivity

and subjectivity.

This flirtation with two contradictory values and levels

of meaning would seem to be vintage Synge and it accounts for

the density of his works, but more noteworthy is the fact that

Synge exalted the imagination to the level of high art at a

time when its limits were already being defined in European

drama, particularly in the writing s of Ibsen, Huysmans and

201a, admittedly the most influential European drarra tists at

the turn of the century.

With them realism anc naturalism were the established

norm and the city and its foibles constituted the ideal setting

of the drama but Synge, in conformity with the aspirations
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of the Abbey Theatre movement, steered clear of this cosmo-
/ politanism and produced a literature that has its "roots among

the clay and the worms" 102 and is at once realistic and

romantic. It is this revolt against received aesthetics,

this differentness, as Randall Jarrell would say, 103 this

dislike of existing tradition and iconoclastic interrogation

of prevalent mythologies that qualify Synge, in the first

instance, to be considered as a romantic rebel.

Thomas Kilroy has written that Synge is technically

conservative and for his models, he constantly looked back to

sixteenth and seventeenth century drama, to Jonson, ~oliere

d Ra· 104an C:Lne. This traditionalism, as Kilroy interprets it,

does not place Synge outside modernism because unlike typical

traditionalists and neo-tra ditiona lists like Edward Thoma s,

Robert Frost, Yvor Winters, Edwin Muir and Elizabeth Bishop,

he does not deify the past. Instead, he demythologizes it

and out of this emerges new patterns which bear the marks of

his originality.

His indebtedness to romanticism and his use of mythology

in Deirdre of the Sor'r-ow s are cases in point. Synge borrowed

from the ronantics but he jettisoned their excesses and in

Deirdre of the Sorrows, his re-interpreta tion of the Deirdre
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myth .which disregards the original myth and the two existing

versions by Yeats and A.E. is another indication of the

strength of his individuality a s a rebel.

He is a rebel in Dther respects. Very early in life,

Synge rebelled against the circumstances of his birth. A member

of a religious family with a long history of Protestantism

and clericalism on both paternal and maternal fronts, Synge

rejected the religiosity of his family and frustrated his

m~ther's frantic efforts to make him a christian. This

rebellion came about around the age of fourteen when he read

Darwin's Origin ~of Species. The book drove him to the aware-

ness that the existing myths of existence which parade God

as the author of life and man as the supreme lord of the

universe are fallacious; 105 in reaction, he denounced God and

Christianity and it is doubtful if he ever stepped into the

church again thenceforth.

He also rejected the tradition of clericalism in his

family. Five of his uncles were bishOps; one of his own

brothers, fumuel Synge, Was an Anglican priest and his mother

hoped that he himself, on account of his training at Trinity

College, Dublin would toe the family line. But, on the contrary,

Synge rejected the cassock and the surplice. He also rejected
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landlordism - the other profession for which his family and

the e~tire Ascendancy cIa ss were known. Rather than show

interest in it, he condemned it and inveighed against the

manner in which his mother and his brother, Edward Synge,

treated the peasant gentry. For his choice of profession,

Synge opted first for music and then theatre - two professions

which were considered un dignifying for a member of the

A scendancy cLaSSe

.480

But he waS completely indifferent to the fact that

members of his family, particularly his mother, disliked his

chosen faith and vocation. All through his life, he remained

a man of his own mind and he waS never in the habit of glancing

b~hind his shoulders before embarking upon any line of action

he deemed appropriate. Synge, it may be said, was a rebel

right from his roots. ~ny reason why he

rebellious in other aspects of life?

should not be

His rebellion is further evident in his attitude towards

the political currents of his period. Prior to 1920, the life

of the average Irish man revolved largely around the subject

of nationalism which WaS then the main event of the emerging

Irish nation. The major concern WaS to extol the virtues of

Ireland, assert its right to sovereignty and free it completely

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



481

f'r'om the fetters of imperialism, but Synge did what WaS

unusual at this time ~ he avoided the nationalistic efferver-

scence and remained indifferent to practical politics. Many

cri tics have commented on this apoli ticalness but often.

overlooked is the fact that it establishes another aspect of

Synge the rebel. Synge Wa s apolitical not because he Wa s

incapable of politics but because as earlier observed, he

disliked the factitiousness, the hypocrisy and the naked

violence which attended Irish nationalism. These were the

factors Which repulsed him.

Synge also rebelled against life itself. Unlike Yeats

who cherished the sound of his avn voice and accordingly lived

a life of perpetual conversazion~, as if he waS engaged in
106a competition with tbe reputation of Shaw, Synge learned

the virtue of silence and avoided the limelight, as if he

waS afraid to live. His life was one interminable battle

with death and his last word on his death-bed summarises

this battle in all its pungency. "It's no use", he said,

"fighting death any longer". This continual fight with death

and the terrifying silence and the nostalgia which accompanied

it is a rebellion - that of a man who WaS fully awar-e of the

limits of his own mortality and yet waS prepared to discoun-
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tenance those limits and who went about his daily business

with semmind indifference to the impending fate.

S~yinka and the Theatr~ of Revolt

It is difficult to insist, as in Synge's case, that

Soyinka rebels against the circumstances of his birth and

against life itself. Looking at his life, particularly from

the perspectives offered in Ake, we see a writer whose career

conforms with the patterns and impulses that were established

during his earlier days; and whose works do not reveal the

kind of nostalgia and private despair that is common with

many modern writers. D.W. Harding contends that, without
taI . .t b d . t 107nos gl.a, no wra er Can e rno erru s • tpyinka is an

exception to this rule; but his love of life, his capacity

for companionship and his penchant for the spotlight do not

detract from his significance as a rebel.

This significance emerges vividly in his participation

in politics. Unlike Synge, he participates, at a very a,ctive

level, in practical politics and in this instance, a s in

other instances, he carries the banner of a rebel.

For example,in the wake of the Nigerian civil War in

1967, Soyinka created a Third Force, a pressure group whose•
intention was to stop the War of cannibal rage which overtook

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



483

Nigeria from 1967 to 1970. He made several trips to Biafra·

and al so wrote article s in Nigerian newspapers pleading for

caution on both sides. Unimpressed by his unsolicited inter-

ventions, the Nigerian government arrested him; and he wa.s

detained for two years. In 1971, he staged a one-man demon-

stration in the streets of Ibadan and Lagos condemning the

murder of Kunle Adepeju, a student of agriculture at the

University of Ibadan, by Nigerian policemen, during the student

riots of that year. Yemi Ogunbiyi states, in addition, that
also

There Wa s the IIA li-t!ust-G0" cr-a sas during the
Obasanjo regime·which led to the death of quite
a number of students, there WaS the Bakalori
ma ssacre in Sakoto State, there wa s the murder
of Oele Udoh, there were the outbreaks of
power rash during the Adewusi years as
Inspector General, there were the horrific
years of the Shagari administration.- in every
instance, Soyinka not merely spoke out, but
did when it mattered the most. There are
certainly not many Nigerians like him.10B

In 1979, during the Nigerian Second Republic, he became

a card-carrying member of the Peoples Redemption Party (PRP)

led by the late Aminu Kano. The cardinal goal of this party

was to improve the lot of the masses and overhaul the social

machinery. Sayinka was easdLy one of the most articulate

political commentators of the period. Between December, 1983
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and August 1985, Nigeria WaS ruled by the gestapo duo of

Muhammadu Buhari and Tunde Idiagbon, a culture of terror and

fear gradually overtook the country and Nigerians lived in

utter desperation. In the thick of this situation, ~yinka

dismissed the ruling government as deaf. In Decembe~ 1966, he

attacked the British and American governments of Margaret

Thatcher and Ronald Reagan respectively, in his Nobel Prize

acceptance speech, and accused them of aiding and abbetting

world.

The list of Soyinka's indictments of governments and.
political groupings is inexhaustible and, even though this

has won him the ire of rulers and interest groups, he has been

rarely apologetic about his views and actions. The result of, .

this unwavering iconocla sm is that the public came to recognise

his a s a social rebel and in the wisdom of the public, anyone

that is so regarded is not expected to praise the establishment

for any reason Whatsoever, and he is not even supposed to have

his preferences outside those of the public. Criticism, as it

appears to public intelligence, is a censorious art.

This is about the most apt explanation of the indigna-

tion of the Nigerian public over ~yinka's recognition of the

administration of Ibrahim Babangida as the most humane government
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that Nigeria ever had. The ox of the public WaS further gored

-'.r
when Soyinka, in addition, accepted his investiture by this

•
same government, a s a Commander of the Federal Republic and as

the Chairman of the Federal Road Safety Corps; and not

surprisingly, many Nigerians expressed their indignation in

several articles in the newspapers. What they failed to realise

is that the social critic is, in spite of his rebelliousness,

a human being, and he is liable to his own imperfections and

surrounded by his own peculiarities and preferences. But, if

Soyinka is actually guilty, as charged, of inconsistency as
•

a political revel, the same cannot be said of him when his

rebellion is considered from the literary perspective.

~yinka is in this respect, a s in other respects, the

kinsman of Synge. Both writers are gifted with that spark of

rebellion which enables them to approach art and life with

undiluted skepticism and, even though it is true that the

spectacle of revolt in their plays is informed and partly

occasioned by the general Wave of anguish and rebellion which

overtook the twentieth century, equally Significant are their

own personal constitutions which, as broadly defined here, are

fed by iconoclastic impulses. A study of the specific patterns

of revolt in the plays of both writers would be instructive.
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~ianic Revolt

Messianic revolt is the most fundamental of the three

patterns of revolt under discussion, and its hero, namely the

messianic rebel, is peculiar in more senses than one.

Subjective and self-centred, he is imbued with a large ego

which necessarily compels him to see himself as a most superior·

being, better than everyone around him and more deserving of

attention. He is a critic nonpareil at least where dogrratism

and rhetorics are concerned, and, as he subjects reality to a

passionate interrogation, he flinches at the meaningless botch

which he discovers around him and the world emerges, in his

view, as a whimsical joke or as a faulty automobile, urgently

in need of succour and repair.

He is full of aggression and quick to apportion blames

for this reversal of the human fate and, in doing so, he

blames neither the society nor man, but God whom he inveighs

against and declares irrelevant. He is easily the most romantic

rebel in the theatre of revolt and it is this romantic streak

that gives him the audacity to question ontology, harass God

and declare himself the heir-apparent to God's throne. He

regards himself as the only person who is capable of creating

a new order out of the botch that the world has become and, in
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consonance with this self-assigned task, he carries himself

with the punctiliousness of an apostle and messiah. His

personality is contradictory - negative in its denunciation of

God and the world but positive in its optimism that the error

can be rectified - and basic to it is an existentialist philosophy

.explained by the messianic rebel's portrayal of man as the

architect of his own destiny.

What drives the messianic rebel is the strength of his

will-power; and what endears him to his followers is his

bravado and overbearing self-confidence. But, eventually, he

turns out, in spite of his God-like reverence and rhetorics,

as a ranter and dreamer; and his followers desert him. Robert

Brustein explains that he

is a militant of the ideal, an anarchic
individualist, concerned with the impossible
rather than the possible, and his discontent
extends to the very roots of existence. 109

His antecedents in myth are" Lucifer, Mephistopheles, Don Juan,

Cain and Juda.s,,11Dand, in dramatic literature, examples of him

can be found in Pentheus in Euripides The Bacch3.~, the Stranger

in Strindberg's The Road to Damascu~, Caligula in Camus'

Caligula~ Lazarus in O'Neill's Lazarous Laughed, Emperor Julian

in Ibsen's Emperor and Galilean, the Chief of Police in Genet's
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The Balcony and Brand in Ibsen's Brand. Each of these charac-

ters is a messianic rebel and they all attempt, in their own

ways, to erect "a temple without God".

The significance of messianic drama, lies not in the

success or otherwise of its hero but in the poignancy with

which it illustrates man's idealism and the collapse of the

romance between God and man. Messianic drama does not justify

the ways of God to man, but it highlights the schism between

them, In this drama, the rebel oftentimes appears to be the

mouth-piece of the dramatist. His statements are usually so

central and so revealing th3t it would not be too far from the

truth to describe him as the drarratist's alter eg.£:

Ibsen admitted that Brand, Peer Gynt, and
the Emperor Julian were aspects of himself,
Wagner identified with Siegfried and named
his child after him, Strindberg put himself
into his Stranger, as O'Neill did with most
of his central characters, and 9t3w had much
(too much) in common with his Ancients. 111

In appearance, messianic drama is usually long and

unstageable , its language is heightened and bomba stic, its

structure is epic. Take Shaw's Back to ~ethuselah, Ibsen's

Brand and Peer Gynt and Strindberg's Road to Damascus. Back
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to Methuselah is a long epic with Wethuselan characters who.

live and remain active for as long as three hundred years; a

play like this imposes special 'dema nde on the theatre worker

and it is indeed understandable that the play has been restricted

to the closet. Brand and Peer Gynt were also conceived as

closet-dramas. "Ibsen never intended Brand for the stage; he

wrote it, a s he wrote Peer Gynt, eighteen month slater, simply
112to be read".

The incidence of messianic revolt in the modern theatre

has been few and far between. Few writers, notably Ibsen,

Shaw, SBrtre, Camus, Genet, D'Annunzio and Strindberg, seem to

regard messianism as the solution to the modernist question.

The prevalent tendency has been mainly existentialist but

without the romantic, indecisive zeal of messianic drama.

The modern theatre is full of plays which express confidence

in the ability of man to master his own destiny but this

optimistic stance is dogged by an equally strong conviction

that man may not achieve this goal because he has lost his

grandeur. In this respect, the pulpit and the staff of Brand

have now been replaced by a dustbin as in Beckett's Endgame,

a machine a s in Elmer Rice's The Adding Machine and empty chairs

as in Ionesco's The Chairs. The overall conclusion is that

man he s no redemptive qualities, a s messianic drama claims.
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He is now a pile of garbage and a pawn in the chess-game of

life, and, because this has been the case, it has been difficult,

in fact impossible, for messianic drama to dominate the modern

theatre.

Messianic revolt seems to be ab sent in the plays of

Synge and Soyinka. Their plays seem to lack the kind of•
characters who are convinced that they are better than all

men and God and more capable of steering the ship of life.

Synge's characters, particularly the men, lack the fiery

assertiveness of Zarathustra, the determination of Sisyphus

and the ruthlessness of Cain, and, as such, they do not possess

the kind of doggedness that messianism requires. They seem

too willing to capitulate to the whims of fate; When they are

not passive on-lookers like Michael in The Tinker's"Wedding

they are marionettes like the Naisi brothers in Deirdre of the

Sorrows or self-confessed jokers like Dan Burke in In the

Shadow of the Glen.

Many critics are wont to describe Christy Mahon in

The P laybeY a s messianic but it is doubtful if he is a messiah

in the sense in which the word is used here. That his inter-

vention leads the community in the play to epiphanic heights

and jostles its people out of their dreariness is valid but to
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argue that this amounts to messianism is to miaread the play.

/ If Christy Mahon must be a messiah at all costs, then he is an

unwilling one and hence he does not fit into the concept of

messianism as discussed above. Synge's women are more confident

and daring than their male counterparts but they are often

incapacitated by the infirmity of old age, the caprice of fate

and the restrictive circumstances under which they live.

Consequently, they, like their male colleagues, do not rise

to messianic dimensions.

Soyinka's characters, both male and female, are
•

determined and full of Promethean glee but their interroga-

tion of socio-political circumstances does not in any way

approach messianic revolt. They may be inquisitive like

Professor in The Road, Skeptical and defiant like Eman in

The Strong Breed and Old man in Madmen and Specialist~ and

quixotic like Segi in Kongi's Harvest; but, like Christy Mahon

and other Synge characters, they do not display the tendency to

confront God and spit in his face. For the flowering of revolt

in the plays of both writers, it is to the second category,

namely, social revolt, that we must turn.UNIV
ERSITY
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Social Revolt

Social revolt has its roots in messianic revolt with

affection between God and man, social revolt concentrates

which it shares its tendency to subject life and society to

a searing cross-questioning but, essentially, the link between

them exists only at the spiritual level; at a more practical

and pedagogic level, social revolt a ssurne s a set of charac-

teristics which are radically different from those of messianic

revolt.

While messianic revolt concentrates on the dwindling

excluSively on man in his domestic and more contemporaneous

settings - "man in society, in conflict with community, govern-

t d h h f ° 1 " 113men , aca emy, c urc or am~ y • Each of these a spects is

scrutinised and, in addition, the schism and the rapid
,

deterioration of the sense of being which colours man's vast

estate is examined and condemned.

Social drama employs a set of modes and codes which

already exist within the cognitive and affective frameworks

of the average man. It does not confront us with a superman

with an expansive and intimidating ego, instead, "human stature

shri.nk s to rhO ht d' dO closes ;n".114.•.. ave age e~g ,an man s surroun ~ng .•..

The social rebel, unlike his messianic cousin, is "one of us"
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and" we respond to a sense of his common humanity and demand

from the poet the same canons of probability that we find in

our experience" 115 The poet supplies these not only in the

ordinariness of his subject-matter but also in the simplicity

of the architectonics of his composition. The language is

simple, the setting is contemporary, the structure is compact,

and the drama is usually in two act a,

The result of this contemporaneity , accessibility and

all-round simplicity is that social drama is easily the most

popular form in the theatre of revolt as it elicits a high

degree of empathy between the audience and the performer.

Social revolt, explains Brustein, "characterizes the best-

k I f th t ta " 116nown pays 0 e con emporary s ge • It

dominates Ibsen's "moder-n": plays,
Strindberg's "Na turalist" drama s,
Chekhov's inner actions, most of
Shaw, a large part of Brecht, and
some of Pirandello - as well as the
peasant dramas of Synge and Lorca,
the parables of Ourrenmatt and the
entire work of such secondary dramatists
as O'Casey, Odets, Miller, Osborne,:
Wesker and Frisch. 117

For its subject ma tter, social drama chooses to "examine

and protest against the institutionalized life of man,,,118
" social , political, moral, and economic questions are aired
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in an atmosphere of impartiality" 119 and modern life is

f " d .. t" 120represented" for the purpose 0 wh1.pP1.ngan scourpanq 1. •

Ibsen's task as a dramatist WaS the protection of the

sacredness of truth and the exposure of all covert attempts

to enthrone falsehood. This, without meaning to be reductio-

~ist, is the underlying credo of A Doll's House, A Pillar of the

Comm~nijy, An Enemy of the people, The Wild Duck and The Ghos!.

Ibsen, in his own word, sought to "Torpedo the Ark" and beneath

this declaration is a cry of revolt which Was directed, in his

In spite of his avowed resentment of Ibsen, Strindberg's

task WaS the same as Ibsen's except that, the scope, in his

own case, Was narrow and subjective, reduced a s dt WaS to the

excoriation of the female specie. ~hekhov WaS concerned about

the dreariness of life and the increasind state of anomie in

the modern world. His characters whine, whimper and cry but

the significance of their cry goes beyond their own personal

anguish and echoes a glObal anxiety. ShaW's radical interro-

gation of the nineteenth century society and his ~ift of seeing

everything wrong with everything has few equ~ls in the history

of drama •. Brecht, inspired by Marxian ethos, rebelled against

the contradictory inequality in human societies and used his
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~rt to conscientize the populace towards the jettisoning of

the bourgeois hegemony and the corresponding establishment of

an egalitarian society.

The social drama tri st; is essentially a satirist and,

though contemporary, he is much indebted to the eighteenth

century dramatists, especially Lillo, Steele, Oiderot,

Beaumarchais, Lessing and Hebbel; he, however, "differs from

these bourgeois dramatists in his satiric animus and his

hatred for middle-class life". 121

In modern social drama, the respect for middle class

ethics and the optimism in the writings of Beaumarchais,

Lessing and Hebbel, give way to a "harsh, condemnatory tone"

and.an increa sing skepticism II about the capacity for human

f t' b 'I' 122per ec 1.1.1.ty". Messianic revolt is two-sided: positive

and negative; negative in the doggedness with which it seeks

to dismantle the castle of God and positive in its a spi.rat.Lon

to erect a man-centred alternative; social revolt, on the

contrary, is unila teral in its neqative stance. In its

arguments and style of presentation, it busies itself with

serious belly-aching but without offering any possibility of

escape out of the terrain of frustration and despair which

it describes with a touch of infectious bravado.
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And even though the social rebel-dramatist puts on an
,/..

and peculiar with him is the smell of dogmatism which envelopes

air of impartiality and seeming indifference, there is enough

evidence to show that his projections are subjective, that is

to say, they are foregrounded by a desire to promote a

particular cause or point of view. He

enters the social drama occasionally, if only
in disguise - as Doctor Stockmann in An Enemy
of the Peop1.sl,as Jean in ~I'issJulie, as
Captain Shotover in Heartbreak House, as
Laudisi in l.Lis so! (If you Think. So) ,as
fy',ackiein ~..J.breepenny Opera. 123

his thoughts and this, to a large degree, is the product of

his flirtation with scientific and political ideas. For

example, Ib sen, Strindberg and 91aw regarded themselves as

"literary scientists under the influence of Darwin, Larnarck or

Marx, while Chekhov, who claims no intellectual influences,
adheres to an ideal of juridical attachment" __124 Perhaps this

flirtation with schools of thought and radical ideas has also

been responsible for the popularity of social drama.

It dominates the plays of Synge and Soyinka. All their~

plays without exception revolt against certain aspects of the

society and even in such plays as Ffiders to the Sea, Madmen E.!l£!

]Qecialists and The Strong Br~ed where the primary concern is
I
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existential rather than social, the questions of social revolt

still appear relevant, albeit silent. Synge and Soyinka are

essentially satirists and satire is exclusively the province

of the social rebel. Witness The Tinker's Wedding, and Opera

Wonyosi.

In The Tinker's Wedding, Synge satirises and rebels

against religion and marriage - two social values which occupied

a pride of place in the Ireland of his time and, in conclusion,

r- he highlights the unbridgeable contradictions between the

social and the anti-social classes in the Irish society •

.Religion ha s been about the most sensitive subject in

Ireland, particularly during the nationalist period when the
.

animosity between the Irish-Irish and the Anglo-Irish WaS

complemented by a corresponding bifurcation of the society

into two religious blocs, namely, the Catholic and the

Protestant. During this period of heightened iconomachy, the

institution of religion was reversed and the priest, who is

its embodiment, wa s regarded as sacr-o sanct,

In The Tinker's Wedding, Synge desecrates this traditional'

image and paints a landscape in which a priest appears lurid

and machiavellian and religion becomes synonymous with crass

materialism. Alan Price Warns against such an anti-clerical
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interpretation of the play:

Some of the most vehement objections to
The Tinker's Weddin3 centre on the character
of the Priest. These (so far a s they attain
coherence) would seem to add up to the belief·
th5t although in real life a few priests may
have characters as unpleasant as, or worse than,
that of the Priest, Synge has made a grave
moral and artistic error in putting such a
figure on the stage.125

( Price contends that Synge's writings on religion were usually

devoid of partisanship, even though he had "little liking for

institutional religion"; in fact, "he praises the clergy on

several occasions and he seemS to have been on good terms with

the curate of the Aran Islands". It is therefore" clearly

ridiculous to take the Priest in ~Tinker's Wedding a~

Synge's considered judgement about, the leader of the majority
126of his fellow-countrymen".

On the contrary, the priest in The Tinker's Weddi~ is

representative of Synge's perception of priests and the clergy;

running through all his plays in which a priest appears or is

discussed is an anti-clerical stance which can hardly be dis-

countenanced. In Riders to the Sea, a priest is dismissed as

unknowledgeable about the ways of the world. In ~Well of the

S3.intsa blind couple spit on a S3.int'soffer to restore their

sight and describe the S3.intin violent and uncomplimentary
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terms; and in The Playboy of the Western World, Father Reilly,

though at the background of the drama, Seems to be given to

prima facie conclusions without any objectivity.

This is the case even in spite of the fact that these

characters appear to be more dignified and more committed to

their vocation than the priest in The Tinker's We£ding. The

latter is a type and Synge's choice of him could hardly have

been fortuitous.

Mary Byrne is, however, the most important character

in the play for she is the primal rebel of the drama.• It is

through her that Synge enters the drama in disguise and the

other two tinkers - Michael and 83.rah- eventually become

rebels only through her own initiatives. Before anything else,

she calls our attention to Synge's tendency to use elderly

women a s the voices of rea son in his plays and, in this respect,

she is reminiscent of Mary Costello in When the Moon Ha s S§!,

Widow Quin in The Playboy and Old Woman in Deirdre of~

Sorrows. All these characters claim to be more worldly wise

than their younger colleagues on account of their age and

experience and, as such, they often criticise the ideals of

the young and introduce the element of skepticism into Synge's

drama. Mary Byrne is a good example and it is through an
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appreciation of her character and her relationships with other

characters that we can begin to understand the specific tone

and direction of the revolt in The Tinker's Wedding.

She is talkative, genial, amiable, and is easily the

most histrionic character in the play, but beneath her panache

is a distraught mind beleaguered by loneliness, and the fear

of impending senescence; and in fact, her verbal flourish, her

love of song and her bibulousity are mere defence mechanisms

against these concerns. When, towards the end of Act one, for

example, Mary and Michael go out to "get two of Tim Flaherty's

hens" 127 and she is left alone, she suddenly becomes aWare of

her old age and the prospect of impendinQ death and, to cushion

this, even if ephemerally, she decides to go for a drink at

Jimmy Neill's.

She enters the drama on a rebellious note singing

"The Night Larry wa s Stretched', "a bad,wwicked song" (p. 41)

which mocks the clergy. The disregard for priests which

underlies this song receives empirical illustration in Wary's

subsequent pillorying of the priest in the play. In the first

in stance, Mary offer-s him Some "porter" and when he appear s

to be reluctant to accept it, she quickly reminds him of his

reputation with the bottle:
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Let you drink it up, holy father:
let you drink it up, I'm saying,
and not be letting on you wouldn't do
the like of it, and you with a stack
of pint bottles above reaching the
sky (p.41).

So harsh is her indictment of the Priest that he has to flee

from her during their first encounter describing her as an

"old, wicked heathen" (p.43). While tJichael and S:irah tend to

treat him with some reverence, Mary is completely untouched by

his office. With her, he is "the fearfullest old fellow

you'd see any place walking the world" (p.44) and the genial,

casual manner in which she treats him goes a long way to

emphasize her anti-clericalism. In sum, her actions and

speeches imply that the priest is a pretender and a drunk and

all priests, she insists, are incompetent. Their main business,

as it appears to her, is to offer prayers, but all through her

life, "there's one thing I never heard any time, and that's a

real priest saying a prayer" (p.42).

The priest in The Tinker's Wedding is painted throughout

a s a liar, a drunkard and a hypocrite and he would seem to

invite compa~ison with Woliere's Tartuffe. Though a priest,

he frequents the doctor's place, apparently a kind of club-

house, to play cards, drink, and sing songs till dawn. He is

also lascivious as he derives pleasure from "looking out and
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blinking at the girl~' (p.55). All these activities are

completely at variance with his ecclesiastical calling and

the whole play is, in part, a drarratisation of his vanity

and the institution he represents.

Of significance are 83rah Casey's attempts to get him

to marry her and Michael Byrne. It is noteworthy that money

or materialism is the major determinant of their negotiation

and Synge's intention would seem to be the exposure of the

degree to which materialism has overtaken the ideals of the

church for it would have been expected that the priest, in

conforrrity with the ethics of his calling would sympathise

with the tinkers, because of their poverty, and marry them

"free. 83rah pLeads, "whines", "half sobs" and "finally

sobs" (pp. 39-40) and also begs ,the priest to "give us a little

small bit of silver to pay for the ring" (p.39), but all these

acts of entreaty are ineffectual. Sentiments and charity are

beyond divine service; if 83rah and Michael must marry, they

must be prepared to pay him "a crown along with the ten shillings

and the gallon can" [p, 40).

Thus, in the first movement of the play, Synge estab-

lishes, by illustration and suggestion, the vanities of the

Priest, his drunkennes, dissoluteness, materialism and his
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ruthlessness. The rerr.aining sections of the play are further

devoted to the cauterization and the derobing of his character

and this process reaches its peak in the second Act when the

tinkers a ssaul t him physically and verbally, and then II tie him

up in SOmesacking" (p.56) thus symbolically divesting him of

any importance that he may lay claim to; and instead of the

bit of gold and the gallon can which he had demanded for his

services, he is offered "three empty bottles" (p.53). The

spectacle of the empty bottles is an accident, instructively

caused, again, by Mary Byrne but it is also the height of

sarcasm and comedy; it illustrates the hollowness of the wedding

event and ca sts a slur on the personality of the Priest for

Whomit is intended.

At the end of the play, Mary describes the Priest as

a "villain" (p.58) but he is also a hero, that is, a sympathe-

tic character. He is a villain because of his rnachiavellian

ways but he is a hero because these shortcomings are not the

products of his own innate f'La w s but of the restrictive circum-

stances of his vocation and service. He complains, for example,

of lea ding a "hard life", "saying Mass" with a dry mouth,

"running ea st and west for a sick call" and hearing the rural

people's confessions (p.42); besides, he works under an

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



504

autocratic bishop "and he an old man, would have you destroyed

if he seen a thing at all" (p.42).

He therefore engages in extra-ecclesiastical hab~ts to

cushion the frustration of this hard life but he is, conse-

quently, a false Priest. He ha s accepted the clerical

profession but without the spirit of the vocation and his

awareness of this fact and the guilt of sin that accompanies

{
it constantly disconcerts him.

Synge's dramatisation of this is perhaps intended to high-

light the politics within the clergy and the fact that a priest,

contrary to popular assumptions, is not above basic human

problems and foibles; with perhaps a greater emphasis on the

latter than the former.

The Tinker's Wedding is set in motion by Sarah Casey's

desire to legalise her marriage with Il.ichaelByrne with the

assumption that this would confer respectability on her. She

is immediately reminiscent of Nora in The Shadow of the Glen,

Molly Byrne in The Well of the SainE, and Pegeen Mike in

The Playboy who, like her, are preoccupied with marriage. But

while their own concerns seem to be logical and genuine, hers

is a whim. Nora puts an end to her marriage with Oe.nBurke

because of its drabness and lack of comfort and goes with the
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Tramp in search of freedom and an eventful life. ~olly chooses

to marry Timmy the Snith for material security, and Pegeen Wike

adores Christy because of his gallantry and fine words. 5:lrah,

in her own case, does not seem to have a cogent excuse. She

ha s been living with Michael for a long time and she haseven

borne him children and she is happy and beautiful. Her sudden

desire for church wedding would therefore seem to be diversionary

since she has been living successfully without it for many

years, moreso since it also contradicts the values of the

tinkers' society to which she belongs. Hard put to justify

herself, she blames the weather: "the spring time is a queer

time, and it's queer thoughts may be I do think at whiles"

(p. 35).

50S)

The do~inant impression in the play is that church marriage

is a queer event, a mere will-o'-the-wisp which neither confers

status on nor ensures the happiness of its adherents, and in

this instance, as in the pillorying of the Priest, Mary Byrne

is also the agent of rebellion. She is surprised when she

learns of the impending wedding between ::Brah and Michael and

after dismissing her son as a "black born fool" (P. 50) for

fooling with the idea of marriage, she Wades into cerah:
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Is it putting that ring on your finger will
keep you from getting an aged WOman and
losing the fine face you have, or be easing
your pains; When it's the grand ladies do be
married in silk dresses, with rings of gold,
that do pa ss any woman with their share of
torment in the hour of birth, and do be paying
the doctors in the city of Dublin a great price
at that time, the like of what you'd pay for a
good a ss and a cart?

tMRAH: (Puzzled) Is that the truth? (p. 51)

Mary parades what she calls her "great knowledge and a
I

great sight into the world" (p.51) in order to valid3te her

claims but furah refuses to be conva.ncec because the truth

suggests the abandonmentcr her central desire but by the end

of the play, after having seen the Priest in various shades of

vanity, she is compelled to embrace Woary's reasoning and the·

play reaches its climax exactly at the moment when she renounces

her supposed wedding ring and places it on the Priest's finger.

Thus, Synge brings the priesthood and the marriage institution

within one perspective and dismisses both as a case of the

unapproachable embracing the ~ndesirable.

Beyond this, The Tinker's Weddina also highlights the class

differences in the Irish society. It is in this spirit that

Nicholas Grene sees the playas a dramatisation of "the cLash

between two mutually uncomprehending world~,126 and Alan Price

describes it
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a s an embodiment of a tension between two ways
of life, between a cautious, respectable, more
settled way of life and an unrestrained
materially insecure way allowing scope for
passion and imagination. 129

The play sets the priest, representing the former,

against the tinkers, representing the latter and Sarah Casey's

marriage is supposed to serve as the event which would link

both classes. This reconciliation is impossible because the
( Priest does not understand the tinkers' Shelta nor is he

sympathetic with their peculiarities and they, on the other

hand, find his officiousness and urbane pretensions somewhat

tedious. It is noteworthy that the Priest is reluctant to have

anything ~b do with Earah the first time she approaches him

and, even after he has agreed to wed her and Michael, he changes

his mind and offers them a shilling in exchange for a dis-

continua tion of their wedding plans: "So it would be best, and

let you walk on, and not trouble me at all" (p. 49).

This kind of mutual distrust characterises the relation-

ship between the priest and the tinkers throughout the entire

play and even in such instances when there seems to be some

form of camaraderie between the two classes, as in the scene

where the Priest accepts a jug of drink from Mary, this seeming

friendliness soon gives way to violent confrontation.
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The last stage direction in the play, after the tinkers

have fled from the Priest's Latin ma~ediction, describes the

Priest as "master of.the situation" (p.5B) but it seems obvious

that the tinkers are indeed the ~6sters of the play. They are

the victors in their confrontation with the Priest since it is

his values, not theirs, that are tranpled upon and converted

into subjects of comedy. Synge's sympathy is no doubt with

the tinkers and" wha t we can say with certainty", according

to Vivian Mercier, "is that Th!LIiDker' s Wedding defines the

anti-society and claims for it an equality with established

society." 130 Commenting on tinkers, Henn explains that

••• They have managed to free themselves, to
a greater or less extent, from government and
convention,while allowing the maximum freedom
to instincts of sexual promiscuity, fighting,
drinking, yet they retain a primitive awe of
the religious customs which they have them-
selves abandoned, and a mixture of envy and
contempt of settled communities ••• 131

The tinkers are, in one word, rebels and it is only

appropriate that Synge should rebel through them against the

pretensions of the Irish privileged class and its institutions

of religion and marriage. Placed in its contemporary setting

I _

however, it is this same fact that made The Tinker's Wedding

"too immoral for Dublin". 132 It is on record that Lady Gregory
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and.Yeats were reluctant to stage the play and, though written

about the same time as Riders to the Sea and The Shadow of the

~, it was not published until January 1908 and it.was never

staged in Synge's lifetime, anc when it Was eventually premiered

in November 1909, it WaS not in Dublin but in London, at Her

Majesty's Theatre. The Abb ey Theatre finally staged the play

sixty-four years after its publication. Even Synge himself

wa s reluctant to publish it. In a letter to Elkin "'loathews,

his publisher, he explains:

I would rather have the two plays you have
brought out now together, and hold over the
third, as a character in The Tinker's Wedding
is likely to·displease a good many of our
Dublin friends, and would perhaps hinder the
sale of the book.1?3

The Tinker's Wedding would h;;l.vedispleased Dublin

audiences because its violent treatment of the Priest and

its abuse of established values contradicts the public wisdom

of the Irish society in which it is set. Cognate with this

is the fact that it is written by an Anglo-Irish author and

it appears to be against a Catholic Priest, a distinguished

member of the Irish-Irish class. The Ireland of the nineteenth

and early twentieth centuries Wa s a deliberately dogma tic

j society fanatically attached to religion, land and Victorian
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ethics and was bifurcated into two mutually contemptuous

cLasses: the Catholics and the Protestants also known respec-

tively as the Irish-Irish and the Anglo-Irish. The T"ink~

Wedding disregards this social super-structure and the unwritten

codes which held it aloft and, if it had been staged at that

time, perhaps the Playboy riots would have been child's play

compared to the kind of opprobrium that it would have generated.

w'any critics, until recently, prefer to dismiss the play

as an "artistic failure" 134 or as an aside to Synge's dramatic

development. Maurice Bourgeois complains that the play

has wounded sincere religious suscepti-
bilities which had a right to be respected
in a country where religion dominates the
public mind. 135

and Daniel Corkery, driven by ultra-nationalism rather than

inspired criticism, regards it as worthless:

Only in a few passages do we come on the
deeper Synge, and those few passages apart,
the play is hardly worth considering either
as a piece of stagecraft or as a piece of
literature ••• one is sorry Synge wrote so
poor a thing, and one fails to uncerstand
why it should ever have been staged anywhere. 136

The fate of The Tinker's Wedding is perhaps the fate of

all works of art which caterwaul against established values
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and enccurage alternatives but the condescending treatment

which the play often receives on account of this is ill-deserved.

Far from illustrating the sincerity of Synge's sat.i.r-i.caL spirit,

it has the compactness of Rider to the Sea, the ironic counter-

point of In the Shadow of the G~ and an atmosphere of

rollicking rambuctiousness and a hard-textured humour which

is all its own. That the contradictions it highlights still

remain decisive in contemporary arrangements is an illustration

of its far-reaching significance.

~yinka's Opera wonyosi137 exposes those foibles which

have:'1nducedthe moral and economic collapse of the Nigerian

society and those private criminal fantasies and public acts

of sabotaqe which everyone is.guil ty of but no 'one admits for·

fear of destroying the exotic mythologies of the self in which

we are all cocooned. In this play, Soyinka assumes the garb of•
an ombudsman and unveils the phantasmagoric mask behind which

society hides its flaws to reveal a "way-out country" in which

everyone acts way out" (p.303).

The play is probably Soyinka' s most comprehensive satire
•

to date for it encompasses all aspects of the society and

accommodates all crimes in its S3.tirical swipe and pronounces

"Guilty on all counts" (P. 299). Some of the subjects it
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drama tises include the sadism of soldiers, tyranny, the

sophistry of lawyers, contemporary ·Tartuffeism', graft in

official corridors and the cadaverous taste of the public but

the power-mania and the schizophrenia that attend it are perhaps

the most fundamental issues which Soyinka examines in the play •.•
He highlights this concern in the preface to the play when he

writes that "Opera ~yosi is an exposition of levels of power

in practice by a satirist's pen" (p. 298), but, somehow,

many critics prefer to avoid this subject and concentrate

instead on the play's broad satirical implications and

ideological values.

The play exposes five levels of power, viz. Macheath and

his gang, Anikura and his Home from Home for the Homeless, the

Police (represented by Commission~r Inspector Brown), the Army

(represented by Colonel Moses) and Emperor Boky. In sum, the

thought of the play is reminiscent of Bertrand Russell's

declaration that

Of the infinite desires of man, the chief are
the desires for power and glory It is only
by realising that love of power is the cause of
the activities that are important in social
affairs that history, whether ancient or modern
can be rightly interpreted. 138
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The love of power and glory is the fundamental motive of

the actions of the characters in Opera Wonyosj. and ~t is only

through an acknowledgement of this fact that the political

mechanics and the social history in the play can be rightly

interpreted. The five levels, without exception, acquire

power through clandestine and criminal means and, having

acquired it, they abuse it without imagination and remorse.

Attached to this is a cupid urge to expand into the territory

of other levels and displace them if possible, but the logic

of survival that is common to all of them is that a threat to

their power, no matter how slight, usually elicits a defensive,

tiger-like ferocity and a fanatically desperate bid to preserve

their estate and a private ontology of the self.

At moments such as this, all ,sentiments, including filial

ones, become irrelevant and it is this expansionist urbe and

combative self-preservation which pitches the various levels

against each other and accounts for the dominance of cat and

mouse patterns and machiavellian stratagems in the play. It

instructively sets the initial conflict in the play in motion.

W,acheath (a.k.a. tJack the Knife or ~':ackie)has already

seduced polly, Anikura' s only chughter, and ha s also won the

the confidence of De MadalT" Polly' 5 mother I with the urbane
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manners he displayed when he took her and her daughter to a

dance at the Octopus Disco, but he is not the doting suitor

he appears to be. His ~arriage to Polly, as explained by

Anikura, is part of a grand design to displace Anikura, inherit

his wealth and become the most powerful businessman in New

.Tkoy I , In a bid to thwart this ambition, Anikura blackmails

Commissioner Inspector Brown into arresting Macheath. His wish

is to have him" Arrested tonight. Tried in the morning. Shot

by noo~1 (p. 341) - a hasty trial and conviction which leaves

no room f'or-. escape. When Macheath springs hi sown counter-

strategy which gains him the right of an appeal and eventual

freedom, Anikura retaliates by forcing Colonel Moses to pro-

Examined closely, the feud between him and ~~acheath goes

nounce "A tiny decree, back-dated of course, abolishing the

right of appeal" [p , 364) and by the end of the play , it seems

as if Anikura would have his way.

beyond f'arrd.Ly disagreements and presents itself a s a power-

tussle between two equally resourceful men. Noteworthy is the

a dmission by De Madam in Part Two Seene One tha t Anik ura is

not merely interested in settling a score with t/achea th for

abducting his underaged daughter but in inheriting ~,~acheath' s

estate after his execution. Of course, without him, Anikura
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would become the sole controller of all the businesses in New

Ikoyi.

It is instructive that Brown agrees to participate in this

intrigue. Though a police officer, he is Macheath's close

friend, covering him in his criminal activities and warning

him in advance, of police raids in return for varied acts of

gratification enc twenty-five percent of his earnings. As a

token of their friendship, they both sing a song entitled

"Khaki is a Wan's Best Frd.end" (PP. 328-330) at Macheath' s

wedding, but Brown is compelled to betray Macheath because his

own interest is at stake as Anikura threatens to disrupt

Emperor Boky's coronation and thus get him into trouble with

the Emperor. Self-preservation is thus, as earlier stated, the

first rule of the social jungle in this play. Brown himself

is also betrayed by Emperor Boky in the latter's bid to exhibit

his status and reassure himself of his own invincibility. This

development is interesting when we consider the fact that

Macheath had earlier described Brown as "the individual in

whom the present ruler of Centrafrique reposed his trust - in

the bad old days, and has learnt to increase that absolute trust

in the worse new cays" (P. 327).
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In the competitive, power-e-conscd.ous world of Opera Wonyosi,

friendship s, loyal ties and filial attachments are thus readily

betrayed whenever an opportunity- to covet exploit or abuse

power presents itself or when, as in Brown's case, the individual

security is threatened and, without doubt, it is this monomania

that makes the five levels of power so impossibly brutal and

self-serving. But perhaps these levels could be seen as double-

faced for each one of them presents two faces - the saintly and

the devilish. The former is the ego that is presented to the

public, a mere faca de that is usually sustained by finery and

rhetorics, but it is the devilish aspect that is more funda-

mental and descriptive of their temperament. Thus, each one of

them is the antithesis of its avowed persona.

The mutual distrust among them culminates in an eventual

show-down between Macheath and Inspector Brown on one side and

Anikura and Colonel Moses on the other, As the play approaches

its final moments, it seemS as if the former would lose, but

~{acheath' s execution which Anikura had almost successfully

stage-managed is prevented by a lucky intervention by Emperor

Boky who, in a typical display of narcissism, grants a "general

Amnesty for all common criminals" (p. 403). Rather than express

remorse or disappointment at this sudden turn of events,
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Arrikur-a rationalises it: "We men of influence - of power if

you like-respect one another. We speak the same language, so

we usually work things out". (p. 403).

In other words, all the men of power in this play, in spite

of the enmity between them, are united by a common urge to

preserve the bourgeois, oppressive clique which they all belong

to. Macheath does not die, therefore, because his death may

lead to a chain of reactions which may overturn this clique and

b bI . t .. 1· t 139pro a y expose ~ s crlm~na_~ y. Hence, at the end of the

drama, this clique is maintained, socio-political arrangements

are returned" to-square-one" [p, 403) and all evidence indicates

that the tradition of crime and graft which spans the play would

continue unabated. The last portion of Anikura's epilogue is

relevant.

Wha t we mu st look for is the rea I
beneficiary
Who does it profit? That question soon
Overtakes all your slogans - who gains?
Who really accumulates and exercises
Power over others. The currency of that power
Though it forms the bone of contention
Soon proves secondary. I tell you
Power is delicious (Turns Sharply)
Heel! [o , 404).

It is obvious that it is "the men of influence - of power"

[p ,403) like Anikura, Machea th, Emperor Boky, Brown and Colonel
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Moses - who are the real beneficiaries of this drama. But who

loses?, who suffers? The masses certainly, the.t is, those who

have neither influence nor power, who have no access "to the men

in uniform and at whose expense the men of power live "a life

of ease" (p. 378). Like the "~rs Professor of Physiotherapy at

the University of Bangui, they are the ones who are robbed and

brutalised, used, duped, and dumped like Sukie, exploited like

Ahmed and ridiculed like Oogo. While the "Big man chop( s)

cement" (p. 311) and acquires wealth, they are eaten up and

murdered by the very cement which they produce with their

sweat. They jostle d3.ily "to catch a bus to beat the factory

deadline, barely dodging those haphazard blows" (p. 378) in the

over-crowded and overheated bus. While" the rich Can telephone

for private cure" (p. 376), they are compelled to queue up in

the public hospital which offers them - no cure but aspirin,

"insolence from clerks lolling on the table and a waiting room

that smells worse than a stable" (378). They fight "with rats

for gari in a garre~1 (p.379) and their condition is further
(

worsened by its bleakness and the absence of a prospect of

"improvement.

Even when they seem to have an opportunity to upset the

applecart of the powerful, they never do so as evident in Part
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Two Scene Four where they gather to witness r:acheath' s decapi..,...

tation. In the process, a patient loses his life and a woman

divorces her husband. These a-cts of self-immolation are waste-

ful because, in the final analysis, Macheath is spared the

agony of execution and the people are denied the opportunity

of witnessing the collapse of the clique which he symbolises.

Opera Wonyosi is one Ebyinka play of which it may be truly sai o
o

tha t "the ordinary people, workers and pea sants ••• remain

passive watchers on the shore of pitiful comedians on the road" ~40

Leftist critics of the play have seized upon this fact

to accuse Ebyinka of a reactionary interpretation of history •.
Biodun Jeyi fo argues that Opera Wonyosi lacks a "solid cLass

perspective":

The play has not beeR consciously written
for and about the popular urban and rural
masses, these crucial groups and classes
playa passive, almost invisible role.141

and in Yemi Ogunbiyi's view, the play fails to "yield concrete

insights into society's causal network" .,142 Olu Obafemi contends

that Soyinka essays a dialectical approach to theatre in Opera.
Yi2nyosi and fails because he is accustomed to the aesthetic and

ethical theatre in which human contradictions are lucidly
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satirised.
\

Obafemi advises that Soyinka should restrict him,-•
self to the'area in which he is most gifted and leave "other

areas such as the dialectical approach to theatre to other

. ft d" 143gl. e •playwrights who are so inclined and so But far

from being an attempt to repugn and malign the lower class,

Soyinka's portraiture of this class in Opera Wonyosi reveals
e

the contradictions in the social condition which the play

describes and these include inequality and the brutalisation

of the under-privileged by the privileged.

It is unfair to insinuate that Soyinka pampers the ego•
of the latter. His purpose, on the contrary, is to expose

the power-~ania, the mercantile and cupid mentality and the

malfeasances of the men of power and the negative effect of

these on the general well-being of the society. His most

startling revelation is that the officials of the state like

Moses and Brown who are supposed to maintain law and order are

also criminals, whose criminality is hidden, of course, beneath

their uniforms, and there is no difference between them and

those who have taken crime as a profession. Hence, Moses and

Brown speak the same language with Anikura and Wacheath, and

Professor Bamgbapo and A.S. Alatako attend refresher courses

under Anikura , Emperor Boky, the ruler who should have provided
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the society with a sense of direction, is a pseudo-revolutionary,
\

a Francophile and a self-adulating tyrant. The suggestion is

strong that each of these characters is a type representing a

horde of others who are equally power-besotted and who, like

Bamgbapo, are under tutelage inthe art of begging, graft and

can hardly be considered a true prophet. Through him, Soyinka•

daredevilry. The result is a society in which order and decorum

are thrown overboard, crime is legalised and the very business

of living becomes risk~.

Soyinka unmasks and indicts the authors of this condition •.
In Part One Scene Two, Prophet Jero is the victim of derisive

insinuations by Baba and Jake. In Part Two Scene Three, he is

sarca stically introduced by Anikura to Colonel Moses with

expressions that are far from being flattering: "What a friend.

What a holiness" [p , 385) and to complete his devitalization,, .

Soyinka makes him relate how he WaSonce brutally flogged by•
Colonel Mosese He is a contradictory character, simultaneously

devilish and saintly, power-seeking and self-dramatising, and

seems to be calling attention, as he does in The Trials of

Brother Je!:£ and Jero' s Ivetamorphosis, to the not-always-holy

ways and perhaps the hollowness of the priesthood.

The police and the army do not escape the scourge of the

satirist's pen. The emergent picture is that both organisations
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are .controlled by criminals in and without uniform and in spite

of their bravura, they are mere elephantine institutions,

distanced, in spirit and action, from their fundamental

objectives. In Part Two Scene Three, for example, Ala tako

uses the army's own definition of a secret society and accuses

the army of being a secret society by outlining the various

atrocities that have been committed by them. The product of

this trial is a ruthless army that is engaged in a one-sided

terrorist battle with the very society whose integrity it is

supposed to protect.

The comprehensive sweep of the social revolt of this play,

however, emerges concretely throLgh the use of songs and it may

be said that it is thr§ugh these songs that Soyinka himself•
enters the drama and speaks in his own voice. In each of them,

he examines certain aspects of the society which he considers

pr-ob Lamatic. Running through all of them is a harsh, condemna-

tory tone and an accompanying positive resolve, most categorical

in "Anikura's Song", (pP. 305-306), "Big ~IanChop Cement,

Cement Chop &naIl Man" (PP. 311-312) and "Jenny Leveller"

(pp.359-36C) that one day the faulty social machinery in the

play would be overhauled and a new, humane, egalitarian order

would prevail. Some examples from the text will suffice.
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.Ln "Anikura's Song" (pp. 305-306), Soyinka S3.tirises•
religious bigotry a s he accuses Moslems and Christians of using

a con technique to deceive and exploit the public. Beneath the

"smooth and sleek" appearance of the Christians, and the "gold

turbans of the t.:oslerrs, Soyinka detects "dirty play":..

You bankrupt your neighbour everyday
And smother good consciences with play
Then on Sundays and Fridays
You deny all your fun-days
And the next week reSume your dirty
play (p. 305).

In the last stanza, he attempts a prognosis of the fate of

these religious impostors and observes that the public which

has hitherto appeared gullible would some day react violently

and they would be compelled to flee:

But look out, one day you will find
That pus-covered mask hides a mind
And then-boom! - oga S3.h
What' s that blur? - oga S3.?
With a red flame fanning his behind (p.306).

"Big Man Chop Cement, Cement Chop Small Man" (pp.311-312)

is, as the title suggests, an indictment CDf the system of

opera tions in cement factories whereby the wealthy manufacturer

acquires more wealth at the expense of the poor labourer who

has only a congested chest to show for his diligence. The
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second stanza of the song puts the matter succintly. The third

stanza and the first four lines of the fourth identify the

carrots that are used to cajole "and encourage the labourer.

These include "Udoji" which "will come when things grow dull"

and "overtime pay" which "makes the worker content"[p , 312)

(p.312). Soyinka's position is that these are insignificant
•

when compared with the exploitation and the hardships of the

labourer; hence, he complains:

A man's lungs for clean air is meant
Not for breathing in clouds of cement
And overtime pay comes to mere chicken feed.
When the cement tycoon haS filled out his
greed (P. 312).

"The Song of Ngh-ngh-ngh" (p.316) begins with a commentary

on the taste of Polly Arrikur'a - "rather than spend her nights

with her love", she chases soldiers in search of a vague

standard called "class' and this, at bottom, is a rraterialistic

urge which is peculiar not only to her but also, presumably,

to her peers. This debauchery of young girls is complemented

by a desperate struggle for contracts and foreign exchange by

the ex-politician, ""r. Professor, the Perm-Sec and a Chief, and

"time", Soyinka discloses" ha s proved each one a thief". But
•

operative in this society, is a fraudulent judiciary which
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the memory of the public, but -its significance lies in its
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acquits these privileged thieves and convicts only small-time

bandits. Crime is thus legalised and the society is the worse

for. it.

In "Who killed Neo-Niga?" [pp , 342-344), the title of

the song is used as a refrain and the wealthy, the Professor,

market women, doctors and the entire public are collectively

found guilty of the murder of Neo-Niga. In other words,

Soyinka avers that every member of the society in this play•
is responsible for the collapse of its body politic and the

interesting point that is raised here, and which is dramatised

in the play in the char-a ct.er s of Brown and Moses, is that the

army and the police who are supposed to protect and maintain

this polity are ironically indifferent and joyous at its

collapse.

This song is, therefore, an indictment of the society and

the security forces and its high point is reached when a box-

coffin bearing the inscriptions "BODYOF 1001st UNKNOM'JVICTIM"

and "GIFT OF TAl ffiLARINTOA CONOCIENCELESSRACE"is carried

across the stage. This piece of stage symbolism added a topical

touch to the play when it was premiered in 1977 for the event

it highlights was an actual occurence which WaSthen fresh in
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graphic illustration of the ineffectuality of the security

force s in the Nigerian society of the seventies and the resultant

insecurity of lives and property.

The first stanza of "It's the Easy Life for me" [pp , 378-

379) complains about the inadequacy and the poverty of the

transport facilitiAs for labourers. The second laments the

deplorable condition of public hospitals while the third reveals

the palliative, Judaeo-Christian sermon that is usually preached

by Bishops. Categorically stated in this song, is the

inequality of opportunities between the rich and the poor and,

contrary to the Bishop's opinion that the poor should accept

their lot because" suffering is sent to make a fellow great",

Soyinka insists that the riches of the state should be equally,.

distributed. The Bishop's sermon, he says, is nothing but

"Bullshit!"; no man can be great "when the wind of hunger blows".

"Mackie's Farewell" (PP. 401-402) is a swan song with a caustic

thrust. It describes policemen as rotten, womenas venal and

prays that both should "roast in he-e-ell!" The chorus of the.

song is a double-barrelled attack on the colour-discrimination

of white colonialists and the excesses of Emperor Boky who is

described as a crazy, little terror, fit only for the zoo.
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Songs are thus useful in Opera Wonyosi not only within the

structural and aesthetic contexts of the.play but also as satire,

and, through them, Soyinka succeeds in broadening the scope of.
his revolt, and the play seems to emerge, on account of this,

as his most comprehensive satire to .date. Jeyifo has argued that

the play is flawed by this comprehensiveness, for, in an attempt

to accommodate all issues in its breadth, it ends up with surface
144treatments. On the contrary, it is this comprehensive

examina tion of the social condition which distinguishes Opera

vVonyosi and makes it stand out in ~yinka' s oeuvre as the play

that is probably most expressive of social anomie.

Existential Revolt

On account of his awar-erie ss of the. possibility of a sso-

ciating existential revolt with existentialism, Brustein

immediately differentiates between both terms:

I am using this late seventeenth-century word
in its original, more neutral sense. AS the
Oxford English Dictionary defines" existential" ,
it simply means" of and pertaining to existence".
Existentialism is a highly self-conscious move-
ment, existential revolt is not. And though
Sartre and Camus may be existential rebels on
occasion, very few existential rebels are
formal Existentialists. 145
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What Brustein seeks to avoid is the hair-splitting

polemics that is traditional with existentialism and the

self-assertive theorizing of its proponents, but beyond this,

existentialism and existential revolt appear to pursue th~

same fundamental goal, namely, to highlight the various

contradictions which a ssail the human condition and expose

the ineffectuality of the values which have hitherto served

as its frame. Robert Brustein writes, in the authoritative
)

manner that runs through the length and breadth of his book:

The drama of existential revolt is a mode of
the utmost restriction, a cry of anguish
over the insufferable state of being human (p.26)

The same is true of existentialism but where both concepts

differ is in the extent to which they go in finding solutions

to the pr-ob Lern "of ,and pertaining to existence". Existentialism

demands a new cosmic arrangement in which man is the centre of

the universe and the architect of his own destiny. In this

new world, the existence of God is not denied but his place

has been taken by another-man himself, and even though the

goals of existentialism hardly materialise at a practical level,

its proponents remain optimistic about their ideology. This

is perhaps the self-consciousness which Brustein inveighs against.
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Existential revolt, on the other hand, is pessimistic

and, apart from portraying man as a vegetable, it sees the

future as bleak. Besides,

The Gods and Supermen of messianic drama have·
turned into animals and prisoners, the world
is a vast concentra tion camp where social
intercourse is strictly forbidden. Alone in a
terrifying emptiness, the central figure of
existential drama is doomed, as it were, to a
life of solitary confinement (p.2?)

Images of decay and decomposition fill the drama and the hero

is usually an arriere-garde personality, on his way to the

grave. He is "usually a tramp, a proletarian, a criminal,

an old man, a prisoner confined in body and spirit, and

deteriorating in his confinement" [p , 32). Because of this

inertia and complete lack of will, the existential hero is

best conceived as an anti-hero; and owing to the unfathomable

depth of his patbos, he also qualifies a s a tragic hero but

without the grandeur and the savoir-fair§ of the traditional

tragic hero.

He is usually sad, morose and withdrawn. He has no God

to cling to, no society to call his own, everywhere around him

is a tale of misfortune and debilitation and he lives in a

state of perpetual fear. Time haunts him. The past, the
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present and the future offer him no promise of redemption and, .

not surprisingly t his time is "spent mournfully meditating on

his past" (p. 31); that is, on ~ past that WaS once g'lorious

and is now a reminder of lost opportunities.

It is precisely this spectacle of despair and nostalgia

that compels him to rebel and this involves the erection of a

number of constructs with which he hopes to cheat time and

scorn fate, but eventually he fails, and circumstances reveal

that he is "no longer a §artesian chose gui...l2~ - he is now

the Bergsonian chose qui dure" [p, 31). That he "dures" shows

that he eventually accepts his fate but even then he does not

stop revolting because this is the only thread which keeps him

alive. As Brustein explains,

This melancholy resignation, however, is
accompanied by a continuous protest,
occasionally expressed through violent
outbursts, almost always through a
mordant, biting style. (p.31).

Thus, the existential hero al terna tes between an acceptance

of his fate on one hand and a rebellion against it on the other. '

This is ironic and

Irony, in fact, is the mark of the entire
existential drama which is written in what
Frye calls the" ironic mode". In the ironic
mode, the word "hero" has lost its meaning
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.entirely - the central figure is "inferior in
power and intelligence to ourselves, so that
we have a sense of looking down on a scene of
bondage, frustration or absurdity" (p.32)

The" tragic devitalization of man" which typifies the

existential hero also applies to the other characters in the

dra~a, and, though Laurence Kitchin does not use the term,

there is enough evidence to show that he describes an important

a spect of existential drama when he defines compressionism a s a

play in which the characters are insulated
from society in such a way as to encourage
the maximum conflict of attitudes. 146

Existential revolt receives eloquent and appreciable expression

in the plays of Strindberg, Brecht, Shaw and O'Neill and in

"the plays of Williams, Albee, Gelber, and Pinter - not to

mention Beckett, Ionssco and the entire theatre of the absurd'

(P. 27).

The existential hero wa stes and pines and this, to a large

degree, is what differentiates him from his messianic and social

counterparts. Like the messianic hero, he rages against

existence; like the social rebel, he inveighs against social

circumstances but, unlike both of them, he is incapable of

seeing his redemptive moves to a logical conclusion. He has
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nei ther the stature of a prophet nor the ability to absorb and

evaluate situations. Despair is the only reality he knows and

the only activity he seems capable of is the" cry of" anguish" •

This drama, because of its nihilism and its necrophily, is

perhaps most descriptive of the modernist question and

accordingly, it is popular with modern dramatists;

a s a matter of fact, a number of modern
dramatists, messianic in their youth,
conclude their careers as existential
rebels, their urge towards Godhead
dissipating in anguish and frustration

(p.27).

George Buchner, Strindberg and O'Neill easily fit into this

pattern but not Synge and ~yinka, both writers are, however,.

also concerned about the existent~ question, especially in

Riders to the Sea and radmen and 'Specialists.

Both plays parade the traits of existential drama. They

are set in a compressionist setting Which, as Kitchin would

say, engenders" the maximum conflict of a ttitudes" 1~7
148Riders to the Sea_ takes place in "an island off the west of

Irelan~l. To get their means of livelihood, the characters

have to travel out of the island, across the sea, but the

irony is that this genuine search for survival often results

in death and because they have no alternative, their life becomes
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a repetitive cycle of deaths. , l' t 149 takMadmenand Soec1a 1S s es

place "in and around the home surgery of Dr. Bero" (p.216) and

the interesting point about this setting would seem to be its

isolation and its loss of contact with humanity. '''this lane",

says the Cripple, "is deserted. Nobody comes and goes anymore".

(p. 219). Partly a s a result of this isolation and partly as

a result of their own eccentricities, the characters in the play

are thrown into a tightly-knit web of conflicts and a broad

pattern of pathos and macabre humour-cerner'qes,

The central motif in Riders to the~ and ~~~~

§Recialists is decay and dea th and all the images in both plays

are directed to emphasize this motif. Riders to the Sea begins

with a death and ends with a burial; within the short span of

the play, the death of eight men in k'aurya t s life is announced:

Stephen, Shawn, "Sheamus and his father and his own father again"

(P. 27) and Patch, Michael and Bartley, and, as the play ends,

it seems certain that Maurya and her two daughters would not

live long. In their community, the survival of a family is the

responsibility of its male members 'whogo back and forth across

the sea to secure the means of livelihood, and, now that they

have been robbed of thei'r own men, they would have to content

themselves with "a bit of wet flour" (P. 29). For how long can
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c: they live on this meagre means? The fate of this family is the

fa te of other families on the island and the $86 establishes

itself here a s a symbol of death and destruction. These images

are further established by other artifacts in the play,

particularly Michael's clothes, the grey pony and the red

mare, the keening, and even the characters themselves to the

degree that all of them are either old, dead, simply drifting

or likely to die. <,

Madmen and Specialists is similarly coloured by death and

gloom and peopled by characters who are either old or sick or

afflicted, who are imprisQned within their own peculiar world,

and whose experiences suggest that life is nothing but a bad

tale, narrated in the middle of a Sund3.y service sermon. At

the back:ground of the play is the ,story of an anti-human War in

in which cannibalism has already become an established mode and

wi thin the play itself, a similar pattern exists a1 though at

a civilised level, but there is no denying the fact that Bero's

Nazi-like postures and perpetual parade with a gun seem to give

intima tions of doom. Madmen and Specia.1i~.§ therefore celebrates

its characters and imageries are Thyestea.n. A decisive imagery

the triumph of the necrophilous instinct and, accordingly,

in the play is that of the berries which Si Bero gives lya
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Agba and Iya Mate at the beginning of the play. An examina-

tion of the berries reveals that they are the poi soncu s type;

thus, it is poison that is taken from nature, and this, it

w8uld appear, is a pungent foresha~8wing of the events in the

. play. Elevated to the level of symboLfsm , it illustr3 tes the

macabre tone of the drama.

Besides livin2 in a peculiar world, the characters in

Wadmen and Specialists are also imbued with their own indivi-

dual peculiarities. Iya Agba, Lya f/.ate and Old man are old.

Bero is a specialist, incapable of human feelings and senti-

ments. Pastor and 8i Bero seem to be the only innocent ones

in. this drama but they are not untouched by the excesses of the

others. Pa star's enthusia sm, humanism and ecclesia stical

innocence are at odds with the temperament of the world of the

play and this is why he exits not with the self-assured

boisterousness with which he enters but with fright. 8i Bero

is in rnany W3yS a secr-Lf LctaI lamb, and her fate is pitiable

because the S3crifice does not yield any positive result either

at a personal or at a communal level.

Wore descriptive of the existential temper-arrerrtof W~

and Specialists are the mendicants. They cut the picture of

a suffering humanity. One is blind, another is crippled, Aafaa
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is a victim of St. Vitus spa sms and Goyi is "held stiffly in

/
a stooping posture by a contraption which is just visible above

his collar" (~. 217). Life, for the quartet, is almost without

meaning and significance. The first time they appea:c on stage,

they are seen trying to "pa 5S thetiml? by throwing dice" [p , 217 J.
We are at once n::;minded of Gogo and Oidi in Beckett' s ~ing

for G££Q1. Like this duo, the mendicants are oppressed by time

and they search in vain for a sense of purpose to endow their

life with some significance. VJhile Gogo and Oidi wait for a

characterless Godot who never arrives, the mendicants wait

for pa ssers-by from whomthey beg for alms. The symbolism of

the dice ought not to be overloOked. The mendicants throw dice

because, for them, life has lost its value and has become a

roadside joke. That they are trying to pass the time also

indicates the emptiness and the idleness which they are-
Besides, they seem to have lost faith in the human

condition and in the importance of their own individua~ity;

hence they describe themselves in putrid and unflattering terms.

Aafaa says" In a way you may call us vultures. We clean up the

mess made by other s" [p , 220) and Cripple points out that they

"are a t the bottom" (p. 222) of the society. They are the dreg s,
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) the undertrodden, humanity suffering in silence. They also

engage in multiple role-playing sequences and distract them-

selves with illogical banter and fully descriptive of their

character is the scene where they use parts of their bodies in

a game of dice:

AAFAA: Wha t did you stake?

GOYI: The stump of the left arm

CRIPPLE: Your last?

GOYI: No, I've got one left.

BlINDMAN: Your last. You lost the right
stump to me ye,sterday [p, 217)

Eventually, Goyi stakes all parts of his body until he

is reduced to a rubber ball. This reduction of the human

essence into an inanimate and ridiculous form is a strong

statement on the hopelessness of the human condition. A

similar reduction exists in Riders to the Sea in the conver-

sion of Michael into an ordinary bundle of clothes. Blindman

brings the game of dice to a close with a philosophical comment:

"Bonner- or later we all eat sand" (p. 218). In other words,

death is the ultima ratio of life; man is born to die - this is

the meaninglessness which existential drama drama tises.

Perhaps the nature of existential revolt in Riders ~

~e Sea and Madmen and Special~ becomes more understandable
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when we consider the fact that both plays are concerned with

existence. They paint a situation in which life becomes

arduous and almost void of its human eSSence and at the centre

of both plays is a character who rebels against these circum-

stances but eventually the rebellion is subverted by nature and

fate and the rebel is compelled to resign.

What precipitates this pattern in Riders to the Sea 1,S the

sea, a central image in the play which serveS a dual, self-

contradictory purpose. The Sea in this play simultaneously

symbolises life and death but it is in the latter sense that

it achieves greater significance. It is crucial to the lives

of the characters because it is the only means through which

they get in touch with the outside world but the irony is that

this means to Paradise is also the route to Armageddon. The

significance of the outside world to the characters in this

play must be noted, it represents for them a land of opportu-

nities and good life and consequently, they, particularly the

young men, always aspire to go there. The following statement

by ~/aurya would seem to explain the contrast between the island

and the world beyond it:
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In the big world the old people do be
leaving things after them for their sons
and children, but Ln this place it is the
young men do be leaving things behind f'or-
them that"do be old (p. 23).

In other words, life in the big world is better and it

is represented here by Connemara where t,/auryabought the white

boards for ~ichael's burial and also the venue of the horse

fair which Bartley insists on attending. While the island is

isolated and drab, Connernara is eventful and it is only logical

that it should attract the youth but the tragedy is that this

attraction often results in death. The sea is the agent of

this death. It stands between the island and the big world

and. destroys those who dare to "travel on it. This tragedy is

communal; hence, Waurya states that "There does be a power:of

young men floating round in the sea •.• n (p. 28).

What heightens this pathos is ths fact that it is

irreversible; if the people go to the sea, they would die; if

they do not, they would still die of starvation. They are thus

trapped in the cyclic ordeal of Sisyphus. The major problem in

Riders to the Sas.therefore is existence or survival and what

the characters fear is not life itself but the prospect of death

which SeemS to confront all their well-meaning efforts to live

and it is the realisation of this dilemma that would seem to
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account for. the recurrence of a note of anguish in the play.

The dominant cry is, in varying _tones, "God help her" (p. 19,

23, 29); "by the grace of God" [p , 19); "God help us" (p. 20);

lithe son of God forgive us" [p , 23). ItGod spare him" (p. 28);

"God have mercy" (p. 30).

Beneath these cries is a suggestion that life has become

problematic and only God's intervention can return it to a normal

course. Life in Riders to the Sea is reduced to its lowest

score; what we have here is the complete devi taliza tion of man.

Take Michael, for example. He appears in this play not as a

human being but in the form of Ita bit of an old shirt and a

plain stocking" (p. 25). Humanity is thus devalued and echoing

through the entire play is Nora's lament that

Isn't it a pitiful thing When there is
nothing left of a man who Wasa. grea t
rower and fisher but a bit of an old
shirt and a plain stocking? (p. 25).

Maurya in this play is a prototype - her fate is repre-

sentative of the fate which awaits and befalls all mothers and

prospective mothers on the island. Beyond the play, she

represents the kind of gloom which envelopes every individual

whose resolve to survive is counteracted by misfortune. She is
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a ~ictim and a rebel, a victim of the unrelenting wickedness

of the sea but also a rebel against this condition, determined

to overcome it and make life less frightening. Her life entails

a continuous struggle with the sea and it is important that

she does not accept this fate with folded arms, instead she

makes efforts to combat it.

She seeks succour in religion and accordingly she

believes in the potency of the Holy water which she gets

"in the dark nights after fumhain" (P. 29) and at the beginning

of the play, we are info?med that she offered prayers all

through the night and the priest has also assured her that

"the Almighty God won't leave her desittute with no son living"

(P. 20). Added to this religious faith is her steeled deter-

mination to circumvent fate and nowher-e is this more evident

than in her concerted effort to prevent Bartley from going to

the sea. Taken together, all this amounts to a struggle with

fate and they are inspired by the assumption that everything

would turn out well but the tragedy of Maurya's condition is

that her optimism is shattered and all the props with which

she hopes to survive are removed.

By the beginning of the play, she has already lost six

men in her life, the death of one is yet to be confirmed and

the only son she has left is also planning to go to the sea.
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Since she 'understands the nature of the sea, she pleads with

Bartley not to go to Connemara;' her argument Ls that if he were

to be "drowned with the rest" (p. 22), it would be difficult

for her and her daughters - Cathleen and Nora-to survive.

But Bartley, inflamed by the idealism and the stubbornness of

youth, ignores her pleas. The underlying message is that she

ha d a similar experience with the other men who went to the

sea before Bartley, that is, "Stephen, Shawn, Sheamus and his

father and his own father again" and Patch and Michael. It is

ironic that these men who had regular contact with the sea and

were aWare of its fury should continue to dare it. It may be

plqusible to argue that all the men in Maurya's life are

victims of the sea and of fate but they are also victims of

their own stubbornness. The degree to which this is so with

the others may not be easy to prove but the fact that Bartley

is stubborn in the extreme is self-evident. To borrow Maurya's

words, he is "hard and cruel" [p, 22); but if he does not go

to the sea, how would Maurya and her daughters live? This is

the central dilemma of the play. Wherever the characters turn,

it is gloom that confronts them and the sea remains inescapable.

With Bartley's death, Maurya's fate seems to be sealed.

It is doubtful if she and her two d3ughters would be able to

/
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youth may lose its flavour and they may age earlier than
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survive for·long. Maurya is an old woman and without enough

care, she may die. Nora and Cathleen are still young .and they

may be able to survive either through marriage or sheer will

but these are mere conjectures, what is certain is that their

necessary. Maurya is a tragic hero. Her grief is total and

her circumstances are too bleak, almost completely impervious

to sense and manipulation, and it is this perva sive helpless-

ness that makes her sympathetic and compelling. Her qualifi-

cations as an existential rebel become very clear immediately

after Bartley's corpse is·brought in. She receives the news

of his death with unusual calm. In a whisper to Cathleen, Nora

notes that

She's quiet now and easy; but the d3.yMichael
was drowned you could hear her crying out from
this to the spring well. It's fonder she WaS
of Michael, and would anyone have thought that?

(p. 30)

Cathleen's reply is relevant:

An old woman will soon be tired with
anything she will do, and isn't it
nine d3.ysherself is after crying and
keening, and making great sorrow in
the house? (p. 30).
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Cathleen is closer to the truth. Maurya is quiet and

ea sy not necessarily because she is fonder of Wichael and not

because Bartley's death does not suprise her but because she

is already tired of the repetitive cycle of keening and weeping

which fate, masquerading as the sea, often subjects her to.

B~rtley is the last of the men in her life and with his death,

there is nothing to.hope for again. Life has lost its meaning

and the only solution is to resign to it, For this reaSon,

she refuses to keen with the sympathisers who keen significantly

not just for Bartley and the entire Maurya family but for the

entire community doomed as it is to the caprices of fate and

death. Waurya instructively presides over Bartley's wake.

His corpse is placed on a table, Cathleen and Nora

kneel at one end of it, Maurya kneels at the head of the table,

the men kneel near the door and the Women around the body and

in front of the stage. Conversation is kept to the barest

minimum, and the WOmen keen softly and sway slowly. this is

punctuated with commentaries by Maurya and, as she kneels and

stands repea tedly in a somewha t liturgical pattern, she sprinkles

Holy water and relates to Bartley's corpse. At one point, II she

lays her hands together on Bartley's feetll;"bending her head"

and then II she pauses" and as she does so, "the keen rises a

Iittle more loudly". (p, 30).
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would be able to bring life under control. When Nora recalls

545·

The atmosphere is ritualistic and it is at once Christian

and Irish and, in this sequence of liturgy and elegy, Maurya is

the priest. Her sermon is shot through with revolt. She

revolts against the harshness of her existence and the ineffec-

tuality of the various means with which she had thought she

after Samhain and as if to confirm this, the moment she finishes

the priest's promise that God would not render her destitute,

she immediately elismisses him as ignorant. "It's little",

she says, "the like of him knows of the sea" [o , 27). This

condemnation of the priest is the first step in Maurya's

renunciation of her faith. A few moments later, she declares

that she would no longer get Holy water in the dark nights

sprinkling the remaining Holy water on Bartley's corpse, she

turns the empty cup downwards; that is, she ha s no intention

of re-filling it. Added to this is her decision to bother about

prayers no longer or about any other religious activity:

It isn't that I haven~t prayed for you Bartley,
to the Almighty God. It isn't that I haven't
said prayers. in the dark night till you wouldn't
know what Iid be saying; but it's a great rest
I'll have now, and it's time, arr-e Ly, It's a
great rest I'll have now, and great sleeping in
the long nights after Samhain, if it's only a
bit of wet flour we do have to eat, and maybe
a fish that would be stinking (p. 29).
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In the Da st movement r:f the play, Maurya is obviously

beyond grief and she seems to have resigned to fate. "They're

all gone now, and there isn't anything more the sea can do to

me •••" (p.29). These aEe the words of a woman who has been

driven to the wall, to a point zero where all initiatives become

irrelevant. At the end of the play, Maurya pays tribute to

death and says "What more can we want than that? No man at

.all can be living for ever, and we must be satisfied" (P. 30).

We have before us a woman who has already resigned herself to

fate, who has intentionally abandoned her will to live but

examined differently, from another perspective, this resignation

is an act of rebellion.

Maurya rebels against the repetitive cycle of misfortune

Which characterises life on her island. Her epilogue is an

acceptance of the irreversibility of this cycle but her

abandonment of religion and of her will to live-two values on

which she has always depended and which disappoint her at the

most crucial moments - is an expression of revolt. It is

unusual for an indivudual to willingly submit to death as

Maurya does, by doing so she is making a statement that life

is worthless and that it is futile to attempt to improve it.
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Madmen and Specialists invites parallels with Riders to

the Sea at several levels but the most central parallel would

seem to be the fact that the existential rebels in both plays

Maurya and Old Man - embrace a nihilistic and contradictory

,philosophy which accepts the irreversibility of the cycle of

frustration in their community and at the same time revolts

against the bleakness of existence generally. Irony, both

plays reveal, is the stuff of existential drama.

Only the answering of two questions - What is AS? Why

As? - would perhaps seem to explain the pattern of this drama

in Madmen and~~ialists. The questions are at the root of

the conflicts in the play and it is not accidental that the

closing sections of Part One and the entire Part Two of the

play are devoted to them. Bero in the play searches without

any success for the meaning of As but its meaning, at least

one aspect of it, would seem to lie in the following extended

outburst by Old man and the accompanying antiphonal exchange

with the mendicants:

As I s, and the system is its mainstay though
it wears a hundred ma sks and a thousand outward
forms. And because you are within the System,
the cyst is the system that irritates, the foul
gurgle of the cistern and are par~ of the
material for re-formulating the mind of a man
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into the necessity of the moment's. political
AS, the moment's scientific As, metaphysic As,
sociologic AS, economic, recreative, ethical
AS, you - cannot-escape! Ther.e is but one
constant in the life of the System and tha~
constant is As, And wna t can you pit against
the priesthood of that constant deity, its
gospellers, its enforcement agency? And even
if you say unto them, do I not know you, did
I not know you in rompers, with leaky nose and
smutty face? Did I not know you thereafter,
know you in the haunt of cat-houses, did I not
know you rifling the poor-boxes in the local _
church, did I not know you dissolving the night
in fumes of human self-indulgence simply simply
did I not know you, do you not defecate,
fornicate, prevaricate when heaven and earth
implore you to adbicate and are you not prey to
headaches, indigestion, colds, disc displacement,
in-growing toe-nail, dysentry, malaria, flat-foot,
corns and childblains? Simply simply, do I not
know you Man like me? Then s~all they say unto
you, I am chosen, restored, re-designated, and
re-destined and further further shall they say
unto you, you heresiarchs of the system arguing
questioning querying weighing puzzling insisting
rejecting upon you all shall we practise, without
pa asd on -

MENDICANTS:
OLD MAN:
MENDICANT S:
OLD MAN:
MENDICANTS:
OLD tv1AN:
MENDICA NT S:
OLD ~!AN:
MENDICANT S:

Practise •••
With no ill-will •••
Practise •••
Wi th good conscience •••
Practise •••
Tha t the end sha11•••
Practise •••
Justify the meanness.
Practise •••
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iJLD M,A.N:

MENOICANT S:

OLD W-AN:

Without emotion •••
Practise •••
Without human ties ••• (pp. 271-272)

A close study of the foregoing would reveal that As is

not just "A code. A word"(p. 253) but an epigrammatic symbol

and metaphor which defines the attributes of the system and the

existence of the individuals within the world that is broadly

defined in the play. Taken apart, it describes a society that

is fraught with corruption and complete inhumanity of man to

man. As, we are told, "Abomin3tes humandty" (P. 253); under

it, society is marginalised into two classes - the under-

privileged and the classes aisees and the latter because of

its access to power and the centres of state control transforms

itself into an oppressive machinery that is irredeemably

insensitive and unsympathetic. The curious fact about AS is

that it is pervasive and inescapable. This, in one word is

the meaning of {lIdMan's reference to a variety of As and his

conclusion that "you-cannot-es-cape!" Aafaa, earlier in the

play, had made a simi13r observation wher.he noted that "As

is everywhere" (P. 243).

The pervasiveness and the continuous survival of AS, that

is, the system, is ensured by a pack of gospellers who enforce
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its machinery. Even though they are human beings, their

fanatic intoxication with As and the pOVJerand the false self-

esteem tha t accompanies it make them completely inhuman. They

become specialists in torture and in the art of deception and

they practise, as the closing passages of the above excerpt

reveal, without emotion and without human ties. The result is

an oppressive society in which life becomes a drudgery.

The issue at stake in As is existence; under it, man is

reduced to a low scale and existence becomes almost meaning-

less. The characters in Riders to the~ are engaged in a

battle with the sea which doles out a Greek gift of death to

them on a regular basis. The equivalent of the sea in Madm§D

.s.!J..E Specialists is As and its impact is analogous to that of

the sea in Riders to the Sea. The sea, we must remember, is

a dual symbol of life and death. As in ~admen and Specialists

also parades a similar contradictory personality. Its agents

pretend to be human. They pay official visits to the handi-

capped, they reward workers with special commendations and

long service ewar-ds and, above it all, they are experts in

saccharine oratory but beneath this false facade is a picture

of an exploited and suffering citizenry. Weare here again

at the threshold of the paradox which is central to existen-

tial drama.
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tv~admenand Specialists dramatises the foregoing circum-

stances and the starting point for this is the war which takes

place at the background of the play. The cannibalism which

marked the War is one of the indications of the anti-human

character of AS but the greater significance of the war is that

it reveals the specific manner in which As affects individual

lives within the society and the degree to which it turns

existence into a prOblematic value.

For an understanding of the decadent nature of existence

in this play, a study of the mendicants is necessary. The

four of them are victims of AS; they represent its de-humanizing

impact. They were all at the' battle-front and they got their

afflictions' in the course of the war but, instead of the

government making proper arrangements for their survival, they

arrange a mode of rehabilitation which would further emphasize

their under-privileged status. The mendicants, at a broader

level of significance, represent the lower class in the society.

They are the exploited, the undertrodden and the underpaid.

They work for the survival of the nation but they have nothing

to show for their patriotism. Very early in the play, Aafaa,

posing, declares: "In a way you may call us vultures. We clean

up the mess made by others •••" (p. 220). This is an apt
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description of their condition. They are used by other

characters to fulfil their own private desires, they are the

underdogs of the drama - the "lowest" (p. 222) of the low.

Through them, it is also possible to understand the various

stratagems that are employed by the system and its enforcers

to ensure that the lower cIa ss does not suddenly become aware

of its underprivileged status. The manner in which they are

treated reveals the extent to which the methods of the

oppressor are grounded in deception. One major method is the

rehabilitation of the convalescents at the battle-front, the

rehabilitation WaS intended to teach the mendicants every-

thing but awareness. It is organised to reduce them to a non-

thinking humanity, that is, a kind of humanity that has no

mind of ats own and is therefore entirely manipulable by the

state.

Other methods include the payment of II overtime and risk

allowance" (p.222) to workers; and promises of a better future.

It must be put on record, for example, that the mendicants

obey Bero's instructions because they believe he would even-

hally cure them of their afflictions. "It is", says the

Cripple, "what makes me continue to obey the Specialist" (P.24B).

(P. 24B). Gifts are also distributed to the under-privileged
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A good example are the imported cigarettes which the·First

Lady gave the convalescents on her visit to the Home of the

Disabled (changed by the Old Wan with metaphorical emphasis to

"Home for the De-baIled"). The following excerpt outlines the

other stratagems that are used to manipulate the mentality of

the lower cIa ss:

CRIPPLE: You've been pushed in the background
too often.

GOYI: Always hidden away

CRIPPLE: (coyly) Not that we're shy
GDYI: Always hidden .away

CRIPPLE : We're more decent than most. Hri-hn, than most.

AAFAA: Hidden under pension schemes you are

GOYI: Tail-of-the-parade outings

AAFAA: Behind the big drum

CRIPPLE: Under royalty vists

AAFAA (graciously proffering his hand): You may
(Goyi kisses his hand).

CRIPPLE: Imperial commendations

(Aafaa unfurls the scrolls, slaps his tongue
up and down).

CRIPPLE: Unveiling of the plaque •.••
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GOYI:

AAr:AA:

GDYI:

Commemoration occasion •••

Certificates of merit •••.

Long-service medals ••• (p. 269).

I

All these, in addition to long rhetorical speeches, are

designed by the state to deceive the people and pave the way

for the entrenchment of As. The mendicants, in conclusion,

are the" heresiarchs of the system" upon whom the gospellers

of the system practise without passion, without emotion and

without human ties. All other characters in the play are also

victims of this system.

But Bero a asume s special significance not as a victim

but as the physical embodiment of the system or as a gospeller

of the system. put differently, he is the enforcement agent of

As and, accordingly, his a ttitudes are in consonance with the

personality of As already defined above. The first contra-

diction in his character lies in the fact that he is a medical

doctor, a profession which entails the protection of human

lives, but in the course of the drama, he is transformed from

this agent of life into an agent of death. His movement from

the Medical Corps to the Intelligence Section is a good

illustration of this transformation.
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self-dogmatism. like all sycophants of the system, he is
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To be sure, he is a product of the brutality of war, and

a living illustration of the perversion which an inhuman system

imposes on the human psyche but he is also a victim of his own

determined to have power at all costs and it is indeed not

surprising that his approach is reminiscent of Kongi (in Kongi's

Harvest), Kasco, Kamini, Gunema, Tuboum (in A Play of Giants),

Anikura and Emperor Boky (in Opera Wonyos~J these are his

Kinsmen in Soyinka's dramatic universe. We have his own word
•

for it:

Control, sister, control. Power comes from
bending Nature to your will. The Specialist
they called me, and a specialist is-well-a
specialist. You analyse, you diagnose, you
(He aims an imaginary gun)- prescribe
(p. 237)

Bero, in his search for power, prescribes death; and so

obsessed is he with this preoccupation that there is no trace

of the human element in him and the play could be seen, on

account of this, at a sociological level of interpretation.

as an exploration of the subject of power. Other characters

in the play are victims of Bero's excesses and, by implica-

tion,of the system.
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her brother's boots. This action is meant to celebrate Bero's
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Before joining the army, he had asked Si Bero, his

sister, to look after .his medical clinic and continue his

practice. Si Bero gladly obliges and to make things easier,

she engaged the services of Iya Agba and Iya Mate. These two,

she explains, held Bero's life together while he WaS away; and

she made promises to them which she hopes to fulfil whenever

Bero returns.

But he disappoints her on his return. He is no longer

the Bero she used to know and the differences between them

become clear immediately they meet. Si Bero, happy to see

him, appears with a gourd of palm wine. She pours the wine

on the ground in front of the doorstep and tries to unlace

survival, and it emphasizes Si B~ro' s significance as an agent

of life but Bero steps back and prevents her from unlacing

his boots. This indicates that Bero no longer identifies

with such celebrative animist rituals as the wetting of earth

with wine, the symbol of life and fecundity. His statement

reveals his current preoccupation:

Bare feet, wet earth. We've wetted your
good earth with something more potent
than that, you know. (p. 234).
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We heard terrible things. So much evil.
Then I would console myself that I
earned the balance by carrying on your
work. One thing cancels out another

(p. 236).

As the scene progresses, Si Bero begins to realise the changes

in her brother. She tells him

The truth Which she eventually discovers is that her

redemptive and humanitarian actions do not cancel out her

brother's a ssociation with the evil at the battle-front. In

fact, her brother is very much responsible for the terrible

things and the evil they heard about and he is so involved

in this new vocation that he can no longer return to his

former one. This new reality is too discomforting for Si Bero;

hence, she .Looks at her brother "with increasing horror and

disbelief" and as "she _turns and runs towards the Old women

who receive her at the door of the hut, Bero goes on into the

clinic •••" (p. 245).

This separation between a brother and his sister is

another instance of the pervasive inhum3nity of the socio-

political system in the play. Si Bero is a victim of this

system and her polar attitude illustrates her fate as she is

transformed from a self-assured and active young woman. into a
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remorseful and quiet one. In Part one, she is active and

duty-conscious, but she is completely outside the field of

action in Part Two and when she appears later,.·weare

told that Ishe is "roused from sleep" [p , 273). lya ·Wate

assures her before the drama winds to a close that "No harm

will come" ( p , 273) to her, but it is obvious that she is a

loser. She not only loses the energy and the optimism, which

she ploughed into Bero's work, she also loses her father, her

store and all the weeds she had diligently collected. Thus,

in spite of her good-nature, she bears the pains of the

resolution of the play. The play ends without offering her

any ray of hope.

The earth-mothers lya Agba and lya Mate - may possess

/

powers which place them beyond the reach of As but their

encounters with Bero further illustrates the stubbornness of

his conviction and the omnipresent and unyielding temperament

of As. On one occasion, Bero proscribes the earth-mothers and

in response, lya Agba questions his logic and reminds him that

earth, which they represent, cannot be banned because "Even

on the road to d3.mnation a man must rest his foot somewhere"

(p •.260). Yet Bero remains adamant. The system which he

represents is totalitarian and it does not apportion privi-

leges in the display of its power.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



The priest is a straight-forward individual committed

to the Christian values of optimism and humanism but his

sudden encounter with Bero and the degeneration of the system

overwhelms him. The knowledge that cannibalism has become a

way of life completely contradicts his own persuasions and,

as he flees in fright from Bero, it is doubtful if he would

ever remain the same again.

The Old Man is a victim in the sense that his family is

fragmented by the contradictions that are engendered by the

perva sive brutality of the system. His children, Si Bero and

Bero, are divided into two different worlds and an impregnable

wall suddenly arises between them and seals up any hope of

reconciliation. The result is that the filial sentiment which

had hitherto unified this family'disappears and each member of

the family becomes a unit on its own, with an uncompromisable

individuality. Bero, for example, is now a member of another

family called" the Intelligence section" and his loyalty is to

this family and not to his natural family, and the interesting

point to note is that he now relates with his natural family

with the codes, the inhuman codes of his adopted one. This is

the rea son why it is possible for him to treat his father on

purely official terms. His interest in his father, he says,
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Madmen and Specialists lends itself to a variety of

,
,-

is "strictly that of a specialist" (p. 262), his father is·no

longer a human being but" simply another organism, another

mould or strain under the lens ..• " (p. 262). The Bero family

is, like the Maurya family in Riders to the Sea, an archetype

and it can be assumed that its experiences are typical of the

experiences which other families in the society in the play

are undergoing.

interpretations. It can be seen as an exploration of the

subject of obsession with power or as a commentary on the

inhumanity and the far-reaching dysfunctions of war but it

seems that the most candid interpretation of the play is to

view it as an existential drama. Existence is the issue at

stake in the play, in it, we are presented with a society in

which war, deception, oppression, tyranny, the devitalization
/ of the human element, the fragmentation of the family unit and

the individual psyche and the abuse of earth and all redemptive

and regenerative values are the established patterns of living

and because these patterns are in the name of a mystifying engima

called As, pervasive and endless, existence itself becomes a

risky pre-occupation, and man, as in Riders to thp Sea~ is

faced with the prospect of death and annihilation.
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Old Man has already been described as a victim of this

system but he is more important a s a rebel. He is, in other

words, the existential rebel of this drama and his rebellion

is in two parts. In the first part, he confronts the gospellers

and the enforcers of the inhuman system in the play with the

evidence of their recklessness. After reading a letter from

Bero about the carnage at the battle-front, he suddenly "got

all worked up. It can! t'-be, he shouted. And then he leapt up

and said - right out of the blue - we've got to legalize

cannibalism" (p. 239), To achieve this aspiration, he decides

to join the army and at one dinner at the battle-front, he

served the military officers human flesh:

/

Your faces, gentlemen, your faces.
You should see your faces. "And your
mouths are hanging open. You're drool-

ing but I am not exactly sure why. Is
there really much difference? All
intelligent animals kill only for food,
you know, and you are intelligent
animals. Ea t-eat-eat-ea t-eat-Ea t! (P.254).

The officers first rushed out and vomited, annoyed at

Old man's macabre humour, but afterwards they said he had done

them a favour. They said so because they eventually realised

that here lie6 the key to the power which they seek. As usual,

Bero articulates their thoughts.
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It Was the first step to power you
understand. Power in its purest sense.
The end of inhibitions. The conquest of the
weakness of your too human flesh with all
its sentiment (p. 241).

Bero is bent on knowing the meaning of AS, "the new god and

the old' (p. 241) in whose name Old Man blessed the meat at

the dinner because he assumes that it is the key to power but

he and his colleagues misconstrue Old Man's action.

His intention is not to flatter their ego but to accuse

them of cannibalism. He adds that "Never' admit you are

recidivist once you've tasted the favourite food of As"

(p.254). In other words, the officers, because of their

cannibalism, are alrea dy beyond redemption, completely criminal,

and incapable of any good. It must also be noted that Old Man

describes the system as As, it seems possible that Wole Soyinka. .
is referring here to As, the Norse god of Asgard, but the

point to remember is that this god as personified by the socio-

political configurations in Madmen and Speci§lists is portrayed

as cannibalistic and inhuman.

The second part of Old Man's rebellion is directed at

the victims of the excesses of the system; that is, the

mendicants, the underprivileged, and the occupants of the nadir

of the social hierarchy. He enlightens them about their
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condition and conscientizes them to such a degree that they

would be able to confront the system. This rebellion, like

the preceding one, took place at the battle-front where Old

Man worked among the convalescents. His

assignment WaS to help the wounded readjust
to the pieces and remnants of their bodies.
Physically. Teach them to make baskets if
they still had fingers. To use their mouths
to ply needles if they had none, or to use
it to sing if their vocal chords had not been
shot away. Teach them to amuse themselves,
make something of themselves (p. 242).

In other words, Old Man's assignment WaS to rehabilitate the

convalescents in such a way that they would be able to fit

into the As super-structure and retain their place within it

but because of his own aversion,to this structure, he chooses

instead to teach them to "think, think, THINK! (P. 242).

Thinking, we must note, is dreaded by the apostles of the

system because it is the first step to awareness and revolt,

two attitudes which run counter to their own desires.

By making thought the thrust of his lessons, Old Man

invites parallels with 9:Jcratesand it is not surprising to

learn from Bero that he is fond of quoting this Greek

Philosopher. Old Man's fate is also reminiscent of 9:Jcrates

and this is further illustrated by the fact that Bero, before
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and chiefly from his alphabetical definition'of As from A to I:

the end of the play, offers Old Man some poisonous berries;

a variant of Socrates' hemlock. The Greek was convicted for

"not believing in the gods in which the polis believes and of

introducing other, new divinities" and "of corrupting th~

,,150 , 'I k Ld 1 tOld IIyoung, sarru ar r-emarx s wou app y 0 I',an.

The gist of his lessons to the undertrodden could be

garnered from the role-playing sequences of the mendicants

A. Acceptance. Adjustment of Ego to the Acceptance

of AS.

B. Blindness in As. As is all-seeing. All shall

see in As who render themselves blind to all else.

C. Contentment. A full belly.

D. Divinity. Destiny. Destiny is the Duty of

Divinity. 0-0-0. Destiny in 3-Dimensions.

E. Epilepsy. Taken by the Spirit. For the Divinity

to have control, the flock must be without control.

F. Fulfils. As fulfils. (But Goyi, another

mendicant, prefers As farts).

G. Godhea d. A s is GOdhead.

H~ Humanity. Humanity the Ultimate fucrifice to

As, the eternal oblation on the altar of As.
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1. I am I, thus sayeth As.151

Reduced to a sentence, the meaning of the foregoing is

that A s is a perva sive t ominiscient and omnipotent system which

sacrifices humanity and throws its victims into an epileptic

fit. It pretends to fulfil but the truth is that it farts and

emits a bromidic smell and the only way to survive under it is

to remain blind and to accept its supremacy. The recitation

of this lesson by Aafaa and his colleagues would seem to indicate

tha t it is well taught and ma ster-e d, Thus, Old Man exposes

them to the maniacal personality of the system under which they

live. To conscientize them against this system and elevate

their status, he implores them to develop the gift of self-

disgust. That is, they must develop a sense of personal

importance and rather than whine and lament about their condition,

they must continue to discriminate in their choices:

Remember, even if you have nothing
left but your vermin, discriminate
between one bug and the next (p. 243).

Old ~an illustrates his lessons with examples, songs

and promises. During the visit of the First Lady to the Home

for the De-balled, he waded into the mendicants for accepting
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the imported cigarettes which she brought them and he taught

them a .rebellious ballad in which the Head of State and his

wife are ridiculed and the hollowness of their humanity is

rudely suggested. Following this is a song which demands the

triumph of democracy; its import lies in its categorical

rejection of the existing socio-political formations; a variant

of it is sung later by the Cripple, Here, he rejects promises

and demands for his dues. To ensure the success of his classes

and perhaps also to underscore their seriousness, Old Man

promises the mendicants "top billing" (Po 268); that is, he

would ensure that they get "to the top of the (social) ladder"

(P. 268). He also promises to take them on a world tour namely

"A Travelling Exhibition of As Grotesques" (P. 268).

In sum, it may be assumed that the bottom line of his

lessons is to turn them into rebels and encourage a proleta-

rian revolution which would jettison the As superstructure and

replace it with a democratic and human system but, on the

contrary, the thrust of Old Man's rebellion is not change but

the acceptance of the existing superstructure even in spite of

its celebrated shortcoming s. This posi tion is graphically

stated Ln the first letter of As "A. AS is Acceptance,

- I
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Adjustment. Adjustment of Ego to the Acceptance of As"

(p. 246). Elsewhere, the same lesson is defined with greater

precision: "As chooses, man accepts" [p , 244).

Hence ,. the system which the Old Man inveighs against

is also the philosophy in which his rebellion is situated.

The oppressive system in the play is called As. Old Man's

redemptive philosophy is also called AS. As then is a Janus-

like phenomenon, it is the old god and the new; and its values

are respectively personified by Bero and Old Man. The caveat

must be added however that the reading of the catechism of

As may not be as literal as this, and perhaps there is a

prOblem in the construction of the drama which the playwright

WaSunable totally to solve. The earlier unpublished versions

of the play may be helpful in this respect but for nowI let

it be noted that Old Man's contradictory interpretation of As_i

does not translate into an affirmation of As and its oppressive

structures, it is, instead, a 53rca stic interrogation of its

evils.

{
Old Man's attitude is borne out of the awareness that

the As-system in the play cannot be changed. It is so per-

vasive, so totalitarian and so decisive at the level of human
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relations, and its apostles are so irredeemably cruel, that

a reversal of it and the kind of change that may be desired by

the underprivileged becomes inconceivable. The fate. of the

underprivileged and the entire society, Old lV'anseems to insist,

is irreversible. This is evident for example; in the theme

song of the play:

As Was-Is-r\low--As Ever 31all BB •••
Bi 0 ti wa
Ni yio se Wa
Bf, 0 ti Wa
Ni yio se wa
Bi 0 ti Wa l'atete ko se (p. 244).

This song is the central motif of the play and it brings

the entire drama to an apt, philosophical close and, because

of its sadistic and nihilistic tone,it pushes the play in the

direction of the Theatre of the Apsurd and also highlights the

closeness between Riders to the Sea and Madmen and Speciali~

and perhaps between Synge's vision of the human condition and

Soyinka's. At the end of Riders to the Sea, Maurya, after.
having witnessed the futility of all her attempts to stem the

tide of the viciousness of nature, gives up ana states that "No

man can be living for ever". Her resigna tion conveys the same

meaning as the theme song of Madmen and Specialists, namely,
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that human experience is a repetitive cycle of misfortune and

there is nothing man can do to change it.

The difference between Maurya and Old tJan, however, is

that while Maurya is pushed to this realisation by the failure

of her rebellion, Old Man had been aware of it at the very

beginning of his rebellion and hence he makes it the corner-

stone of his lessons to the mendicants. The underlying

assumption, perhaps, is that, if the underprivileged are aware

of their circumstances, it would be easier for them to cope

with the system and therefore lead a more meaningful life and

because this contradicts the intentions of the enforcers of

the system, it is still, in itself, a gesture of revolt.

But in spite of its heightened awareness and foresight,

Old Man's rebellion, like that of other existential rebels,

fails to achieve its aim and in the kind of ironic fashion

that is peculiar with this play, it is Old Iv.an'sown son, Bero,

who is the agent of his failure. Bero, defending the very

system which his father opposes, arrests his father, incar-

cerates him, offers him poison, ridicules him in the presence

of his pupils and eventually kills him. In addition, he takes

his pupils away from him, turns them against him and, through

a calculated sadism, mocks the ideals with which he had

conscientized them.

569
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Reduced to a concrete level, the confrontation between

'Old Wan and Bero is a confrontation between good and evil

respectively. Old Man demands the jettisoning of the mania

and the inhumanity of As whereas Bero insists on the opposdte;

and while Old ~(an engenders hope in the mendicants and trains

them to develop a sense of dignity, Bero promises death and

accordingly parades death-images. This confrontation is

dramatised in Part Two of the play but the ground had already

been prepared for it in Part one, at a symbolic level, by the

earth-mothers. We are referring here to the scene where Iya

Aqba and Lya Mate examine the berries which had been found by

Si Bero. It is eventuslly discovered that the berries are the

poisonous types and Si Bero immediately offers to throw them

in the fire:

/ IYA MATE: Do nothing of the sort. You don't learn
good things unless you learn evil.

51 BERD: But it's poison

IYA WIATE: It grows

IYA AGBA: Rain falls on it

IYA fvlA Tt:: It sucks the dew

IYA AGBA: It 15..ves

IYA ~ATE: It dies
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IYA AGBA:

IYA AGBA:

31 BERO:

IYA AGBA:

31 BERD:

IYA Wtil.TE:

SI BERD:

5711

53me a s any other. An-hn, same a s any
other.

That means I still have to find the right
one.

It will be in the 53me place. They grow
together most of the time.

I'll go tomorrow.

Take SOme rest. Or ... is he on his way
hamel'

There is no news at all. I am beginning to•••

Beginning to worry like every foolish woman.
He'll come back. He and his father. There
is too much binds them down here. They will
take root with their spirit, not with their
bodiRS on Some unblessed soil •••
( pp , 225-226).

The sudden shift of the empha sis of coriver-sa tion from

the berries to Bero and his father in the above excerpt should

be noted. It must not be considered accidental and cosmetic

but as an extension of the symbolism of the berries. Bero and

his father are like the berries. The one is good, the other is

poisonous, yet both of them grow and work together in the same

place, but their uses are different and it is this that accounts

for much of the acrimony in the play.

Bero's opposition to Old Wan's idealism is refractory

and unrelenting. Thus, the old refuses to give way to the new,
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and evil circumvents good. In the final analysis, Old Man,

like all existential rebels, is compelled to resign and admit

the supremacy of AS just as Waurya accepts the invincibility of

the sea. "Let us taste", he says, "just what rrakesa heretic

tick" (p. 2?6) and immediately after this statement of

resignation, Bero shoots him and thus, AS, the old god, reigns

supreme and the cycle of oppression continues.

Old Man is a victim and a martyr but he is a martyr

without the prospect of vindication. The mendicants live at
-;-

the end of play but it is not certain that they wou ld perpetuate

Old !-Ian'sideals. This is the fate of the existential rebel.

His idealism often crumbles in the face of overwhelming circum-

stances but not before asserting its righteous indignation.

Conclusion

Our' task in this chapter has been to show that Synge and

~oyinka are modernists through an examination of their plays in

relation to the theatre of revolt. This theatre asserts itself

in both instances more decisively at the level of form than

content, but perhaps the thrust of modernism is in the alternative

vision it recommends and not necessarily in its external apparatus.

Synge and Soyinka aver that society and existence itself.•
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are moribund and therefore in need of mundification. cross~

questioning and overhauling, if life must return to normal and

regain its sanity. At the centre of their plays are' rebel-

characters, authorial interventions and artifacts which function

as vehicles of revolt and change and even though they are almost

always pessimistic, the rebellion is useful if only for its

epiphanic value.

It is also ob served that Synge and Soyinka, like the

rebel-characters in their plays, are rebels in their own personal

circumstances. It is as if they consummate their creative

instinct by living out in rpzl life the very drama which they

envision a s art. The exact senses in which this is so ha s

already been discussed in detail in the body of the chapter.

Suffice it to add that whereas Synge WaS a quiet, largely

intellectual, rebel, perhaps due to his own reticent nature;

Soyinka, on the other hand, is the fiery type, vocal and asser-

tive and unlike Synge, fond of politics and the histrionics

which accompany it.

In sum, the modernism of both writers does not cancel

their Irishness and A.fricanness respectively. It is useful only

insofar a s it empha sizes theuniversali ty of their works and

What they share in common, in terms of sensibility, with the

interna tional community of writers.

--
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of Western Philosophy (New York: The Free Press; London:
Collier Macmillan Publishers, 1964), pp. 384-401.

24Frederick J. Hoffman, Ereudianism and the Literary Mind~
Second Edition (Louisiana: Louisiana UniverSity Press, 195?).

John B. Vickery, The Literary Impac1-0f the Gold~Bough
(Princeton, New Jersey: Princeton University Press, 19?3).
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contemporary (New York: Vintage Books, 19?4J.

John Burt Foster -Jrv , Heirs to Dionysus: A Nietzschean
Current in Literary Modernism (New Jersey: Princeton UniverSity
Pre ss , 1981.
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28Kaufman, p. 8.

29Arnold Toynbee quoted in Duncan Williams, p. 10.

30Martin Buber quoted in David Holbrook, "Pornography and
Death", Critical Qwrterly, Vol. 14, No 1, Spring 1972, p. 32.

31Glynn Harmon, Human Memory and Knowledge: A Systems
Approach (London: Greenwood Press, 1973), p. ix.

r- 32Jose Ortega Gasset, The DehumaniZation of Art and
Other Sssays (princeton: Princeton University Press, 1968T,p.191.

33
Karl popp~r!-The Open Soci.ety and its Enemies~Fifth

edition (London, 1966li, vol. 1, p. 70.

34Alvin Toffler, Future Shock (London: The BOdley Head, 1975).

35George Eckstein, "Heading for Apocalypse?" Dialogue,
Vol. II, No.2, 1978, pp. 21-26.,

36Julian L. Simon, "What to Expect in the Year 2000"
Dialogue, No. 54, 4/1981, pp. 2-7.

37Marvin Cetron and Thomas 0' Toole, Encounters with the
Future: Forecast of Life into the 21st Centur~ (New York:
McGraw-Hill Book Company, 1982 , 308pp.

38The Global 2000 report waS requested in 197? by President
Jimmy Carter of the United States and it was put together by the
Council on Environmental Qwlity, the Department of State and 11
U.S.· Agencies and submitted to the President in 1980. Its main
argument as articulated by Julian L. Simon, who questions its
total pessimism (see note 36), is that
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39Aobert L. Heilbroner, An Inquiry into the Human Prospect
(New York: W.W. Norton and Company Inc., 1974); also see his
"The Human Prospect" Dialogue,Vol. II, No.2, 1978, pp. 12-20.
Heilbroner takes a pessimistic view of mankind's chances for
civilized survival, and situates his prediction of doom in
three areas: overponula tdon.wa s'te of natural resources, and
extravagant use of energy, but he offers a solution, namely,
that man should abandon the spirit of Prometheus with which he
has hitherto subjugated nature to his will and adopt that of
Atlas:

If man is to rescue life, he must first rescue
the future from the angry condemnation of the
present. Here the spirit of conquest and
aspiration will not Serve~ It is Atlas,
resolutely bearing his burden, that gives us the
example we seek. If within us the spirit of
Atlas falters, there perishes the determination
to preserve humanity at all cost and any cost,
forever (see "The Human Prospect") p , 20.

Many critics have refuted Heilbroner's arguments on several
counts but the most notable contribution would seem to be that
of George Eckstein who aCBuseS Heilbroner of exaggeration,
extrapolation and extreme selectivity in analysis (see note 35 ).
The efforts of all these futurists may not be without value but
there are those like Stephen Spender who frown at-th~-~dea of
futurism. Spender argues that it is,

in any case, inevitably a misnomer.
We do not and cannot know what the
future will be. (See Stephen Spender,
The Struggle of the Modern, p. 80).

If present trends continue, the world in 2000
will be more crowded, more polluted, less
stable ecologically and more vulnerable to
disruption than the world we live in now.
Serious stresses involving population, resources
and environment are clearly visible ahead.
Despite greater material output, the world' 5
people will be poorer in many ways than they .are
today. (Simon, p , 3) cf. Anthony 8urgess'
The Wanting Seed, a futuristic novel which shows

humanity going from one strategy of desperation
to another.
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Harper and Raw, 1959).
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(Landon, 1979), p. ?4f. quoted in Grahame Clark, The Identity
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Methuen and Co. Ltd., 1983), p. 149.

49Robert Brustein, Revolution as Theatre: ~ on the
New Radical Style (New York: Liveright, 1971), p.4.
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-SOMalcolm 8radbury, Ihe Social Context Ef Modern ~ngli~
Literature, pp. 14-15.

51Arnold 8rown, II The Age of Osiris: A World in Transition"
Dialogue, No 51, 1/1981, pp. 2-4.-

528en Turok (ed.) ~evolutionary Thought in the Twentie!h
Century (London: Zed Press, 1980), p. 1.

53Marvin Cetron and Thomas O'Toole, p. 3.

r-
The
the

54Virginia Wetherbee, "The Golden Age of Eccentrici ty"
American Scholar Spring 1986, p. 211: liThe more it changes,----, ".more it is the same thing".

55Ivan Illich, Deschooling Sbciety (New York: Harper and
Row Publishers, 1972), p. 151. For further discussion of the
modern world and its crises, see the following:

Theodosius Dobzhansky, Mankind Evolving: T~ Evolution of
the Human species (New Haven and London: Yale University Press,
1975).

Erich Fromm, The Heart of M n: Its Genius for Good and viI
(New York: Harper and Row Publishers, 1964 •

Duncan Williams, lr0usered Apes (London: Churchill Press,
1971; New Rochelle: Arlington House, 1972).

------------, To be or Not to 8e: A Question of Survival
(Oxford: Pergamon ~s, 1976).

G. Rattray Taylor, Rethink (London: Secker and Warburg, 1972J.

Hugh Montefiore, Can" Man Survive? (London: Collins, 1969).

Jon Wynne-Tyson, The Civilised Alternative: A Pattern for
Protest (Fontwell, Sussex: Centaur Press, 1972).
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56 .J.I.M. Stewart, Eight Modern Writers (Oxford: Oxford
University Press, 1963), Relying heavily on biographical and
sociological reta, Stewart examines the craft and vision of
Thomas Hardy, Henry James, George Bernard 91aw, Joseph Conrad,
Rudyard Kipling, William Butler Yeats, James Joyce and D.H •.
Lawrence. He observes that these writers are concerned with
the gradual disappearance of man a s man. Largely descriptive
of the temperament of their works is W.B. Yeats' contention in
"The Second Coming' (1919) that man is

Turning and turning in the widening gyre,
The falcon cannot hear the falconer.
Things fall apart, the centre cannot hold,
Mere anarchy is loos'd upon the world,
The blood-dimmed tide is loosed and
Everywhere the ceremony of innocence is
drowned ••• (p. 365).

r>-

57Malcolm Bradbury, The Social Context of Modern English
1iterature (Oxford: Basil Blackwell, 1971).

There (are) two important words, from two
different disciplines, which we associate
with our age: one is modernization, which
is a sociological notion,· and the other is
modernism, which is a literary and artistic
notion. This book seeks to put them into
relation (p. xxiii).

To achieve this goal, Bradbury begins his study with a preface
in which he outlines the connections between literature and
sociology, he observes that "literature is a social product"
(p.xi) and modern literature has been particularly so. Some-
time around 1880, says Bradbury, the social situation of the
artist began to change. "His very way of life was becoming
different. He felt himself becoming more marginal and isolated"
(p. xxxiii) and his writings became coloured with "a mood of
imaginative unease" (p.xxxiv), "shock, disturbance and crisis"
(P. 14):
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In most of the writers of the decade,
the detachment of the author, the

c..c. _ -devahatioo.:.of'hi-s.::.t;aeroes~the loss of-
a sense of logic in history or society,
are manifest. The world created is one
growing less rational, less ordered, more
impermanent, more disposed to boredom,

loneliness, uncertainty and despair, and it
is a world of new mores, new consciousness,
new social conflicts (p. 97).

cf", S3muel O. Ased n, "The Twentieth century: The Modernist
Tradition," Aichar Taylor (ed.) Background Lectures in English
1jterature (8enin City: Ethiope Publishing Corporation, 1977).
Asein's conclusions invite parallels with Bradbury'S.

58Stephen Spender, The Struggle of the Modern (London:
Hamish Hamilton, 1963). Spender, in an attempt to explain the
modernist phenomenon and the personality of its proponents,
makes fairly elaborate differentiatimns between those he calls
'contemporaries and moderns', 'recognizers and non-recognizers',
'traditionalists and nee-traditionalists', 'traditionalists
and revolutionary traditionalists'. He observes that" the
confrontation of the past with present (sic) is the fundamental
aim of modernism" (p. 80) and "the movements of modern literature
and art-the 'isms' - are programmes of techniques for expressing
this whole view of the past-future. confrontation" [p, 83). His
description of the moderns is noteworthy:

The moderns are therefore those who start off
by thinking that human nature ha s changed; or
if not human nature, then the relationship of
the individual to the environment, forever being
metamorphosized by science, which ha s altered so
completely that there is an effective illusion of
change which in fact causes human beings to behave
as though they were different. This change, recorded
by the seismographic senses of the artist, has also
to change all the relations within arrangements of
words or marks on canvas which make a poem or
novel, or a painting (p.xiii).
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59Bamber Gascoigne, l!~ieth-Century Drama (London:
HutchinsOn University Library, 1974).

60Travis Bogard and William I Oliver (eds.), Modern Drama:
Essays in Criticism (New York: Oxford University Press, 1965).

61Robert W. Corrigan (ed.) Theatre in the Twentieth Century
(New York: Grove Press Inc., 1963).

6?Ibid., p. 163.

62Robert Brustein, Ibeatre of Revolt (London: Methuen
and Co., Ltd., 1965).

I

63William Blake, "Mil ton: Book the First" Frank Kermode,
John Hollander eta ale The Oxford Anthology of English
Literature Vol. II (New York, London, Toronto: Oxford
University Press, 19BO), p.99.

64Anton Chekhov, "The Seagull", Plays (Transl. and with
an introduction by Elisaveta Fen) (England: Penguin Books Ltd.,
198 1), p • 13? •

65Duncan Williams, To be or Not to Be, p. 123.
66 .Quoted in Stuart Barton Ba bbage, "An Awarene ss of

Solitude" G.B. Tennyson and Edward Ericson Jr. (eds.), Beligion
and Modern Literature: ESsays in Theory and Criticism (Grand
Rapids, Michigan: William B. Eerdmans Publishing Coy., 1975),
p. 162.

68T. S. Eliot, The Complete Poems and Plays 1909-1950(N.~.:Harcourt, Brace, 1952), p. 342.

69Franz Kafka, Ihe Castle (transl. by Willa and Edwin Muir
(London: Secker and Warburg, 1930; N.Y.: Alfred A. Knopf, 1930),
p. 421.
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70 (. Samuel Beckett, Waitinq for GoE£! london: Faber and
Faber Ltd., .19B6), p. 41.

71 .Quoted in W..L. Rosenthal, ~Modern Poet: A Critical
Introduction (New York: Oxford Univ. Press, 1960), p.9.

72Erich Fromm, ~h~e~~~r~t~o~f~M~:a~n~:~~~~~~_f~o~r~G~o_o~d~a~n_d
Evil (N.Y.: Harper and Publishers,

73 Duncan Williams, To be or Not to ~, p. 32.

74 D.O. William Barry, ~~of Revolt: Studies i~~
Literature and Dogma (Port Washington; N.Y./london: Kennikat
Press, 1971), p , 380.

7SWilhelm Emrich, The literary Revolution and Modern
Society and Other Essays (Transl. by Alexander and Elizabeth
Henderson) (New York: Frederick Ungar Publishing Co., 1971), p.33.

7~athan A. Scott Jr., ''It!..!:! Name and Nature of our Period-
Style" in G.B. Tennyson and Edward E. Ericson Jr., po , 126 & 136.

77Frederick R. Karl and Leo Hamalian (eds.), p. 15.
, .

78!l:lvidDa.iches, "Literature and Belief" in G.B. Tennyson
and Edward E. Ericson Jr., pp. 76-84. !l:lichesexplains that the
modern writer is operating in an age which has no common back-
ground of beliefs and attitudes; as a result, he is compelled to
erect a personal universe and scheme of beliefs, and, when he
does, he tends to appear obscure to his own contemporaries.
Many modern writers cannot be enjoyed "without preparation" and
without "homework". The fault, however, is" not of the poe t
but of his age" (p.82).

79 J.V. Cunningham, "Tradition and Modernity": Wallace
Stevens' in Irving Howe (ed.), Literary Mpdern~ (New York:
Fawcett World Library, 1967), o , 286.
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and the Drama, p. xv.

585

r: 8Dlrving Howe, Literary Modernism, see the introduction.

81 See note 58.

83Paul Fussell, "Modernism, Adversary Culture, and Edmund
Blunden" The Sewanee Review Vol. XCIV, No.4, Fall 1986, po ,
583-601. Fussell differentiates between two terms, modern and
modernist. A modern writer, he says, confesses an indebtedness
to received traditions and sees no need to reject the past and
erect ~is own framework of values. Edward Thomas, Robert Frost ,
Edwin Wuir, Louis MacNeice, Conrad Aiken and EliZabeth BishOp
are good examples. The modernist, in contrast, is a rebel and
an iconoclast. He rejects the past and declares war on "the
received, the philistine, the bourgeois, the sentimental, and
the democratic" (P. 583). Take Oscar Wilde, T.E. Hulme, James
Joyce, T.S. Eliot, D.H. Lawrence, William Carlos Williams,
E.E. Cumming~ and Wyndham Lewis. 1922, says Fussell, is the
"modernist annus mirabilis".

84Nathan A. Scott Jr., p. 135.

8~oward Stein, "The Uncomfortable Theater", Dialog~
Vol. 8, 1975 No.2, pp. 24-25.

86J.R. Taylor, The Angry Theatre: New British Drama
(New York, 1969).

8?See Martin~Esslin, The Theatre of the Absurd Revised,
updated edition (New York:~chor 800ks, 1969).

88George Wellwarth, The Theatre of Pr~est and Paradox
(New York: New York UniverSity Press, 19?1).

89Robert Brustein, Theatre of Revolt, p. 415.
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Desmond Clark (ed.), The Changing Fa.ce of Literature: 8.
£!iscussion and~aluation ~L..Eevelopme~~!he past fifty
Years. Proceedings of thirty-eighth International P.E.N.
Congress, Dublin, 12-18, Sept., 1971 (Dublin: The Irish P.E.N.
Centre Ireland, 1972), PP. 72-93.
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9OIbid., p. 11.

91Alvin Toffler, p. 375.

92Maurice B. Benn, The Drama of Revolt: A critical Study
of Georg Buchner (London: Cambridge Univ. PresS, 1976), p. 1.

93phillip H. Rhein, Albert Camus (New York: Twayne
Publishers Inc., 1969), p. 28.

95Albert Camus, The Reb~ (Translated by Anthony Bower)
(Harmondsworth, Middlese .•! Penguin Books Ltd., (transl. from
the French by Justin O'Brien)(England: Penguin Books Ltd.,
1975), p. 54; here Camus writes that" revol t gives life its
value. Spread out over the Whole length of a life, it restores
its majesty to that life".

96Albert Camus, The Rebel, p. 28~
97 .J. Bowyer Bell, On Revolt: Strategi~f National

Libs.r:aE:.QD(Cambridge, Ma SSe and London, England: Harvard
University Press, 1976).

Michael Crowder, Revolt in Bussa: A Study of British 'Native
aQmin.' in Nigerian Bangu, 1902-1935 (London: Faber and Faber
Ltd., 1973.

Ted Robert Gurr, Why Men Rebel (princeton: Princeton
University Press, 1970.
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98Camus first play, he wrote it with three University
friends - Bourgeois, Poignant and Jeanne-Paul Sicard; though
an early work, it anticipates the main philosophical directions
of Camus' la ter career.

99phillip Thody,-8lber~mus 1913-1960 (London: Hamish
Hamil ton, 1961). Thody argues that the book seems to tt summarise
or reproduce the conclusions of a.number of thinkers whom
Camus had read' (P. 143), particularly Karl Popper's The Open
Society and its Enemies, Koestler's Darkness at N0illLand
Fa ther Delubac's 1.!LQmr:ned~ l' 1i~l!'§!!.i_srn~...E.11}~e~For further
information on Camus, see

E. Freeman, The Theatre of Albert jJamus: A Cri tica). Study
(London: W,ethuen and Co. Ltd., 19?~

Phillip H. Rhein, Albert Camu~(New York: Twayne
Publishers Inc., 1969).

100See note 62.

101Quoted in Ann Ssddlemyer, Synge and Modern Comedy
(Dublin: The Dolmen Press, 1968), p. 31.

102John Millington Synge, p. 219.

103Randall Jarrell, .,The End of the Line" in Irving Howe
(ed.); pp. 158-166.

104
Thomas Kilroy in Maurioe Harmon (ed.), p. 171.

105The manner in which books influence the creative
intellect is remarkable; O'Neill also read Nietzsche's
Thus §{:lakeZarathustra and this contact with Nietzsche sowed
the seeds of the rebellion which dominate his works.
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106Shaw was noted for his loquacity. Brustein says "One
wishes that at sometime in his life, Shaw learned the virtue of
silencJ" (Tt~eatre of Revolt, p. 184), cf. Samuel Lipman,
. tipshaw!" The American Scholar Autumn 1982, p. 513:

For George Bernard Shaw, in the beginning was
the word, and the word was always with him.
Indeed, for an admiring public, he was the very
word incarnate his whole life long ••• all tte t
is certain is that he was a one-man Public
Broadcasting Service ••• ·
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May 1932, pp. 8-19.
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112Michael Meyer in Henrik I~sen, ~ (transl. by
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- 126Ibid•

127John tl.illington Synge, "The Tinker's Wedding" in Plays,
Eoems and Prose, p. 45. All references to the text are to this
edition and all page references from the same source will be
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(London: The Macmillan Press

129-~ Alan PriceL p. 127.
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Synge 1B?1-1909 (Gerrards Cross, Bucks: Colin S'nythe Ltd.,
Lebanon: American University of Beirut, 1972), p. B1.

131T.R. Henn (ed.), The Plays and Poems of J& Synge
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132De'nis Donoghue, "Too Immoral for Dublin: Synge's
The Tinker's Weddim" Irish Writins, 3D, (1955), pp , 56-62.

133Quoted in [avid Greene and Edward M. Stephens, ~.
Synge 1871-1909 (New York:The Macmillan Company, 1959), p.181.
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137Wole Soyinka, "Opera Wonyosi" in Six Plays (Ibacan:
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CONCWSION

CHAPTER SIX

The study of John Millington Synge and W~le ~yinka that

has been done in this thesis attempts to come to terms with

both dramatists and their backgrounds. More importantly,

we argue that Synge and Soyinka's worldS, in spite of their
•

geographical loci and apparent differences, are fundamentally

united by the same patterns and this unity makes itself felt

in many a spects of human experience, often between indivi-

dt.als and structures which are of different spatial and

social origins. Synge and Soyinka t for example, are of.
different nationalities and backgroundS but the final

impression that emerges from a studyof' their works is that

both writers, in spite of their' individual differences, are

artistically of a similar stock both in tenns of thought and

style and to SOme degree in terms of technique.

The major thrust of the present exercise lies in its

comparative discussion of Synge and Soyinka from a variety of•
standpoints as an extension of what hitherto exists in Synge-

Soyinka scholarship. In the earlier research efforts in the
•
field notably those of James Gibbs 1 and Atabo OkO,2 the good

intentions of the researchers are beclouded by their failure
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to concentrate enough on both dramatists insofar as Synge

and Soyinkn are discussed, in both instances, alongside•
other dramatists. Gibbs' and Oko's efforts are also some-

what hidebound by the fact that they discuss only the theme

of nationalism in both writers but in the present thesis,

we have taken on other issues - death, language, modernism

and revolt and hence, we may claim that our thesis extends

Synge-Soyinka scholarship in new directions •.
A cursory reading might suggest that the choice of themes

in this thesis is arbitrary. Truly, there are many themes

that offered themselves for scholarly consideration when we

think of the work of each of these dramatists but the four

themes chosen, from among a wide range of options surfaced

on account of the forcefulness ~ith which they relate to the

pith and marrow of Synge's and Soyinka's works and the•
insistent manner in which they impinged on our sensibilities

during the period of the formulation of the research design.

Beyond this, the thesis also takes account of the current

attitude in literary and theatre criticism as articulated
3 4variously by Isidore Okpewho, Dan Izevbaye and Frederic

Lolli~e,5 that literature should be lifted out of its provincial
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limits and turned into a global enterprise. AS August

Schlegel explains,

We see numbers of men, and even whole nations,
so fettered by the conventions of education
and habits of life, that, even in the appre-
ciation of the fine arts, they cannot shake
them off. Nothing to them appears natural,
appropriate or beautiful, which is alien to
their own language, manners and social
relations. With this exclusive mode of seeing
and feeling, it is no doubt possible to attain,
by means of cultivation, to great nicety of
discrimination within the narrow circle to
which it limits and circumscribes them. But
no man can be a true critic or connoisseur
without universality of mind, without that
flexibility which enables him, by renouncing
all personal predilections and blind habits,
to adapt himself to the peculiarities of other
ages and nations - to feel them, as it were
from their proper centralpoint •••6

This need for a universality of thought and attitude is

particularly necessary in African literature and drama, marked

as it is by attemots to emphasize and celebrate the provincial

aspects of literature. This provincialism is a product of the

attempt by Nigerian and African artists to convince the

Western world, contrary to the assumptions of colonialism,

that they themselves are gifted with a sense of art and that

Africa is not culturally barren, as Western critics tend to

opine. This is, no doubt, a legitimate pre-occupation
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especially when we consider the fact that Arricans were, -for·

centuries, victims of various brands of colonialism which

sought to de-emphasize their own humanity and superiorise

Western modes of thought and action.

Since the attainment of independence by many African

nations, it became inevitable that the art and culture of the

continent should be devoted to a dismantling and the repudiation

of these colonial prejudices. The problem we encounter here

is that, although the point about the cultural validity of

Nigerian/African art has already been well made, many African

literary scholars still choose to concentrate on it. This

amounts to the flogging of a dead horse and a disregard for

the more important topical happenings in the continent and in

the discipline.

There is a need to depart from this exclusivist and some-

what racial mode of criticism and adopt a comparative and

cosmopolitan stance and already a respect for this has been

expressed and demonstrated by scholar-critics like Dan Izevbaye,

Abiola Irele, Biodun Jeyifo, Chidi Amuta and Ropo SekoQi.

In this thesis, we have also attempted to eschew provincialism

and explore the gains of the broader and more fruitful universal

595
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approach to literature. There is no attempt here to celebrate

tribal, racial and theoretical effigies.

The thesis can therefore be seen, in part, as an expression

of the cosmopolitan nature of drama and, in particular, ·of

Synge's and Ebyinka's creativity. Other Synge-Soyinka scholarsw •

have remarked upon this fact but the point requires further

replication and belabouring because of its relative freshness.

Equally important is our attempt to arrive at a compre-

hensive discourse Which does not concentrate exclusively on

theatre and drama per se but which also embraces several allied

epistemological fields - religion, philosophy, aesthetics,

politics and sociology. Apart from revealing the closeness

between theatre and these other disciplines and how the use of

extra-drama tic concept s may lea d,to a richer study of phenomena,

our eclectic theoretical approach is intended to lead to a

more rounded study of dramatic literature and theatre.

This approach has made it necessary to state our concep-

tual and theoretical framework chapter by chapter as we move

progressively forward in our multi-perspective study of Synge

and Soyinka. Our empirical and theoretical approach receives•
\ an echo in the statements of Chidi Amuta in his The Theory of

African Literature. Chidi Amuta complains that
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A common denominator of African literary scholar-
-ship, a's we indicated earlier, is a disturbing
theoretical anaemia. It is tr,ue that the meta-

,critical intelligence can group the critical
practices of leading scholars of African literature
in terms of the values and world views they express
and represent, but it is difficult to see them as
products of definable schools of critical thought
informed by any consistent theoretical foci.
Literary study as one of the disciplines devoted
to the specialized understanding of the different
a spects of human society needs a rigorous theore~
tical thrust if it is to be taken a s seriously as
the other disciplines from which it differs only
in terms of the ontological peculiarity of its
object of study •••
The wilful suspending of the instinct for rigorous
theorizing is the most conspicuous mark of under-
development in the field of African cultural
scholarship in general and literary criticism in
particular. ?

One particular area which other scholars may wish to

investigate, beyond this thesis" relates to the points of

convergence and divergence between the cultural and literary

backgrounds of Synge and Soyinka namely the Anglo-Irish•
National Literary and Dramatic w,ovement and the Modern Nigerian

Theatre 'movement' of the pre-Independence and post-Independence

eras. We observe that these two events share a similar

historical and sociological tradition and this is perhaps

responsible for the similarity of method and intention that is
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further observable in the works of their writers _ not only

between .Synge and ~yinka but also between say, Yeats and

Soyinka, Yeats and J.P. Clark, Yeats and Femi Osofisan, lady•

Gregory and Wale Ogunyemi, and Sean O'Casey and Ola Rotimi,
to name a few examples.

8 9 10C.L. Innes, Obi Maduakor and Sister Eileen Sweeney

have attempted to validate this proposition through their

compara tive studies of a spects of Irish and African litera ture.

We may also note that the Abbey Theatre seems to find a

Nigerian parallel in the Mbari movement of the 1960s; and

Chinweizu, 8::Jyinka's arch-critic, would seem to be the Nigerian.
version of Arthur Griffith. Thematically, the Anglo-Irish

movement and the modern Nigerian Theatre follow similar

patterns progressing from an interrogation of colonialism to

a nationalist phase and finally arriving at a post-colonial

amazement at the indifference with which the dreams of the

preceding phase have been botched by their very authors. It

would be instructive to examine also the relevance and the

implications of the Irish experience for the Nigerian theatre
and vice-versa.
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But ~or now, our purpose has been to examine the treat-

ments, the manifestations and the implications of the four

themes of death, nationalism, language and revolt in the plays

of Synge and Soyinka. These themes have been examined, in
•

preceding chapters, with copious textual illustrations, and

if, in retrospect, our analysis seems to appear eclectic, it

is probably because we have tried to be accomodative of varying

impressions and thoughts. This is, we make bold to assert,

a just tribute to Synge and Soyinka, for their works reveal•
a synthesizing intelligence which is the product of widely-

sourced impulses and which, for that reason,negates narrow

critical appreciation.

In Chapter One, we defined the purpose and nature of the

study and clarified our theoretical approach. Here, Synge

and §Oyinka are discussed with particular reference to their

skills and accomplishments. It is observed that both writers

have been largely misunderstood by their compatriots and

critics in general but that, by the sheer force of inimitable

talent and luck, they have both been able to rise above the

various forces of hatred, envy, interpersonal frictions and

official indignation which have threatened the very foundations
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of- their careers. A study of both dramatists, we argued,

promises to be rewarding. The point was also made that the

present thesis is a follow-up to our M.A. Project Essay written

on the same authors in 1987; that this is so is a confirmation

of the earlier claim that Synge-Soyinka scholarship provides,.
for the scholar, a wide range of research opportunities.

In Chapter Two, we examined both writers' treatment of

the theme of death and it is noted that they both present

dea th, a s in cIa ssdceI and Elizabethan tragedies, a s the

reductio ad absurdum of existence. In their portraiture of

this phenomenon, they explore the inconographies of death

existent in their individual traditional backgrounds. The

specific picture in their plays is that of characters who

struggle to evade the prospect o~ death but whose lives

ultimately lead in the very direction of dissolution. This

picture seemS to form the core of the tragic philosophy of

Synge and Ebyinka and it is one of the numerous a spects in•
which they share kinship with modern writers insofar as modern

literature is concerned with the devitalization of man and the

triumph of deatho

But whereas Synge's concern with death has an autobio-

graphical basis, as it is partly an expression of Synge's
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continuous attempt to resolve the mortality-crisis in which

he round himselr, Soyinka's iconography or death is largely. . .

an intellectual process; that is, a kind or thanatodicea - a

philosophy or lire predicated on a study or the place or death

and it is contended that these charges are not validated by

in human experience.

In Chapter Three, we try to re-evaluate the charges or

anti-na tionalism that have been levelled against both writers

concrete historical and artistic racts. Besides, they are

nothing but the specious decantations or a group or ideologues

Who, in both Ireland and Nigeria, at one time assigned them~

selves the unsolicited role or guardians of public taste. The

unrortunate thing is that these ideologues legislated over art

rrom a politically sentimental perspective and it is for this
, .

reason that their views remain suspicious.

We added the caveat that the national controversy is

more polemical and decisive in Synge's case to the degree that

it WaS perennial and also to the degree that it resulted in

riots, physical combats and legal tussles. &::!yinka'snationa-
•

lism, on the contrary, is more or less generally accepted;

the voices of dissent here constitute a mere minority, only

periodically vocal and largely treated as circus freaks. Our
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conclusion is that, while there is a need to justify Synge's

nationalism against arguments to the contrary, what ought to

be done in Soyinka's case is to question the tendency to
•

pigeon-hole him into the two convenient extremes of nationa-

lism and anti-nationalism.

80th writers are nationalist insofar as their works draw

their themes and inspiration and their flora and fauna from

the Irish and Nigerian landscapes respectively; but this is

done without any ideological affiliations since Synge and

Soyinka are primarily concerned with objective truth, the•
kernel of higher nationalism.

In Chapter Four, we noted that Synge and Soyinka are•
masters of language both in terms of their manipulation and

exo l.ora tion of its varied a spects and also in terms of how

they have both attempted to resolve the language dilemma of

their respective countries. Many scholars have commented on

this but requiring further academic attention is the ability

of both writers to stretch language beyond its traditona1

frontiers as a vehicle of thought, and elevate it into high

art in form of symbolic action, discourse and performance.

EvidEnces of this abound in their plays.

We argued in our discussion that perhaps the most important

value of a linguistic reading of their works resides neither
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.. in its adulation of both writers' linguistic skills nor in its

as philosophers, as social visionaries and as aestheticians

revelation of the semiotic range of their works but in the

fact that it compels us to contemplate the theatrical communi-

cation of their plays. We observed that Synge's and ~yinka' s

language, by the fact of its peculiarity, imposes special

demands on the theatrician and that these demands must be care-

fully considered if the plays are to be effectively realised

on stage.

No reader or theatre worker, it is argued, should approach

Synge's and Soyinka t s plays, particularly with regards to. .

their language, with pre-conceived notions of aesthetics and

appreciation. Synge and ~yinka' s art permits no such fixed

a priori evaluation. Their works are protean and their language

continuously evokes a myriad of Lmpu.l ses and impressions,

whether it is encounterd on the page or in the dynamic arena

of the stage. The empha sis that is placed on the thea tricel

aspect of Synge and Soyinka's works in this chapter is important..
Since, ulti~etely, both writers are theatre artists and the

true test of their plays would lie in the area of performance.

Synge and Soyinka may have been portrayed in the entire thesis•
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but they are also, in the main, theatre artists. Their plays

are eloquent on their authors' aWareness of theatre archi-
tectonics and stage possibilities.

In Chapter Five, we argued that Synge and S:lyinkaare
•

rebe~~ in the sense that their wor~s and personalities reveal

a radical, iconocla stic temperament and vision which entail

the dismantling of conventional orthodoxies, social and

existential, and beneath this is a humanistic search for a

saner world and an abiding justice for humanity.

In such works as Riders to the Sea and Madmen and

§peciali~, Synge and Soyinka question, respectively the

very foundations of existence and rebel through authorial

characters like Maurya and Old Man against those social and

metaphysical conditions which threaten to annihilate man and

convert his experience into a melange of hysteria and Jeremia d•.

In works like Opera Wonyosi and The Tinker's Wedding, their

satirical lenses shift slightly and attention is focussed on

man as a social being. Here, what interests both writers are

such peccadillos as power-mania, corruption, bribery and

religious hypocrisy - that is, those little acts of vanity

which highlight the physical and animalistic aspects of man.

Synge and Soyinka laugh a t these but their laughter, far from

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



being sadistic. is corrective and iconocla stic.

60S

Synge and Soyinka, contrary to perva sive assumption ••
are not totally pessimistic about the fate of man nor are they

atheistic. Instead, their works reveal a belief that man may

ultimately survive if only he would re-examine himself and

purify his personality. 80th dramatists do not argue that

God is irrelevant as the absence of messianic revolt in their

works would seem to indicate but they insist that man's

concern for God and religion should be genuine and not coloured

by the hypocrisy of Synge's pries~s and the wanton self-
drama tiza tion of Soyinka' s prophets •.

Taken together, the four themes discussed highlight Synge

and ~yinka's individuality, their attachment to local circum-

stances, and their universal relevance. They also reveal the

nature of Synge and ilbyinka's SJcia-political and artistic

vision and their method of conveying this. The themes of death,

revolt and nationalism achieve the former while the chapter on

language illustrates the latter. Under the first three themes,

Synge and SOyinka are discussed as they engage with the issuesc

of survival, the place of rran in his Society and man's attempts

to comba t and manage the multiple contradictions which a ssail him.
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The chapter on death.and the sub-section on Existential

revolt portray both writers as philosophers; the former

defines an existential problem which the latter reiterates

and resolves with empirical illustrations. While the chapter

on death reveals the futility of existence and its enigmatic

nature, the discussion of existential revolt reveals the soecd.f'Lc

manner in which Synge and Soyinka rebel against this metaphy-
co

sical anguiSh and seek to erect an alternative scheme of

survival in which man rejects orthodox patterns and relies,

as Maurya does in ~rs to the Sea and Old Man in ~admen an£!

fpecialists, on his own resources.

The philosophical temperament of both writers discussed

here is complemented by an equally strong social vision and

an engagement with sociological issues at a serious level of

commitment. This is the point which our chapter on Nationalism

and the section on social revolt attempt to emphasize. In both

instances, we discuss Synge and Soyinka's satiric and
o

iconoclastic temperament and the degree to which this compels

them to caterwaul against those aspects of society which they

consider inimical to the survival of the human estate.
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In addition, the thesis has also attempted to discern

the significance of both writers in the larger tradition of

dramaturgy; first, by emphasizing their modernism and second,

by discussing them in relation to other writers.

We now feel confident enough to declare that Synge and

Soyinka are universal and timeless writers. They speak for~ .

all peoples and for all times. Their thematic leaning is

towards the plight and the survival of man in a world that is

characterized by the irreconciliable and irresoluble dis-

junction between dream and reality, between the past, the

present and the future, between the state and the individual

and between God and man. They paint a grim landscape: that

of humanity tottering on the brink of a bottomless well, a

point ~ero where apocalypse becomes a reality. But despite

their tragic portraiture of man, as evident in our chapter on

death and in our discussion of existential revolt, Synge and

Soyinka are equally .capable of the luxury of comedy; they
o

detach themselves from time to time from man's jeremiad and

engage in the re-assuring and psychologizing business of

laughing.

Their tragedies confront us with the gradual debilita-

tion of the human estate while their comedies put a restrain-

ing hand on our anxieties. The emergent thematic equilibrium
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of their, works, therefore, is a humanistic statement, a

reassurance that man; in spite of the vicissitudes of fate

may yet arrive at the portals of victory. This statement is

often couched in privatist, metaphorical and symbolic codes;

it is implicit rather than explicit, philosophical rather than

propagandist, and consequently those, like the ultra-

nationalists of Synge's time and of Soyinka's Nigerian SOciety•
of the sixties, who look up to our two writers for facile

disappointed.

mathematical resolutions of the human dilemma are often

In their iconography of man's misfortune, Synge and

Soyinka accuse man of being the architect of his own curse
o

due to his avarice, cupidity, autolatry, hypocrisy and

complete refusal to heed the Lesson.s of time and history,

Hence, the concomitant, albeit characteristically ambiguous,

philosophical ethic of their plays is that man is the only

being capable of resurrecting his own essence. Their characters

lend us eyes through which we may comprehend our own imper-

fections. They are archetypes, theoretically far yet immediate

for their lives touch ours, their anxieties move us and in

contemplating their fate we are equally reminded of our own

humanity and imperfections. It is this ability to frame the
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human question in its manifold complexities that makes Synge

and Soyinka universal. It is, indeed, not surprising that•
their works have received expression in languages other than

theirs.

Their universal intelligence however, has 'a local

habitation and a name'. The greatest writers, as Shaw pointed

out, ere most local in being most universal and Synge and

3Jyinka are no exceptions. Their work s draw sustenance and•
motivation from _the indigenous landscape - its heritage,

sociology and psychology. This authenticates their works

as patriotic pieces. But beyond this, Synge and §byinka

transcend national boundaries and espouse internationalism;

inherent in their locality is the universal, both being. '..'

mutually inter-connected, feeding and clarifying each other

Their creative attitude is, however, often seen as

ambiguous, involving, as it does, a dual, apparently

contradictory process of affirrration and rejection. They

affirm the cosmogonic values of their heritage and confess

the cosmopolitan range of their creative education but

cognate with this is an iconoclastic exposition of the

socia-political and economic contradictions of their local

and universal heritage. Put differently, Synge and Soyinka.
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are rebels, completely incapable of cant and hypocrisy.

The degree to which this is so ha s been discussed in our

chapters on Nationalism and Modernism and Revolt.

Let it be noted that beneath their iconoclasm is a

and enhances their credentials as thought-makers, but this,

ironically, has also been partly responsible, as the chapter

on nationalism Shows, for the negative reception of their

works. But as years went by, unsympathetic critics of their

works were often compelled by the force of overwhelming

positive evidence to re-consider their initial objections.

Value jUdgements are contentious issues in literary

criticism, especially in a study of two or more major

dramatists as is attempted here. Itis even more so when the

two drarratists have already attained legendary status, as is•••
the ca 58 with Synge and Soyinka. Yet, we feel compelled to

•
report that throughout our study of Synge and Soyinka we have.
in almost all instances been forcibly struck by the fact that

the latter appears richer, more varied and engaging. This is

stated not to impugn Synge's integrity but to establish that

each writer still retains his own stamp of identity despite

all the similarities between both of them. We are of the view
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that Synge lacks Soyinka's scope and versatility. In any•
case, there is a limit to a comparison of the works of a man

who had only thirty-nine years to live and those of one who

has already had a Span of fifty-five. But that Synge's works,

exiguous as they are, could be compared with Soyinka's large•
oeuvre is an index of the strength of his genius.

It remains to be seen whether literary excellence is

a function of volume. Literary history parades a long list

of prolific writers - Jokai, Vrchlicky, Camille Lemonnier,

Kotzebue, Krazewski, Gleisch, Restif de la Bretonne and

Madame de Genlis. It may also be remembered that Lope de Vega

wrote eighteen hundred plays and four hundred and fifty autos.

Balzac produced an average of four to five volumes annually

for nineteen years. Between 1847 and 1B79, Trollope wrote

forty-five books. Didymus wrote six thousand treatises,

Alexandre Hardy produced six hundred tragi-comedies. Marquis

de Foudras was so productive that he wrote about thirty

volumes in a year and Belleforest once boasted that he had a

mill for prOducing books. But where are they all today in

the echelons of literature? That Synge, with only seven plays,

ha s succeeded in re-defining the frontier5 of drama is a
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strong cOnfirmation of the depth of his perception and skill.

He belongs to that category of taciturn geniuses - _Joe Orton,

Georg Buchner and Thornton Wilder-whose personalities are so

richly endowed that contact with them forcibly reminds us of

our own inadequacies.

We have also observed that Synge and Soyinka are inndva-
II

tive and avant-garde in their thoughts and modes and this,

perhaps, has been largely responsible for the negative

reception of their plays, particularly in the ca se of Synge

who wrote within a fiercely ideological context which was

situated on ex cathedra moral and political conventions.

Although there waS no official law of censorship in Ireland

until 1921, there existed throughout the Irish Literary

Renaissance a fanatical unofficial policing of the creative

arts by self-congratulating poli ticia-ns, ideologues and

aesthetes. The chapter on Nationalism has already discussed

the scope and implications of the activities of this class of

IriShmen but the point is worth repeating that Synge suffered

their ire most because, of all the Irish writers of the period,

he was the most different, the most avant-garde.
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His The Playboy of the Western World generated riotous

behaviour in the theatre; The Well of the saints and In th~

Shadow of the Glen were similarly denounced; Riders t2.,jhe Sea

was merely tolerated and the production of The Tinkers'

Weddina had to be discouraged because of the play's undis-

guised anti-clericalism. These strictures against Synge's

plays raise fundamental issues cf aesthetics, of the sociology

of literature and, most importantly, of censorship.

Censorship, it is worth noting, has had a chequered

history in the arts. Freud, Heine, Voltaire, Shaw, Maxim

Gorky, Alexander Solzhenitsyn, James Joyce, Rabelais, Hugo,

Ibsen, Baudelaire, Moliere, Manet and more recently Umberto

Eco and Sellman Rushdie are examples of artists who, like

Synge, have been arraig~ed and CBnvicted at the court of

public or official opinion because they dared to perceive

reality with a lens that is different from and sharper than

that of the general populace. But at a more critical level

of investigation, it appears that those· who_condemn artists

are themselves usually guilty of the same ethical shortcomings

which they accuse artists of. Hence, censorship becomes a

hypocritical act.

613
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The example of the Roman Catholic Church is useful. This
~•r- church has often banned books and excommunicated writers

whose views are considered sensual, mystical or heretical;

that is, antithetical to its own ecumenical intentions. In

1557, for example, GaS9noval s Memoirs, Flaubert's Madame

Bovary, Boccacio's Qecameron and seversl other books were

outlawed by Pope Paul IV, in the Index Librorum Expurgatorius

of that year but, S9nctimonious as the Catholic Church is,

whose basis it indicts authors and their books.

it is not itself free of the S9me ethical shortcomings on

The contradiction that we encounter here is archetypal

and it provides a good analogy for the Irish experience to

the degree that those who accused Synge of immorality and

unlrishness were themselves corrupt and less committed to the

Irish and humanist cause. It is only just that history has

vindicated Synge; today, his works which were once rejected

have become part of the heritage of Irish and world literature

and theatre.

Like Synge, Soyinka ha s also been strongly indicted by•
unsympathetic critics. In 1960, his A Dance of the Forests

gave him a stormy beginning as critics descended on the play

and dismissed it as an artistic enigma. In 1965, Soyinka's
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of J.P. Clark's Song of A Goat - had already been selected

entry into the Commonwealth Arts Festival WaS by a sleight

of hand-through a London production of The Road; different

entries - Duro Ladipo's Oba Koso and John Ekwerre's production

to represent Nigeria. It is not as if S::lyinka'splay WaS not

good enough, the refusal to select his play is representative

of the kind of cold shoulder which brilliant people often

receive from many of their compatriots at different times.

During the 1960s, for example, S::lyinkaWas called all.
kind of abusive names. He wa s also harra ssed by the thug s

of the ruling Nigerian National Democratic Party (NNDP)

because of the directness of his satirical barbs in such

sketches as "The Republican", "The New Republican", and

Before the Black~. Throughout the Nigerian Civil war

(1966-1969), §oyinka was persecuted by many newspapers and

institutions. And when he produced Madmen and Specialists

in Nigeria in January 1971 (Ibacan) and April 1971 (Ife), the

play WaS received with mixed feelings, although it had been

lauded at the time of its creation in 197D in Waterford,

Connecticut and in New York in the United States of America.

But like Synge, S::lyinkaha s managed to survive these
•

attacks on his talent and career. Between 1971 and 1975,
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the basis of The Wan Died (1972) or Death and the King's
11Horseman (1974) alone, as one critic remarked, he deserves
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during the period of his self-exile, he cleared the doLbts

about his talents through such works as Jero's Metamorphosis,

Death and the King's Horseman and The Bacchae of Eurip~.

These works advanced his dramatic career and within a decade

after his return from exile, he has been able to establish

his reputation as a serious dramatist so firmly that when he

won the Nobel prize in 1986, it came as a surprise to no one.

Soyinka, like Synge, is a dramatist of the first rank. On•

to be a Nobel Laureate. In much the same manner, J.M. Synge

lives for ever with is poetry, prose and seven plays.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



61?

NOTES

1James Gibbs, "Drama and Nationalism: A Study of Ibsen,
Synge and Soyinka", unpublished M.Litt. Dissertation,
Unive.rsi ty of Bristol, 1972.

2Atabo Oko, "A Study of Nationalism in the Plays of Wole
Soyinka, Derek Walcott and J.M. Synge", unpublished M.A.
Dissertation, University of Ibadan, 1980.

3Isidore Okpewho, "Comparatism and Separatism in African
literature" World Literature Toda:t. , Vol. 55, No.1, Winter 1981
pp , 10-33.

40• S. Izevbaye, "The African Experience of Comparative
Literature, "S.D. Asein (ed.), Comparative Approaches to
Modern African Literature ( Ibadan: University of Ibadan Press,
19B2), pp. 1-8. --

5Frederic Loli~e , A Short tli~ory of Comparative Literature:
From the Earliest Times to the Present Day (Translated by M.
Douglas powerTlNew York/London: Kennikat Press, 19?0).

6August Wilhelm von Schlegel, "Lectures on Dramatic Art
and Literature", 8ernard F. Dukore (ed.), Dramatic Theory and
Criticism: Greeks to Grotowski (New York: Holt, Rinehart and
Winston Inc., 19'74), p. 493. .

?Chidi Amuta, The The~of African Literature: Implications
for Practical Criti~ (London and New Jersey: Institute for
African Alternatives, Zed Books Ltd., 1989), p, 5.

8
C.L. Innes, "Through the Looking Glass. Africa and Irish

Nationalist Writing", Eldred Jones (ed.) African Literature
Today, No.9 (London: Heinemann Educational Books Ltd., 19'78),
pp , 10-23.

90bi Maduakor, "On the Poetry of War: Yeats and J.P. Clark,"
S.D. Asein (ed.) Comparative Approaches to Modern African
Literature, PP. 94-103.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



'""--

11 d 1 b' 't' 'tDapo A e ug a, in an in erview Wi h
a fter the« announcement of ~yinka' s Nobel
1986.

NTAAbeokuta shortly
prize in October

618

10Sister Eileen Sweeney, "The Irish Literary Revival and
the Nigerian Literary Movement in the sixties," 5.0~ Asein
(ed.), pp. 104-116.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



619

BIBLIOGRAPHY

PRIMARY OOURCE S

J. M. sYNGE

Saddlemyer, Ann (ed.) J.M. Synge: Plays. London: Oxford
Universi ty Press, 1971.

Synge, John M. Translations (Robin Skelton ed.). Dublin:
Dolman Press, 1961.

-----------. Four Plays and The Aran Islands (Robin Skelton
ed.). London: Oxford University Press, 1962.

------------. The AutobiographY of J.M. Synge. London:
Oxford University Press, 1965.

----------. Plays, Poems and Prose. London and Melbourne:
Dent, 19B8.

lbe Synge Manuscripts in the Library of Trinity College
Dublin. (Nicholas Grene, Compiler). Dublin: The
Dolmen Press, 1971.

tJOLE-SOYINKA

Soyinka, Wole. "The Future of African Writing", The Horn,
• 4(1), 1960, pp , 10-16.

--------. "From a Common Back Cloth: A Reassessment of
the African Literary Image". American Schola!:, 32,
Summer 1963, PP. 387-397.

"And After the Narcissist?" Africa Forum...
1(4), Spring, 1966, pp , 53-64.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



620

----------. "The Writer in a Modern African State" •
.Transition, 6(31), June/July 1967, pp. 11-13.

------------. Collected Plays g. London: Oxford
Universi ty Press, 1974.

--------. "Neo-Tarzanism: The Poetics of Pseudo-
Tradition" Transition (Accra), 48, 1975, pp. 38-44.

"Drama and the Revolutionary Ideal", Karen
L. Morell (ed.), In Person: Achebe, Awoonor and
Soyinka. Seattle, Washington: Institute for Compara-
tive and Foreign Area Studies, University of
Washington, 1975, pp. 61-88.

--------.-----. Ogun Abibiman, London: Rex Collings, 1976.

------------. Idanre and Other Poem~. London: Eyre Methuen,
1977.

---------------. Myth, Literature and the African World.
London: Cambridge University Press, 1979.

-----------·"Theatre and the'Emergence of the African Film
Industry" Alfred E. Opubor and Onuora Nwuneli (eds.).
The Development and Growth of the Film Industry in
Nigeria. Lagos: National Council for Arts and Culture,
1979, pp. 97-103.

-------·----·"Theatre in African Traditional Culture:
Survival patterns" Richard Olaniyan (ed.) African
tlistory and Culture. Lagos: Longman Group Ltd., 1982,
pp. 237-249.

-------------·Poems from Prison. London: Rex Collings Ltd.,
1981.

• "Towards a True Theatre" Yemi Ogunbiyi (ed.)
Drama and Theatre in Nigeria: B critical 50urce~.
Lagos: Nigeria Magazine, 1981, pp. 457-461.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



621

--------. "Shakespeare and the Living Dramatist".
Shakespeare Survey, Vol. 36, 1983, pp. 1-10.

.__._---- "Mad dogsand peppersoupfl Ibe G!::!.S.!:f1ianI

Sunday, Jan~ 31, 1988, p , ?

The Critic and Society: 8arthes, Leftocracy
and Other Mythologi~s. Ife: University of Ife Press,
1982.

Unlimited Liability Company. Lagos: Ewuro
Productions Label E.W.P. 001, 1983, disc record.

---------------. Collected Plays 1. London: Oxford University
Press, 1984.

"Nobel Lecture 1986: This Past Must Address
its Present". &Heden: The Nobel Foundation, 1986,
Mimeograph, 20pp.

Art, Dia19gue and Outrage. Ibadan: NewHorn
Press, 1988.

--------. "Of Cartoon and National Honour" The Guardian,
Sunday, Jan. 31, 1988, p.?

------. "Power and Creative Strategies" The Punch,
Wednesday, May 4, 1988. p. 10.

--------. "At the touch of a button" The Guardian,
Thursday, July?, 1988, o , 12.

-------. "Proscription or Dialogue: A Simple Choice"
The Punch Wednesday, July 2?, 1988,. p , ?

--------------. Ake: The Years of Childhood. Ibadan:
Spectrum Books Ltd., 1988.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



622

---------. "The Fifth Horseman" The Guardian,
Thursday, February 23, 1989, p. 7.

a::CON~RY EQJRCES

-----. Six Plays. Ibadan: Spectrum Books Ltd., 1988.

IS3.ra: Voyaae Round 'Essay'. Ibadan:
Fountain Publications, 1989.

BDDKS

Abd-ru-shin. In the Light of Truth: The Grail Message
Vol. II Third edition. Vomperberg: Alexander
8ernhardt Publishing Co., 1979.

Abrahamsson, H. The Oriqin of Death: Studies in African
Mythology (Stud. ethnogr. Upsala 3). uppsa1a:--
Almquist and Wicksells, 1951.

Adamov, Arthur, Ici et Maintenant. Paris: Gallimard, 1964.

Adedeji, Joel. Nationalism and the Nigerian National Theatre
Munger Africana Library Notes, No. 54. Pasadena:
California Institute of Technology, 1980.

Adelugbe, Dapo (ed.) Studies on S~. lbaden: Ibada.n
University Press; 1977.

-------- (ed.). Before Our Very Eyes. Ibadan: Spectrum
Book s Ltd., 1987.

Agetue, John (ed.) Interviews with Six Nigerian Writers.
Benin City: Bendel Newspapers Corporation, 1974/75.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



623

Alvarez, Alfred. The Savage God: A. Study of Suicide.
New York: Harcourt, Brace and World, 1940.

Aries, Philippe. Western A ttitudes Toward oEATH: From the
Middle Ages to the Pres~ (Transl.-by Patricia M.
Ranum). Baltimore and London: The John Hopkins Press,
1974. Later expanded and entitled l!:llLHourof Our
Death. New York: A. Knopf, 1981.

Ar taud , Antonin. The Theatre and Its Double (trans!. by Mary
Richards). New York: Grove Press Inc., 1958.

Asgarally, Issa. Litt~rature~ R~volte. lIe Maurice:
Editions Ie Flamboyant, 19B5.

Astrachan, Sam. An End to Dying. London: Barrie, 1958.

Ayandele, E.A. The Educated Elite in ~he Nig~~ Society.
lbadan: Ibadan University Press, 1979.

Azdk Lwe , Nnarndd, fuillascentAfrica. London: Frank Cass and
Company Ltd., 1968.

Babcock, Kendric Charles. The Rise of American NatiOnality:
1811-1819. New York and Evanston: Harper and Row
Publishers, J and J Harper Editions, 1968.

Banham, Martin (with Clive Wake). African Theatre To~.
London: Pitman Publishing Ltd., 1976.

Barbotin, Edmond. The Humanity of ~. New York: Orbis
Books, 1975.

Barry, William D.O. Heralds of Revolt: Studies in Modern
Literature and....QEg~ Port Washington, New York,
London: Kennika t Press, 1971.

Beauvoir, Simone de. The Coming of ~ (transl. by Patrick
O'Brian). New York: G.P. Putnam's Sons, 1972.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



624

Becker, Ernest. The Denial of Death. New York: The Free
Press, 1973.

Beier, Ulli. Origin of Life and Death: African Myths.
London: Heinemann, 1966.

Bell, J. Bowyer. On Revolt: Strategies of National
Liberation. Cambridge, Mass and London, England:
Harvard University Press, 1976.

Bendann, E.- Death Customs: An Analytical Study of B~l
Rites. London: Kegan Paul, Trench, Trubner and Co.
Ltd., New York: Alfred A. Knopf, 1930.

Benn, Maurice B. The Drama of Revolt: A Critical Study of
Georg Buchner. London: Cambridge University Press,
1976.

Benson, Eugene. J.M. S~. London: The Macmillan Press
Ltd., 19B2.

Bentley, Eric. The Modern Theatre: A Study of Dramatists and
the Drama. London: Robert Hale Ltd., 1950.

Bevington, David. Action is ElOquence: Sh~~eare's Languacre
as Gestu~. Cambridge MA: Harvard University Press,
1984.

Biesanz, John and Mavis Biesanz. Modern Society: An
Introduction to Social Sci~. Second Edition New
Jersey, Englewood Cliffs: Prentice-Hall Inc., 1959.

Block, B. and Trager, G.L. Outline of Linguistic Analysis.
Baltimore: Linguistic Society of America/Waverly
Press, 1942.

Bloomfield, Leonard. Language. London: George Allen and
Unwin Ltd., 1950.

Bogard, Travis and William I. Oliver (eds.) ~odern Drama:
Essays in Criticism. New York: Oxford University
Press, 1965.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



625

BOisdeffre, Pierre de. Une Histoire Vivante de la litt~-
rature d'Au,jourd'hui 1939-1960. Paris: Le Livre
Contemporain, 1959.

Bolinger, Dwight. Asoects of Language. New York: Harcourt,
Brace and World Lnc ,, 196B.

Booth, James. Writers and Politics in ~~geria. London:
Hodder and Stoughton, 1981.

Borklund, Elmer. Contemporary Literary Critics. London:
St. James Press, N.Y.: St Martin's Press, 1977.

Bosanquet, Bernard. Social and International Ideals: Being
§tudies in Patrioti~ London: Macmillan and Co. Ltd.,
1968.

Bourgeois, Maur'ice. John Millington Synge and the I~
Theatre. London: Benjamin Blom, 1965.

BowIe, John. The Nationalist-1~ea. London: Ampersand Ltd.,
1955.

Boyd, Ernest. Ireland'~Literary Renaissance. Dublin:
Allen Figgis, 1968.

Bradbury, Malcolm.
Literature.

~Social Context of Wodern English
Oxford: Basil Blackwell, 1971.

Brockett, Oscar G. The Theatre: An Introduction Fourth
edition. New York: Holt, Rinehart and Winston, 1979.

Brown, John Russell. Theatre Language: A Study of Ar~,
Osborne, Pinter and Wesker. London: Allen Lane The
Penguin Press, 1972.

Brown, Norman O. Life Against Death: The Psychoanalytic
Meaning of Histor'y. New York: Viking Books, 1959.

Brown, Roger. Words and Thing2' Glencoe, Illinois: The
Free Press, 1959.

Brustein, Robert. The Theatre of Revolt. London: Methuen
and Co. Ltd., 1965.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



626

-------. Revolution as Theatre:.J:!gteso!!-.ibeNew
Radical Style. New York: Liveright, 1971.

Surke, Kenneth. A Grammar of Motives. New York: Prentice
Hall Inc., 1945.

Cameron, Kenneth Neil (ed.) Romantic Rep.els: Essays on
91elley and his Circle. Cambridge, Ma ssachusetts:
Harvard University Press, 1973.

Campbell, Joseph (ed.) The Por~le Juna. New York: Viking,
1971.

-----------. Msn and Time. New York: Pantheon, 1957.

Camus, Albert. ~stance, Rebellion and Death (Translated
by Justin O'Srien). New York: Alfed A. Knopf, 1961.

The Rebel (TranSlated by Anthony Sower).
Harmondsworth, Middlesex: Penguin Sooks Ltd., 1962.

------. The Myth of Sisyphus. London: Hamish Hamilton,
1979.

Carr, Edward Hallet. Nationalism and After. London: St
Martin's Press Inc. and ~acmillan and Co. Ltd., 1945.

Carroll, John S. Language and Thouaht. EnglewOOd Cliffs,
New Jersey: Prentice-Hall Inc., 1964.

Carson, Rachel. The Sea Around Us. New York: The New
American Library, 1960.

Cassirer, Ernst. Language and W.yth. New York: Dover
Publications, 1953.

Caudwell, Christopher. lllusion and Reality: A S~~~
Sources of Poetry. London: Laurence and Wishart, 1946.

----------. Studies and Further Studies in a Dying Culture.
New York and London: Monthly Review Press, Modern
Reader edition, 1972.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



627

Cetron, Marvin and Thomes O'Toole. Encount~~llih the Future:
A Foreca st of Life into the Twenty-first century.
New York: McGraw-Hill Book Company, 1982.

ChadWick, Munro H. The Nationalities of Europe and The Gr~
of National Ideologies. Cambridge: Cambridge University
Press, 1966.

Chase, Stuart (in collaboration with Marian Tyler Chase).
E,gwer of Wor.f!§. New York: Harcourt, Brace and World
Inc., 1954.

Chinweizu, Onwuchekwa Jemie and Ihechukwu Madubuike. TOWard
the Decolonizati2n-Qf African Literature Vol. 1,
Enugu: Fourth Dimension Publishers, 1980.

Chomsky, N DaTI • Syntactic Str1!.£1:~. The Hague: Monton, 1957.

Choron, Jacques. Modern Man and Mortality. New York:
Macmillan, 1964.

-------------. ~~d Western Thought. New York: Collier
Books, 1963.

Clark, Ebun. Hubert Ogunde: The Making of Nigerian Theat£§.
Oxford: Oxford University Press, 1979.

Clarke, Desmond (ed.) The Chanains Face of Literature: A
discussion and evaluation of developments over the
pa st fifty years. Proceeding s of thirty-eighth

International P.E.N. Congress, Dublin 12-18, September,
1971. Dublin: T~e Irish P.E.N. Centre, Ireland, 1972.

Clark, Grahame. The Identity of Man.London and New York:
Methuen and Co. Ltd. t 1983.

Clark" William Smith. The Early Irish Stage: The Beginnings
to 1720. London: Oxford UniverSity Press, 1955.

Cobban, Alfred. National Self-determination. Chicago:
University of Chicago Press, 1944.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



628

Coggin, Phillip A. Technology and Man: The Nature and
Drqanisation of Technoloqy in Modern Society •

.Exeter: A Wheaton and Coy. Ltd., 1980.

Coleman, James S. Nigeria: Background to Nationalism.
Berkeley, Los Angeles, London: University of
Ca Iifornia Pre ss, 197 1.

Collison, Robert and Mary. Dictionary of Foreign Quotatio~.
London and Basingstoke: The MacrT'illanPress Ltd., 1980.

Cook, David. African Literature: A Critical View. London:
Longma n , 19BO.

Corkery, Daniel. ~nge and Anglo-Irish Literature. Cork:
The Mercier Press, 1966.

Corrigan, Robert W. (ed.) Theatre iD-!b§ Twentieth Century.
New York: Grove Press Inc., 1963.

Co xhee d , Elizabeth. Lady Gregory: A Literary Portrait
second edition. London: Secker and Warburg, 1966.

---------. Masterpieces of Modern Central European Thea~:
Five Plays. New York: Collier Books, 1967.

Cox, Harold. Later Life: The Realities of Aging. New Jersey:
Prentice-Hall Inc., 1984.

------. Daughters of Eri!:l. London: Secker and Warburg,
1965.

Da Free John. Easy Death: Talks and Essays on the InhereD!
and Ul tima te Tran scendence of Des1tLand Everything Else.
(Compiled and edited with an introduction and commentary
by Georg. Feuerstein). Clearlake, California: Dawn
Horse Pr-e as, 1983.

Davidson, Basil. Which Way Africa?: The Search for a New
Society. 3rd ed. England: Penguin Books Ltd., 1971.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



Durkheim, Emile. Suicide: A Study in Sociology. (Transl.
by J.A. Spaulding and G. Simpson). New York: The Free
Press, 1951.

,629

Oavydov, Yuri. ~th, Phil£sophy, Avant-gardism: Philosophi£
Myth-Making and the literary Avant-gardism. Moscow:
Raduga Publishers, 1978.

Derrida, Jacques. ~ing and Difference. Chicago: University
of Chicago Pre ss, 1978.

Deutsch, Karl. Nationalism and Social Communicati~n: An
Inquiry into th~Foundations of Nationality. Second
ed. Cambridge, Massachusetts and london: 1975.

Dobzhansl<y, Theodosius. Mankind Evolving: The Evolution of
the Human Speci§.~. New Haven and london: Yale
Universi ty Pre ss, 1975.

Dixon, Peter. ~2£i£. london: Methuen and Co. ltd., 1971.

Drinkwater, John. Patriotism in literature. london: Williams
and Norgate, 1924.

Dublin, L.L. Suicid~ A Sociological and §!slli.tical Study.
New York: Ronald Press, 1963.

Ducasse, C.J. The belief in a life after~~, Springfield,
Ill.: Charles C. Thoma s, 1961.

Duerden, Denis. The Invisible Present: African Art and
Literature. New York: Harper and Row, 1975.

Duerden, Denis and Cosmo Pieterse. African Writers Talking.
london: Heinemann, 1975.

Dukore, Bernard F.
Grotowski.

~ramatic Theory and....Qriti£!..sm:Greeks !g
New York: Holt, Rinehart and Winston, 1974.

Eagleton, Terry. bjterary Theory: An Introduction. Oxford:
Ba sil Blackwell Ltd., 1986.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



630

Edgeworth, Maria. #6stle Rack~ (Edited with an introduction
by George Watson). Oxford: Oxford University Press 1977.

Ekwensi, Cyprian (ed.) Festac Anthology of Niaerian New
Writing. Lagos: Federal Ministry of Information, 1977.

Elam, Keir" !be SemiQ.jj£..§...£fTheatre and Drama. London and
New York: Methuen and Co. Ltd., 1980.

Eliot, T.S. The Waste Land and Other ~~. London: Faber
and Faber, 15th Impression, MCMLXII.

----·The Complete Poems and Plays 1909-1950.
New York: Harcourt, Brace, 1952.

---------------.12 Criticize the Critic and Other Writin~.
London: Faber and Faber, 1965.

Ellis-Fermor, Una. The Iri~ramatic Movement. Second ed.
London: Methuen and Co. Ltd., 1967.

Ellman, Richard and Charles Fiedelson Jr. (eds). The Modern
Tradition: Backgrounds of Modern Literat~. New
York: Oxford University Press, 1965.

Embler, Weller. Metaphor and Weaning. Deland, Fla: Everett/
EdWards, 1966.

Emrich, Wilhelm, Ihe Literary Revolution and ~odern Societ~
and Other Essays (Transl. by Alexander and Elizabeth
Henderson). New York: Fredrick Ungar Publishing Co.,1971.
1981.

Encyclopaedia Brittanica, Vol. 18. Chicago/London/Toronto/
Geneva/Sydney/Tokyo/Manila/Seoul: Encyclopaedia
Brittanica Inc., 1981.

Entwistle, William J. Aspects of Language. London: Faber
and Faber,Mcmliii.

Erikson, Erik H. Identity: youth and Crisis. New York:
W.W. Norton, 1968.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



631

Esslin, Martin. The Theatre of the Absurd. New York:
Anchor Books, 1969.

Evans, Gareth Llyod. The Language of Wo'dern Drama. London:
J.M. Dent and Sons Ltd.; New Jersey: Rowman and
Littlefield, Totowa, 1977.

Evans, W.E.D. ~Chemistry of Death. Springfield. Ill:
Charles C. Thoma s, 1963.

Evans-Wentz, W.Y. (transl.) The Tibetan 800k of the Dead
New York: Oxford University Press, 1960.

Farberow, Norman L. Taboo Topics. New York: Atherton Press,
1963.

Faulkner, William. The Sound and the Fury. London: Penguin
in association with Chatto and Windus, 1971.

Fay, Frank J. TOWards a National Theatre: Dra~atic Criticism
(edited with an introduction by Robert Hogan).
Dublin: Dolmen Press, 1970.

Feifel, H. (ed.), The Meaning Qf Death. New York: ~cGraw-
Hill, 1959.

Fielder, Leslie Aaron. Love and Death in the American Novel.
New York: Criterion Books, 1960.

Finley, M.I. The Ancient Greek~ Harmondsworth, Middlessex,
England: Penguin Books Ltd., 1981.

Fischer, Ernst. The Necessity of Art (transl. by Anna
Bostock). London: Penguin Books, 1970.

Flanagan, Thomas. The Irish Novelists 1800-1850. New York:
Columbia UniverSity Press, 1959.

Fleischmann, Wolfang B. (ed.) ~clo28edia of World
Literature in the Twentieth Century Vol. 3, O-z.
New York: Frederick Ungar Publishing Co., 1971.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



632

Forster, John Burt Jr. Heirs to Dionysus: A Nietzschean
Current in Literary Mode~. New Jersey: Princeton

.University Press, 19B1.

Fowler, Roger (ed.) Essays on Style and LangLEge: Linguistic
and Critical Approaches to Literary Style. London:
Routledge and Kegan Paul, 1970.

Fraisse, P. The Psychology of Time. (Transl. by Jennifer
Lieth):-'New York: Harper and Row, 1963.

Freeman, E. I.b.!LTheatreof A~t Camus: A Cri ticaLStudx.
London: Methuen and Co. Ltd., 1971.

Freud, Sigmund. The Problem of Lay Analyses. New York:
Brentano' s Publisher, 1927.

------------. An Outlin~ of Psychoanalysis. New York: Norton,
1949.

-------------·Comple~~hological Works of Sigmund Freud
Vol. -XVII. London: Hogarth, 1955.

Frisch, Karl von.
Language.
1950.

Bees, Their Vision, Chemical Senses and
Ithaca, New York: Cornell University Press,

Fromkin, V. and R. ROdman. An Introduction to Language.
New York: Holt, Rinehart and Winston, 1974.

Fromm, Erich. The Heart of Man: Its Ge~ius for Good and Evil.
New York: Harper and Row Publishers, 1964.

Frye, Northrop. Anatomy of Criticism. New Jersey: Princeton
University Press, 1957.

Furst, Lilian R. Romanticism. London: Methuen and Co. Ltd.,
1976.

Gascoigne, Bamber. Twentieth-Century Drama. London:
Hutchinson University Library, 1974.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



633

Gasner, John. Masters of the Drama (Third revised and enlarged
edition). New York: Dover Publications Inc., 1954.

Q!rections in Modern T~re and Drama.
New York: Holt, Rinehart and Winston, Inc., 1966.

Gakwandi, Arthur Shatto. The Novel and Contemporsr~
Experie~ in Africa. London: Heinemann Educational
Books Ltd., 1977.

Ga tes Jr., Henry Louis (ed.) Black Literature and Literary
Theory. New York and London: Methuen Inc., 1984.

Geiger, Don. The Sound. Sense. and Performance of Literature.
Glenview, Illinois: Scott, Foreman and Coy., 1963.

Gesell, Arnold and F.L. Ilg. The Child from five to ten.
New York: Harper and Bros., 1946.

Gibbs, James. Wole Soyinka. London: Macmillan Publishers
Ltd., 1986.

-------------. (ed.) Critical Perspectives-2D-!ole Soyinka.
Washington: Three Continents Press, Inc., 1980.

------. ['et.al. (eds.) W,Qle Soyinka: A Bibliography
of Primary and Secondary Sources. London: Greenwood
Press, 1986.

Giglioli, Pier Paolo (ed.). 1s~~~nd~ial Context.
England: Penguin Books Ltd., 1977.

Gillian, Garth. From Sign to Symbol. Sussex: The Harvester
Press, New Jersey: Humanities Press, 1982.

Glaser, Barney G. and Anselm L. StrauSS. Awareness",gf Dying.
London: Weidenfeld and Nicolson, 1966.

Glicksberg, Charles I. The Tragic Vision in Twenti~Century
Li terat.ur e, Carbondale and Edwardsville: Southern
Illinois University Press; London and Amsterdam: Feffer
and Simons, Inc., 1968.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



634

----------------. The Ironic Vision in-Modern Literatu~
The Hague~ 'Martinus Nijhoff, 1969.

Goldberg, Isaac.
Language.

The Wonder of Words: An Introduction to
London: Peter Owen Ltd.; MCMLVIII.

Greene, David H. and Edward M. Stephen=. J,M. Synge 1871-1909.
New York: The Macmillan Company, 1959.

Gregory, Lady Augusta. Our Irish Theatre. Dublin: Ellis-
Fermor, 1954.

Grene, Nicholas, Synge: A Critical Stu£v.....9fthe Plays.
London: The Macmillan Press Ltd., 1975.

Grigson Geoffrey Ced.) The Concise Encyclopaedia of Mode~
World Literature. London: Hutchinson and Co., 1963.

Gugelberger, Georg M. Ced.) Marxism and African Litem~.
New Jersey: Africa World Press, 1986.

Gunther, John. Death Be Not Pro~. New York: Harper and
B ro s., 1949 •

Gurr, Ted. Robert. ~Men Rebel. Princeton: Princeton
University Press, 1970.

Haim, Sylvia G. Ced.) amb Nationalism: An AntholE9:t.
Berkeley, Los Angeles, London: University of
California Press, 1976.

Hall, R.A. An Essey on Language. New York: Chilton Books, 1968.

Hanelian, Leo and Edmond L. Volpe (eds.), T~oder~Sh£ri
Novels, New York: G.P. Putnam' 5 9:ms, 1958.

Harmon, Glynn. Human Memory and Knowle£lRe: A Systems Approach.
London: Greenwood Press, 1973.

Harmon, Maurice Ced.), J.M. Synge: Centenary Papers 1971.
Dublin: Dolmen Press Ltd., 1972.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



635

Hartnoll, Phyllis (ed.). The Oxford Co~panion to the Theatre.
London: Oxford University Press, 1985.

HasS3n, Ihab H. !be Dismemberment of Orp~s: Tow~ a Po,§!-
mpdern Literature. New York: Oxford University Press,
1971.

Hayes, Carlton J.H. ESS3YS on Nationali~. New York:
Russell and Russell, 1966.

Hinsley, F.H. ~onalism and the I~ternational System.
New York: Oceana Publications Inc., 19?3.

-------------. Ih§-tlistorifSl Evolut~9D-0f ~odern Nationali~.
New York: Russell and Russell, 1968.

Hayford, J.E. Casely. Ethiopia Unbound: Studies in Race
Emancipati9D. Second edition, with a new Introduction.
by F. Nnabuenyi Ugonna. London: Frank Cass and Company.
Ltd., 1969.

Heidegger, Martin • ...8!LIntroduction to Wetaphysics (Transl.
by Ralph Wanheim): New Haven: Yale University Press,
1959.

Heilbroner, Robert L. 8D Inquiry into the HumaD-EroSpect.
New York: W.W. Norton and Company Inc., 19?4.

Herin , T.R. (ed.) The Plays and Poems of J.M. Synge. London:
~ethuen and Co. Ltd., 1963.

Henn, T.R. The Harvest of Tragedy. London: Methuen and Co.
Ltd., 1956.

Heywood, Christopher (ed.). Perspectives on African Literature.
London: Heinemann, 19?9.

Hinchliffe, Arnold P. ~odern Verse Dra~a. London: Methuen
and Co. Ltd., 19?7.

Hocking, W.E. ~Meaning of Im~ortality in Human Experience.
New York: Harper and Bros., 1957.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



636

- - Hoffman, Frederick J. Freudianism and the Literary W.ind
2nd edition. loiusiana: louisiana State University
Press, 1957.

------.-------. T~ Wortal No: Death~nd the Wodern Imagination.
Princeton: Princeton University Press, 1964.

Hogan, Robert and James Kilroy. laying the Foun~tions 1902-
~. Dublin: The Dolmen Press, 1976.

Hogan, Robert and Wichael J. O'Neill (ed.). Joseph Holloway's
Irish Theatre Vol. One,~~31. California:
Proscenium Press, 1968.

Hogan, Jeremiah J. The English Language in Ireland. Dublin:
Educational Co. of Ireland, 1926.

Hollister, Warren (ed.) Landmark o~ the Western Heritag£
Vol. 1. New York: John Wiley and Sons Ltd., 1955.

Holmes, Janet and J.P. Pride (eds.). Sociolinguistics.
England: Penguin Books Ltd., 19B2.

Hoodin, J.P. The Dilemma of Being Modern. London: Routledge,
1956.

Hooper, Walter (ed.). Selected literary Essavs by C.S.-k§wis.
Cambridge: Cambridge University Press, 1969.

Howe, Irving (ed.). Literary w>oderni~. New York: Fawcelt
Premier Book, 1967.

Hunter, Frederick J. The Power of Dramatic Form. New York:
Exposition Press, 1974.

Hyde, Douglas. A Literar~istory of Ireland: From Earli~
limes to the Present Dav. London: T. Fisher Unwin, 1899.

Ikeda, Daisaku. Dialogue on Life Vol. II: Buddhis~rspecti~
On the Eternity of Life. Tokyo: Nichiren Shoshu
International Center, 1977.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



637

Ikime, Obaro (ed.) Groundwork of Nigerian Histor~. Ibadan:
Heinemann Educational Books Nigerian Ltd., 1980.

Illich, ivan. peschooling Society. New York: Harper and
Row Publishers, 1972.

Ja spers, Karl. Existentialism and Humanism (Translated by
E.E. Ashton). New York: Russell F. Moore Company, 1952.

Innes, C. L. Child Dr 8:ivage: Irish a!lfLAfrican Nationalist
hiteratures. Washington: Three Continents Press, 1987.

Jacobi, Jolande (ed.). ~.G. Jung: Psychological Reflections.
New York: Harper and Row, 1961.

------·Man in the Modern Age (trans. Eden and Ced3.r Paul).
:Garden City: Doubleday Anchor, 1957.

Jeffares, Norman A. !tJh Yeats: Man and Poet. London:
Routledge and Kegan Paul Ltd., 1949.

Anglo-Irish Literature. Dublin: Gill and
Macmillan Ltd., 1982.

and K.G.W. Cross (eds~ In Excited Reverie.
London: Macmillan Ltd., 1965.

Jeyifo, Biodun. The Truthful L~~says on a Sociology of
AfrifS~~. London: New Beacon Books Ltd., 1985.

Johnston, Denis. John Willington Synge. New York and London:
Columbia University Press, 1965.

Jones, Eldred. Othello's Countrymen: The African in Engli§b
Renaissance Drama. London: Oxford University Press, 1965.

------------. The Writing~ole Soyinka. London:
Heinemann Educational Books Ltd., 1983.

-, Eustace Palmer and Marjorie Jones (eds.).
a,bT 17: The Question of LangLBge in African Literature
Today. London: James Currey, 19B9.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



J

638

Jorgensen, Paul A. Redeeming_Shakespeare's W.Ql:.9.§.8erkeley
and Los Angeles: University of California Press, 1962.

Jung, C;G. Psychologica-1 Reflections (Jolande Jacobi (ed.)).
New York: Harper and Row, 1961.

Kafka, Franz. The castle (trans!. by Willa and Edwin Wuir).
London: Secker and Warburg, 1930, New York: Alfred A.
Knopf, 1930.

Kant, Immanuel. The~ritigue of Judgement (transl. Ja~es
Creed Mer~dith). Oxford: Oxford University Press, 1952.

KAPO. Kongi's Harvest, Production programme, Lagos, Jan.1, 87.

Karl, Frederick R. and Leo Hamalian (eds.)
ImaainatioDl-Erom de Sade to Sartre.
Books Ltd., 1974.

Ihtl~§.!2!:!sl
London: Pan

Kastenbaum, Robert. Death, Society aD£LHuman Experience
(2nd ed.). St. Loius: Mosby, 1981.

and Ruth Aisenberg. The Psycholog~f Des!h
London: Gerald Duckworth and Co. Ltd., 1974.

Katrak, Ketu H. !£le Soyinka and Modern_Tragedy: A Study of
Drama tic TheDry and-Er,sctice. New York: Greenwood
Press, 1986.

Kaufmann, Walter (ed.). The Portable Nietzsche. New York:
The Viking Press, 1963.

--------. Existentialism: from Dostoevsky to Sartre.
New York: The World Pt.iJlishingCompany, 1972.

Kedourie, Elie (ed.) Nationalism in Asia and Africa. New
York and Cleveland: The World Publishing Company, 1970.

Kedourie, Elie. National~ London: Hutchinson and Co. ltd.,
1960.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



639

Kennedy, Andrew K. Six Dramatists in Search of a Language.
London: Cambridge University Press, 1975.

Kermode, Frank. The Sense of an Ending. Oxford: Oxford
University Press, 1967.

-------------, John Hollander et. ale (eds.). The Oxford
Antho~QUnglish L~teratur~ Vol. II. Ne .••..York:
Oxford University Press, 1973.

Kierkegaard, Saren. Either10r 2 valse (Translated by David
Swenson and Lillian Swenson). Princeton: Princeton
University Press, 1946.

-------. The Sickness Unto Death. (transl. by Walter
Lowrie). Princeton: Princeton University Press, 1946.

The Journals of Saren Kierkeg~ard (Transl. by
Alexander-Dru). London and New York: Geoffrey
Cumberlege, 1951.

Kilroy, Jarres. The 'Playboy' Riots. Dublin: The Dolmen Press,
1971.

King, Bruce (ed.). Introduction to~erian Literature. Lagos &
London: University of Lagos and Evans Brothers Ltd., 1971.

King, Mary C. The Drama of J.M. Synge. New York: Syracuse
University Press, 19B5.

Kirby, E.T. Ced.), Total Theatre: A Critical Antholog~.
New York: E.P.' Dutton and Co. Inc. 1969.

Kitchin, Laurence. Mi~tury Drama. London: Faber and
Faber, 1962.

--------- • Drama in the Sixties: Form and Interpretation.
London: Faber and Faber Ltd., 1975.

Kitto, H.D.F. Form and ~eaning in Drama. London: Methuen
and Co. Ltd., 1971.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



640

Knott, Eleanor and Gerald Murphy. ~rly Irish Literature.
London: Routledge and Kegan Paul, 1966.

Kohn, Hans. Nationalism as group consciousness. New York:
Macmillan, 1964.

Korzybski, Alfred. The Manb2EE of Humanity. Conn.: Inter
Non-Aristotelian Library Publishing Co., 1950.

Kubler-Ross, Elisabeth. ~Oeath-2D2-Q~. New York:
Macmillan, 1969.

Kuhler, W. The Wentality of Aggs (2nd ed.). New York:
Harcourt Brace, 1927.

Kunitz, Stanley J. and Howard Haycraft (eds). Twentieth
Century Authors. New York: The H.W. Wilson Company,
1942.

Kurrik, Maire Jaanus. Literature and Negation. New York:
Columbia University Press, 1979.

Laforgue, Jules. ~ected Writings of Jules Laforgue (ed.
and transl. by William Jay Smith). New York: Grove
Press, 1956.

Lamont, C. Ihe Illusion of Immortali!y. New York: Philoso-
phical Library, 1956.

Langer, Lawrence L.
Li terature.

~8ge of Atrocity: Death in Modern
Boston: Beacon Press, 1978.

Laski, Harold J. Nationalism and the Future of Civilization.
London: C.A. Watts and Co. Ltd., 1932.

--------------. A Grammar of Politic~. London: George Allen
and Unwin, 1982.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



641

Laurence, Margaret. Long Drum and Cannons. London: Macmillan,
1968.

Leder-er, Ivo J. and Peter F. Sugar. Nat~lism in E2~D
Europe. Seattle and London: University of Washington
Press, 1971.

Legouis, Emile and Loius Cazamian. A History of English
Literature (Revised edition) (Translated from French
by Helen Douglas Irvine). London: J.M. Dent and 9:Jns
Ltd., 1972.

Lepp, Ignace. Death and It~~ystg[ies. New York: Macmillan,
1972.

Lewald, Ernest H. (ed.). The Cry of Home: Cultural Nationalism
and the Modern Wri~. Knoxville: The University of
Tennessee Press, 1972e .

Lindenberger, Herbert. Historical Drama: The Relation-Ef
Literature to Society. Chicago: University of Chicago
Press, 1975.

Lindfors, Bernth. Folklore_!n Nigerian Literature. New York:
Africana Publishing Company, 1973.

Loliee, Frederic. A Short History of ComQarative Litera~:
[rom t~arliest Times to the Present Day (transl. by
M. Douglas Power). New York/London: Kennikat Press,
1970. .

-------------~ed.). Research Priorities in African_Literatures.
~unchen, N.Y., London, Paris: Hans Zell Publishers, 1984.

lucas, F.L. Style. London: Pan Books Ltd., 1964.

Lumley, Frederick. New Trends in Twentieth Century Dra~:
A Survey Since Ibsen an~~. London: Barrie and
Rockliff, 1969.

Lynd, Robert. Old and-1:!.§wMa sters. London: T. Fisher Unwin,
1919.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



( 642

Lyon s, F.S. L. Ireland Since the Fami!:l§!.
and Fontana, 1981.

London: Collins

~acDonagh, Thomas. Literature in Ireland: Studies (in) Irish
and Anglo-Iri.§b. Dublin: The Talbot Press Ltd., n s d,

Macmillan, W.W., Africa~rgent.' Rev. ed. Harmondsworth,
England: Penguin Books, 1949.

Mahood, M.~. Shakesoeare's Wordplay. London: ~ethuen and
Co. Ltd., 1957.

Malone, Andrew E. Irish Drama. London: Benjamin Blom, 1965.

Mann, Thomas. ESsays of Three Decades (Transl. by T .H.
Lowe-Porter). New York: Alfred A. Knopf, 1947.

Death in Venice. London: Penguin in association
with Secker and Warburg, 1967.

Max Schur, ~.D. Freud: Living qnd Dyina. London: The
Hogarth Press, 1972.

Marcuse, Herbert. CQunter~evolution and Revolt. London:
Allen Lane The Penguin Press, 1972.

Maxwell, D.LS. and S.B. Bushrui (eds.) W.B. Yeats 1865-1965:
~~r~Essays on the Art of W.B. Yeats. Ibadan:
Ibadan University Press, 1965.

McCann, Sean (Compiler). The Wit of the Irish. London:
Sphere Books Ltd., 1970.

~egaro, Gaudence. Vittorio Alfieril-fgrerunner of Italian
Nationali~. New York: Columbia University Press. 1930.

~ercier, Vivian. The Irish Comic Traditio!:!..Oxford: Oxford
University Press, 1962.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



643

Merringer, J. The Gods of pre-historic Man. London:
We~denfeld and Nicholson, 1960.

Metwally, Abdalla A. Studies in Wodern D~ Beirut:
Beirut Arab University, 1971.

Wikhail, E.H. Dissertations on Anglo-Irish D~-8_
~bliography of Studies 1870-1970. London and
Basingstoke: Macmillan, 1973.

Milroy, Ja~es. The language of Gerard Manley Hopkins.
London: Andre Deutsch ltd., 1977.

Minogue, K.R. Nationalism. London: Methuen and Co. Ltd. ,1969.

Minot, Stephen. Ihree Genres:JtlDriting (Jf_Poetry, Fiction
and D~ 4th ed, Englewood Cliffs, New Jersey:
Prentice-Hall, 1988.

Mitford, Jessica. The American Way of Death. Greenwich,
Conn.: Fawcett Publications, 1963.

Montefiore, Hugh, Can ~an Survive? london: Collins, 1969.

Moody, Raymond.A. Life After Llli. Covington, Ga: Mocking-
bird Books, 1975.

Moody, T.W. and F.X. Martin (eds.). The Course of Irish
History. Cork: The Woercier Press, 1967.

Moore, Gerald. Wole Soyinka. Tbe te n t Evans Brothers Ltd.,
1971.

------_. Twelve African Writers. London: Hutchinson, 1980.

Moriarty, David M. The Loss of Loved One~. Springfield, III:
Charles C. Thomas, 1967.

Mphalele, Ezekiel. The African Imag!'!. London: Faber and
Faber, 1962.

Munnichs, J.M.A. Old Age and Finitude. Ba sel, EM'itzerland
and New York: Karger, 1966.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



644

~urphy, Daniel J. The Perception of Synge's Plays in Ireland
and America: 1907-1912. New York: Greenwood Press, 1975.

Ngara, Emmanuel. ..,8rtand Ideolog;( in the African Novel ;
A Study of the Influence of Marxism on African Writing.
London: Heinemann Educational Books Ltd., 19B7.

Nationalities and Subject Races: Report of Conference Held in
Caxton Hall, Wesminster, June 2B-30, 1910. London:
P.S. King and 9Jn, 1911.

Nicol, Davidson (ed.) Af'ricanus Horton; The Dawn of Nat~-
lism in Modern Afri~ - Extracts from the Political,
educational and scientific writings of J.A.B. Horton
M.D. 1B35-1B83. London and Harlow: Longmans, Green
and Co. Ltd., 1969.

Nietzsche, Friedrich. he Birth of Tra edy and Ih§ Case of
Wagner (transl. by Walter Kaufmann .' New York: Vintage
Books, 1967.

Nkosi, Lewis. I!L~llii..Masks: Themes and Styles of African
Literature. United Kingdom: Longman Group Ltd., 1981.

Nobel Foundation and the Swedish Academy. Nobel Prize Librar;(:
Aleksandr Solzhenitsyn, Rabindranath Tagore. Sigrid
Undset. W.B. Yeats. New York: Alexis Gregory and
California: CRW.Publishing, 1971.

Novikov, Vassilly, Artistic Truth and the Dialecties of
Creative Work. Moscow: Progress Publishers, 1981.

Nwoko, Somayina G. Nigeria: Path to Nationalism. lbadan
Ogunsina Printing Works, 1982.

Nyerere, Julius, ~edom and Unit;( - Uhuru na umo,ja. a
selection from writings and speeches 1962-65. London:
Oxford University Press, 1967.

O'Brien, Conor, C. and Maire. A Concise Histor~ of Ireland.
London: Thames and Hudson, 1972.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



645

,

O'Connor. D. J. A Critical History of Western Philosophy.
New York: The Free Press; London: Collier Macmillan
Publishers; 1964.

Ogden, C.K. and Ivor Armstrong Richards. The Meaning of
Meaning. London: Kegan Paul, Trench, Trubner, 1923.

Ogunba, Oyin and Abiola Irele (eds.) Theatre in Africa.
Ibadan: Ibadan University Press, 1978.

Ogunba, Oyin. The Movement of Transition. Ibadan: Lbe dan
University Press, 1875.

literary Art and Literary Creativity in
Contemporary Africa. Ife: University of Ife Press,
1979.

Ogunbiyi, Yemi. D~ and Theatre in Nigeria: a Critical
§burce-book. Lagos: Nigeria Magazine, 1981.

Ogunde, Kunle. A Time to Live A Time To Die. Lagos: The
World Productions, 1983.

O'Hanlon, Thomas J. The Irish: Portrait of a People. London:
Andre Deutsch, 1976.

Olaniyan, Richard (ed.) Africa~ History and Culture. Lagos:
Longman Group Ltd., 1982.

-.-:
Olatunji, Olatunde O. Featu~of Yoruba Oral Poetry. Ibadan:

University Press Ltd., 1984.

Ong. Walter J. The Presence of the Word: Some prolegomena
~Cultural and Religious History. New York: Simon
the Schuster, 1970.

Opubor, Alred E. and Onuora Nwuneli (eds.). The Development
and Growth of the Film Indu~try in Nigeria. Lagos:
National Council for Arts and Culture, 1979.

Osundere, Niyi. Village Voices. Ibadan: Evans Brothers Nig.
Publishers ltd., 1984.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



647

Ricard, Alain. ~T~h~ea~t~r~e~a~n~d~~~~~~~~~~~ ••_i_n~k_a~a~n~d
LeRoi J~ (transl. University
.of Ife Press, 1983.

Richards, I.A. Philosophy of Rhetoric. London: Oxford
University Press, 1971.

Ricoeur, Paul. The Rule of Metaphor: Multi-Disciplinary
studies of the Creation of Meaning in Language.
rTransl. by Robert Czerny with Ka~hleen Mclaughlin
S.J. John Costello). London and Henley: Routledge
and Kegan Paul, 1978.

Robertson, John M. Patriotism and Empire Third Edition.
London: Grant Richards, 1900.

Rodgers, W.R •.Ireland in Co~. London: B.T. Batsford
Ltd., 1963.

Roscoe, Adrian A.
Literature.
1971•

Mother is Gold: A Study in West AfricS!:!
Cambridge: Cambridge University Press,

.Rosenthal, M.L. The Modern Poets: A Critical Introduction.
New York: Oxford University Press, 1960.

Royal Institute of Internationa). Affairs, Nationalism, A
Report by a Study Group of Members of the Royal
Institute of International Affairs. London, New York,
Toronto: Oxford University Press, 1939.

Rozenzweig, Franz. Understanding the Sick and the Healthy.
ed, by N.N. Glatzer. New York: Noonday Press, 1953.

Russell, Bertrand. Power. London: George Allen and Unwin
Ltd., 1975.

tacks, Sheldon (ed.). On Metaphor. Chicago and London:
The University of Chicago Press, 1980.

taddlemyer, Ann. J.M. Synge and Modern Comedy. Dublin:
The Dolmen Press, 1968.

,/

and

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



649

Seton-Watson, Hugh. Nationalism and Communism: Essays,
1946-1963. London: Woethuen and Co. Ltd., 1964.

Seymour, St. John D. Anglo-IriSh Litera~ 1200-1582.
London: Cambridge University Press, 1929.

Seymour-Smith, Martin. Who's Who in Twentieth Century
Li tera ture. London: Weidenfeld and Nicolson, 1976.

Ei"laffer,Boyd C. Nationalism: Interpreters and Int~rpretation •
.Washington D.C.: Publication No. 20, Service Center for
Teachers of History, American Historical Association,
1959.

------------. Nationalism: Myth and Reality. London:
Victor Gollancz, 1955.

Shaw, Bernard. Advice to a Young Critic: Letters 1894-1928.
ed. by E.J. West. London: Peter Owen Ltd., MC~LVI.

Shillito, Edward. Nationalism: Man's Other Religion. London:
Student Christian Woovement Press, March, 1933.

Silvert, K.H. (ed.). Expectant Peoples: Nationalism a.!l£l
Development (by the American Universities Field Staff)
with a preface by Kenneth ~. Thompson, New York:
Vintage Books, 1963.

Sithole, Ndabaningi. African Nationalism 2nd ed. London:
Oxford University Press, 1968.

Sitwell, Sacheverell. Journey to the Ends of Time. New York:
Random House, 1959.

Skelton, Robin. J.M. Synge and His World. New York: The
Viking Press, 1974.

----------:e The ~ri tings of J.M. 9ynge.!,.London: Thames and
Hudson, 1971.

- (ed) J. M. Synge: Four Plays and The Aran.
Islands. London: Oxford University Press, 1962.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



650

----------.-----. Remembering Synge: A Poem in Homage for the
Centenary of his birth. 16 April. 1971. Dublin: The
-Do Imen PresS Ltd., 1971.

Smith, Anthony O. Ih§ories of.Nationalism. London: Gerald
Dickworth and Company Ltd., 1971.

Smythe, Colin (ed.). Seventy Years: BeiDa the Autobiography
of Lady Gregory. Gerrards Cross, Buckinghamshire:
Colin Smythe Ltd., 1974.

Snyder, Loius L. German Nationalism: The Tragedy of a People
- Extremism Contra Liberal~in ~odern German History
2nd edition. Port Wa shington, New York: Kennika t Press,
1969.,"

--------(ed.). The Dynamics of Nationalism: Readings
In Its Meaning and Development. Princeton, New Jersey:
D. Van Nostrand Company, Inc., 1964.

Solomon, Maynard (ed.). Marxism and Art: Essays CIa ssic and
~ntemporary. New York: Vintage Books, 1974.

Spencer, John (ed.) bsnguage-in Africa. (Papers of the
Leverhulme Conference on Universities and the Language
Problems of Tropical Africa, held at University College,
Ibadan). London and New York: Cambridge University
Press, 1963.

Spencer, Theodore. ~th and Elizabethan Tragedy. New York:
Pageant Books, 1960.

Spender, Stephen. The Struggle of the Modern. London:
Hamish Hamilton, 1963.

Steinberg, Erwin R. (ed.) Stream of Consciousness Technique
in the Modern Novel. Port Washington, New York,
London: Kennikat Press, 1979.

Stewart, Garrett. Death Sentences: Styles of Dying in British
.£.!ction. Cambridge, MasEachusetts, London, England:

Harvard University Press, 1984.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



651

Stewart, J.I.M. Eight Modern Writers. Oxford: Oxford
Universi ty Press, 1963.

Strachey, James et.al. The Complete PS¥fhological Works of
Sigmund Freud. London: The Hogarth Press and the
Institute of Psycho-Analysis, 1963.

Strong, L.A.G. John Ma sefield. Essex: Longmans, Green and
Co. Ltd., 1968.

Sturt, M. The Psychology of Time. New York: Harcourt,
Brace, 1925.

Styan, J.L. The Elements of Drama.Cambridge: CUP-Vikas
Students' Edition, 1979.

Modern drama in theory and practice 1:
Realism and Naturali~. Cambridge: Cambridge
Un.iversity Press, 1986.

Surrateau, Jean-Rene. L'Idee Nationale de la Revolution a
Nos Jours. Paris: Presses Universi taires de France,
1972.

Synge, Samuel. Letters to my Dauahter: Memories of John
Millinaton Synge. Dublin and Cork: The Talbot Press
Ltd., 1931.

Tagore, Rabindranath. Nationalism. London: Macmillan Co.
Ltd., 1917.

Tanner, R.LS •. Transition in African Belief. New York:
Mary Knoll, 1967.

Tate, Allen (ed.). The Language of Poetry. New York:
Russell and Russell, 1960.

Taylor, G. Rattray. Reth~. London: Seeker and Warburg,
1972.

Teilhard de Chardin, P. The Phenomenon of Man. New York
Harper and Row, 1959.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



ffi2

Tennyson, B.8 •.and Edward E. Ericson Jr. Religion and Modern
Literature~~ys in Theory~ Criticism.Grand Rapids,
Michigan: William B. Eerd~ans Publishing Company, 1975.

The Webster Reference Dictionar of the E lish e.
(Encyclopedic edition. U.S.: Publishers
1983, Vol.1.

Guild,

Thody, Phillip. dl£ert Camus 1913-1960. London: Hamish
Hamilton, 19~1.

Thompson, Lawrence. Melville's Quar~ with God. Princeton:
Princeton University Press, 1952.

Thompson, G.W.· Mirrors of W-odernity. London: Draughtsman
Publishing Co. Ltd., 1933.

Thompson, Vincent Bakpelu. Africa and Unity: The EvolutioD
of Pan-Africanism. London: Longman Group Ltd., 1977.

Thwaite, Daniel. The Seething African Pot: A Study of Black
Natiorelism, 1882-1935. London: Constable and Co.
Ltd., 1936.

Tillich, Paul. The Courage To Be New Haven: Yale University
Press, 1952.

Tillyard, E.M.W. The Elizabethan World Picture. England:
Penguin Books Ltd., 1979.

Tirard, H.M. (Transl.) The Eqyptian Book of the Dead. London: j
Oxford University Press, 1910.

Toffler, Alvin. Future Shock. London: The BOdley Head, 1975.

Tolstoy, Leo. The Death of Ivan II ch and other Storie§!
(with an afte~word by David Magarshack. New York:
The New American Library of World Literature Inc., 1960.

The Religious Writings of Leo Tolst£l.
New York: The Julian Press Inc., 1960.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



653

Toynbee, Arnold. Man's Concern with Death. London: Hodder
and Stoughtdh Ltd., 1966.

Toynbee, J.M,C.. Death and...fu.Jrial-in the Roman World. London:
Tham~s and Hudson, 19'71.

Traugott, Elizabeth Closs and Mary Louise Pratt. Ling1!,istics
fEr Students of Literature. New York: Harcourt Brace
Jovanovich, Inc., 1980.

Tucker, Martin. African in Modern Literature: A Survey of
Contemporary Writing in English. New York: Frederick
Ungar Publishing Co., 1967.

Turck, Ben (ed.)
Century.

Revolutionary Thought in the Twentieth
London: Zed Press, 1980.

Unamuno, Miguel De. The Tragic Sense of Life. (Translated
by Crawford Flitch). London: Macmillan and Co. Ltd.,
1921.

Vahanian, Gabriel. The Death of GoE. New York: George
Braziller, 1961.

Urban, Wilbur Marshall. Language and Reality: The Philosophy'
of LangLBge and the Principles of Symboli!:!!!.London:
George Allen and Unwin Ltd.; New York: The Macmillan
Company, 1951.

Vickery, John B. The Literary Impact of "The Golden Bou9..b:,.
Princeton, New Jersey: Princeton Univ. Press, 19'73.

Wallace, Martin. The Irish: How They Live and Work. Great
Britain: Davdd and Charles Publishers Ltd., 19'72.

Wallace, Irving. The Seven ~i~~. United Kingdom: New
English Library Ltd" 19'78.

Ward, Barbara. Nationalism and Ideology. London: Hamish
Hamilton, 1967.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



654

Wartenbaker, LeO T. Death of~. New York: Random House,
1957.

Wa Thiong' 0, Ngugi. Homecoming. London: Heinema nn,. 1978.

Barrel of a Pen. London: New Beacon Books,
1983.

----------------. Decolonising the Mind: The Poli.tics of
Language in African Litera~. London: James Currey;
Nairobi: Heinemann Kenya, 1987.

Weber, F.P. ~ects of death and correlated aspects of Life
in art. epigram and poetry. London: H.K. Lewis and
Co. Ltd, , 1922.

Weiskrantz, L. (ed.) Animal IQtelligence. Oxford: Clarendon
Press, 1985.

Wellwarth, George. The Theatre of Protest and Paradox.
New York: New York University Press, 1971.

Weygandt, Cornelius. Irish Plays and Playwrigh~. Port
Washington, N.Y.: Kennikat Press, Inc., 1966.

Whitaker, Thomas R. (ed.). Twentieth ·Century Interpretations
of The Playboy of the Western World. New Jersey:
Prentice Hall Inc., 1969.

White, Robert (ed.) The Study of Li~. New York: Atherton
Press, 1963.

Willett, John (ed.)
an Ae sthetic.

Brecht on Theatre: The Development of
New York: Hill and Wang, 1966.

Williams, Desmond (ed.) The Irish Struqqle 1916-1926. London:
Routledge and Kegan Paul, 1966.

Williams, Duncan. Trousered Apes. New Rochelle: Arlington
House, 1972.

-------------. To be or Not to be: A Question of Survival.
Oxford: Pergamon Press Ltd., 1976.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



655

Williams, Raymond. Drama from Ibsen to Brecht. New York:
Penguin Books Ltd., 1976.

Marxi~nd Literature. London: Oxford
University Press" 1977.

Wilmot, Patrick F. In Search of~Nationhood:~Theor~£
Practice of Nationalisw..in Africa. Ibadan: Lantern
Books, 1979.

_____________ I The Right !9 Rebel: The phenomenology of
student revolutionary consciousnes~. Oguta:
Zim Pan African Publishers, 19B6.

Wil son, Richard Albert. The r.Jiraculous 8 irth of Langua9.!h,
London: J.M. Dent and Sons Ltd., 1949.

Wright, EdJar (ed.). The C£ill.cal ~lua!ion of Afrir:sr:.
Literature. london: Heinemann, 1973.

Wynne-Tyson, Jon. The Civilised Alternative: A Pattern for
EIotest. Fontwell, Sussex: Centaur Press, 1972.

Yeats, W.B. Plays and Controversies. London: Macmillan,
1923.

Autobiographie§. London: Macmillan, 1955.

-------. Oramatis Personae. Great Britain: Macmillan
and Co. ltd., 1936.

-----_. I£!eas of Good and Evil. London: A.H. Bullen,
n, d.

y.Gasset, Jose Ortega. The Dehumanization of Art and Other
Essa.ys. Princeton: Princeton University Press, 1968.

--------------. The Revolt of the Masses. London: George
Allen and Unwin Ltd., 1961.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



656

JOURNALS/ARTICLS§

Adedeji, Joel. "The Strang Breed: An Aspect of Soyinka' s
Existential Imagination" Unpublished paper presented
at the First Ibadan Seminar an African Literatures,
1977, 15pp.

Abrams, M.H. "The Deconstructive Angel" Critical..1nguiry,
No.3, Spring 1977, pp. 425-431.

Acquaye, S3.ka. "The Language Problem of the Developing
African Theatre" African Arts/arts d'Afrioue, II( 1),
Autumn 1966, pp. 58-59.

Adebi sd , Abiodun. "Calling Eblarin and Soyinka" Vanguard.
Thursday, May 12, 1988, p. 6.

"The Thea tre and Contemporary African
DevelQpment" African Theatre Review, Val. 1,
No.1, April 1985, pp. 32-45.

Adedoyin, Ademola and Innocent Eke. "Rebels Ready to Die:
Nigeria's men of conscience". Newswa~, Lagos,
Sept. 1988, Vol. 2, No.7, pp. 11-12.

Adelugba, Dapo, "Wale Soyinka: A Birthday Letter and Other
Essays" LACEOcca sional PubliCa tions, 1(6), July, 13,
1984.

-------. "Language Use in African Theatre" unpublished
paper presented at the Linguistics Association of
Nigeria's Annual Conference, August 8, 1985.

Albrecht, Milton C. "The_R~~ationshiQ of '-:Ltl?ratIJr~ and
Society' American Journal of Sociology, Vol. 59,
March 1954, pp. 425-436.

Agu, Ogonna. "Soyinka won't be left alone". The Guardian,
Wednesd:ty, July 6, 1988, p. 13.UNIV

ERSITY
 O

F I
BADAN LI

BRARY 



657

Aliyu, Abdu. "An Open Letter to Wole Soyinka" National
Concord, Tuesday, April 26, 1988, p. 3.

Anon. "Notes from Correspondent: From the University
College, Ear es Ealaam" The 8ulletin of the ASsoc!s.-
tion for African Literature in Eng~ Nos 1-4, 1964-
1966, o , 36.

"Wole Soyinka: The Man Finally Died"
The Democr~, (No.2, April 1987), University of Ife,
p, 5.

Anyasd , Otuka. "Soyinka wants to save lives". The Guardi5!l!
Tuesday, September 13,1986, p. 10.

Appiah, Anthony. "Soyinka and the Philosophy of Culture"
P.O. 80dunrin (ed.) -Ehilosogty in Africa: Trends and
Perspectives. Ile-Ife: University of Ife, Press, 1985,
pp. 250-263.

Arinze, Dozi.e , "Silencing the Critics" The Guard!5!.!lt Monc.ay,
March 21, 1988, p.9.

Asanga, Siga (ed.). African Theatre Review: ~ecial edition
on Wole Soyinka, Vol. 1, No.3, April, 1987.

Asein, EamuelOmo. "Literature and Society in Lagos: Late
19th-early 20th Century". I':iigeria Magazine, Nos.
117-118, 1975, pp , 22-23.

-------. "The Twentieth Century: The Modernist Tradition"
Richard Taylor (ed.) Background Lectures in English
~ature. Benin City: Ethiope Publishing Corporation,
1977, pp. 175-192.

-------. "Literature as History: Crisis, Violence, and
Stra tegiesof Commitment in Nigerian Writing" 0.1.
Nwoga (ed.). Literature and Modern West ~frican Culture
Benin City: Ethiope Publishing Corporation, 1978,
pp , 97-116.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



658

Awoonor, KofL "Nationalism: Masks and Consciousness"
Books Abroad, Vol. 45, No.2, Spring 1971: Symposium
on Nationalism and World Literature in Review, pp.
pp •. 20"-211

Awoyinfa, Michael.
making films"

tt Soyinka may spend his Nobel Prize on
Sunday Conco~, October 19, 1986, p.13.

Of African Writers storm Lagos tod:!y to honour
Soyinka" National Con~, Mond:!y, May 2, 1988, o , 5.

Ayling, Ronald ••• Synge's First Love: Some &Juth African
8.§Q.§ct_s"Enalish Studies in Africa, 6(2), 1963, pp ,
pp. 173-185.

Babarinsa, Dare. "They Who Dare" ~ewswatch, August 1, 1988,
p. 13.

Banham, Martin, "African Literature II: Nigerian Oramatists
in English and the Traditional Nigerian Theatre"
The Journal of Commonwealth Literature, No.3, July,
1967, pp. 97-106.

Barnes, T.R. "Yeats, Synge, Ibsen and Strindberg" Scrutiny,
Vol. V, No.3, December, 1936, pp. 257-262.

Bellow, Eaul. "The Creative Artist and His Audience: The
Writer and the Audience" Perspectives, 9, Autumn 1954,
pp. 98-99.

Berger, Renato, "Nobel Prize to Wole Soyinka" Geneve-Afrique,
24, 2, 1986, pp , 149-150.

Bierstedt; Robert. "The Limitations of Anthropological Methods
in Sociology" 8merllin Journal of Sociology, Vol. 54,
1958!49, pp. 27-28.

Bowen, John.
get" •

"You get what you pay for: You pay what you
Gambit, Vol. 6, No. 24, 1974, pp. 77-83.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



659

Bradbury, Malcolm. "Literature and Sociology" Essa~!2Q
Studie~, 1970, pp. 88-B9.

"awl Bellow's The Victim" The.J;ri tical
Quarterly Vol. 5, No.2, Summer 1963, pp. 119-128.

-----. "Struggling Westward: America and the Coming
of Modernism (II)". Encounter, February, 1983,
Vol. LXf No.2, pp. 57-65.

Brickner, Richard P. "Language and Man' s Humanity" Dialogue,
Vol. 5, No.2, 1972, pp. 95-96.

Brown, Arnold. "The Age of Osiris: A World in Transition"
pialoauB. No. 51, 1/1981, pp. 2-4.

Brustein, Robert. "Ibsen and Revolt" Tulane Drama Rev~,
Vol. 7, No.1, Fall 1962, pp , 113.154.

Chinweizu, "Prodigals Come Home" Okike, 4, December, 1973,
pp , 1-12.

"The Chinweizu Observatory: Afrocentrism and
the Perception of the African Literary Heritage"
(Contribution to the International Symposium on African
Li tera tures, May 5, 1988, Lagos Nigeria). Sunday
Vanguard June 5, 1988, pp. 7 and 15.

Cigman, Gloria. "Language and Laughter". Essays and Stud1~
1971, pp. 101-122.

Clurman, Harold. "The New Theatre" Dialogue, Vol. 5, 1972,
No.2, pp. 57-68.

Cohen, Marshall, "Notes on Modernist Art" New Literary
History, VoL-III, Autumn 1971, No.1, pp , 215-223.

Comalli, P. "Studies in Physiognomic perception: VI.
Differential effect of directional dynamics of pictured
objects on real and apparent motion in artists and
chemists' Journal of Psychology, Vol.49, 1960, pp.99-109.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



560

Cook'[)avi.d. "Of the Strong Breed". Transition, 3(13),
March-April, 1964, pp , 38-40.

Crain, H. "Basic Concepts of Death in Children's Literature".
Elementary English, 49, 1972, pp. 11-115.

Crick, Bernard. "Writers and Politics" L!:i:tical Quarterly,
Vol. 22, No.2, Summer 1980, pp. 63-73.

Curtis, loP. "The Anglo-Iri sh predicament". Twentieth
century Studies: Ireland, No.4, Nov., 1970, pp.37-63.

Dasenbrock, Reed Way. "Wole S:lyinka's Nobel Prize" World
Literature Today, Vol. 61, No.1, Winter 1967, pp. 5-9.

De Molina, David Newton. "George Steiner's Language and
Silence" l!:!e Critical Quarterly, Vol. II No.4, Winter
1969, pp. 247-257.

Dixon Jr. John W. "The Ontological Intransigence of the
Aesthetic Fact" om arative Literature Studies Special
Issue II: Literature and Religion, II 2 , 1966, .
pp. 247-257.

Donoghue, Denis. "Synge: B.iQers to the Sea: A Study"
University Review, No.1, 1955, p. 57f.

Dudek, Louis. "The Psychology of Literature". Canadian
~rature, No. 72, Spring 1977, pp. 5-20.

Ebeogu, Afam. "From Idanjie to Dgun Abibiman: an Examination
of Soyinka' s Use of Ogun Images". The Journal of
Commonwealth Literature, XV(1) August 1980, pp. 84-96.

Ebhabha, S.E. "Letter to Wole S:lyinka". The Guardian,
Monday, March 14, 1988, p. 8.

Eckstein, George, "Heading for Apocalypse? pialogue, Vol II.
1978, No.2, pp , 21-26 •.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



661

Ekeledo, tam. "Talk Shop for African Writers: Whose confab?
Vanguard, Thursday, May 12, 1988, p. 8.

Fackler, Herbert V.
Beauty Only".
pp. 404-409.

"J.M. Synge's Oeidre of the Sorrows:
Modern Ora~a, xr(4), February 1969,

Fairley, Barker.
Li tera ture" •

"The Modern Consciousness in English
Essays and Studies, Vol. IX" pp. 126-144.

Fennell, Desmond. "The Irish Language Movement: its
achievements and its failure". Twentieth Century
Studies: Ireland, No 4, November 1970, pp. 64-77.

Feuser, Willfried. "The Emergence of Comparative Literature
in Nigeria". Research in African Literatures rrt i),
Spring 1980, pp. 100-107.

Flanagan, Thomas, "Yeats, Joyce and the Matter of Ireland"
Critical Inquiry, 2(1), Autumn 1975, pp. 43-67.

Frye, Northrop. "The Teaching, Learning and Study of
Literature". Randolph Quirk and H.G. Widdowson (eds.)
English in the World: Teaching and Learning the
banguaae and Literatures. Cambridge: Cambridge
University Press, 1985, pp. 185-194.

Furray, Michael. "Negritude and the Dakar' Festival". The
Bulletin of the Associa tion for African Litera ture
in Enalish, No.4, March 1966, pp. 1-2.

Fussell, Paul. "Modernism, Adversary Culture, and Edmund
Blunden" • The Sewanee Review, Vol. XCIV, No.4, Fall
1986, pp. 583-601.

Granz, Arthur. "J.M. Synge and the Drama of Art". Mode!!!,
Drama X(1), May 1967, pp. 57-68.

Gaskell, Ronald. "The Realism of J .M. Synge". Critical
Quarterly 5(3), Autumn 1963, pp. 242-248.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



662

Gibb s, James. "The Origins of a A cance of the Forest".
Eldred Jones (ed.), African Literature Today N2.J2.:.
Drama in Africa. London: Heinemann, 1981, pp. 66-71.

--------. "Grafting is an Ancient Art: The Relation-
ship of African and European Elements in the Early
Plays of Wole 9Jyinka". World Literature Written in
Er9lish, 24(1), Summer 1984, pp. 87-89.

-------. "Larsony with a Difference: An Examination
of a Paragraph from Toward the Decolonization-2!
African Literature". Research in African Li teratu!:§,§,
17(1), Spring 1986, pp. 39-47.

Greacen, Robert. "Contemporary Irish Writing: An Intro-
ductory Note". Life and Letters, 61( 140), April,
1949, pp. 6-9-

Grohs, Gerhard. "Difficulties of Cultural Emancipation in
Africa". The Journal of Modern African Studies, Vol.
14, No.1, 1976, pp. 65-78.

Gulledge J J. (ed.) "Wole Soyinka Interview: Autobiography
and the writer's craft". TheMail on Sun~, June
19, 1988, pp. 8-9.

Handman, Max Sylvius. "The Sentiment of Nationalism"
Political Science Quarterly, Vol. XXXVI, 1921,
pp. 104-109.

Harding, D.W•. "A Note on Nostalgia" Scrutiny, Vol. 1, No.1,
May 1932, pp. 8-19.

Hart, William. ••Synge and the Christian Ethos: A Critical
Examination of a recent book". STUOIES:An Irish
Quarterly Review, LXI(241), Spring 1972, pp. 85-96.

Hassan,Ihab. "PDSTmodernI9/i: A Paracritical Bibliography".
New Literary History, Vol. III, Autumn 1971, No.1,
pp. 5-30.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



Howe, Irving. "Literary Criticism and Literary Radical s" •.
The American Scholar, Vol. 41, Winter 1971-72, No.1,
op, 113-120.

663

Hayes, .,I.M•. "Nationalism: Historical Development".
Encyclopaedia of Soc;al" Sciences, Vol. 6. NewYork:
Macmillan, 1937, pp. 240-248.

Heilbroner, RobertL. "The Hurran Prospect". Dialog~,
Vol. II, 1978, No.2, pp. 12-20.

Howard, Roger. "Propaganda in the early Soviet and contempo-
rary Chinese Theatre". Theatre Quarterly (TG),
VII(27), 1977, pp. 53-60.

Hulme, Hilda. "The English Language a s a medium of Literary
expression". Essays in Criti.£i.§!Il, Vol. VIII, Jan.
1958, No.1, pp. 68-78.

Ilesanmi,Obafemi. "Soyinka and the 8roadway Critics".
The Guardian, Tuesday, March 8, 1988, p , 11.

-------. "African Literature and the Asiwaju Factor".;
The Guardian, Monday, March 6, 1989, p. 8.

Iloegbunam, Chuks. "They Who ~y No ," Newswatch, Aug. 1,
1988, p. 9.

Innes, C.L. "Through the Looking Glass: African and Irish
Nationalist Writing". Eldred Jones (ed.), African
Literature Today No.9, London: Heinemann Educational
800ks Ltd., 1978, pp. 10-23.

Irele, Abiola. "Tradition and the Yoruba Writers: D. o.
Fagunwa, Amos Tutuola and Wole Soyinka" Adebisi Afolayan
(ed.). Yoruba Language and Literature. Ife:
University of Ife Press; Ibadan: University Press Ltd.,
1982, pp. 95-117.

"Negri tude or 8lack Cultural Nationalism".Ib§ Journal of ~odern African Studies, Vol.3, No.3,
1965, pp. 321-348.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



664

Irobi, Esiaba. "Situating Soyinka". The African Guardian, .J

Jan. 28, 1988, p. 37.

Iyasele, E.J. "Letter to Prof. Whle Soyinka". National
Concord, Saturday, May 14, 1988, p. 2.

Izevbaye, O. S. "Naming and the Character of African Fiction".
Research in African Literatu~, 12(2), Summer 1'981,
pp , 162-184.

Jain, Jasbir. "The Unfolding of a Text: Soyinka's Oee.th and
the Ki..oa:.s Horseman", Research in Afr~b.!teratures,
17(2), Summer 198'6,'252-260.

Jeyifo, Biodun. "Soyinka as a Literary Critic and Theorist". ~
The Guardian, Saturday, December 7, 1985, p. 13.

-------. "What is the Will of Ogun?tt The Guardian,
Saturday, December 6, 1986; December 13, 1986;
Dec. 20, 1986; p , 13 and Jan. 10, 1987, p , 13.

---------. "Between Soyinka and Ngugi: Femi Osofisan
as Theorist and Critic", paper presented at the
Department of Modern Eurppean Languages Staff Seminar
Series, 1986/87, University of Ife (Obafemi Awolowo
University), Thursday, Jan. 29, 1985, Humanities
Block 1, Room 402.

Jones" C.S. "In the midst of life ••• Reflections on some
biological aspects of death. LA. Grollman (ed.)
Explaining death to Children. Boston: Beacon Press,
1967, pp. 127-144.

Jones, Eldred. "The Essential So)iinka" Bruce King (ed.),
Introduction to Nigerian Literature. Lagos and London:
University of Lagos and Evans Brothers Ltd., 1971,
pp. 113-134.

J

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



Jones-Quatey, K.A.B. "The Problems of Language in the
Development of the African Theatre" Dkyeame,
Vol. 4, No.1, December, 1968, pp. 95-102.

665

------. "Wole Soyinka : Critical Approaches" Edgar
Wright (ed.), The Critical Evaluation of African
~iteratur~. London: Heinemann, 1973, pp. 51-?2.

,
--------. "Progress and Civilization in the Work of

Wole Soyinka" Christopher Heywood (ed.) Persp~~
on African Literature. London: Heinemann, 1973,
pp~ 129-13?.

Jones, Gwyn. "Language, Style, and the Anglo-Welsh" Essay.,§
and Studies, 1953, pp. 102-114.

Josipovici, G.D. "Hawthorne's Modernity". Critical
Quarterl~, Vol.B, No.4, Winter 1966, pp. 351-360.

Kateb, George. "Politics and Modernity: The Strategies of
Desperation". New Literary History, Vol. III,
Autumn 1971, No.1, pp , 93-111.

Kevin, Neil. "Our EnqLdsh in Ireland: Abuse of Metaphor".
Irish Ecclessiastical Record, 53, Jan. 1939, pp.19-29.

Kiberd, Declan. "The Letters of J.M. Synge". Irish Literary
Supplement, 3(2), Fall 1984, p. 41.

Kilroy, J.F. "The P'Iayboy as Poet" ~, Vol. 83, 1968,
pp. 439-442.

Kohn, Hans. "A New Look at Nationalism". Ib!LJlirginia
Quarterly Review, Vol. 32, Summer 1956, pp. 321-332.

Kostelanetz, Richard. "Dissecting the Twentieth Century".
Dialogue, Vol. 10, No.2, 197?, pp. 58-66.

Krautheimer, Richard. "Art and Society". Social Resear£b..
5(3), September 1938, pp. 360-359.

../

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



666

Kronenfeld, J.Z. "The Communalistic African and the
Individualistic Westerner: Some Comments on Misleading
Generalizations in Western Criticism of Soyinka and
Achebe". Research in AfriCan Literatures, 6(2),.
Fall 1975, pp. 199-225.

Leach, Clifford, "John Synge and The Drama of His Time".
Modern Qr~, XVI,(3 and 4), Dec. 1973, pp. 223-237.

Lester, David. "Experimental and correIa tional studies of
the fear of death". psychological Bulleti!:!, 1967,
pp. 27-36.

Leyburn, Ellen Douglas.
Plays of Synge".

"The Theme of Loneliness in the
Modern Drama, 1(2), September, 1958.

Lipman, fumuel. "Pshaw!"
pp. 84-90.

The American .§pholar, Autumn 1982,

Lodge, David. "The Modern, the Contemporary, and the
Importance of Being Amis". Q.r~~rterly,
Vol. 5, No.4, Winter 1963, pp. 335-354.

Lyons, F. S.L. "James Joyce's Dublin". Twentieth CenturY
Studies: Ireland, No 4, Nov. 1970, pp. 6-25.

Macebuh, Stanley. "Poetics and the tv1ythic Imagination".
Transiti9n, (SO), October, 1975, pp. 80-84.

tv1aduakor,Obiajuru. "Ebyinka as a Literary Critic". Researc.t!
in African Literatures, 17( 1), Spring 1986, po , 1-38.

Makward, Edris. "Why Not an African Prize?" ALABulletin,
Vol. 13, Spring 1987, No.2, pp. 9-10.

Mammah,Chris. "Soyinka, Achebe's books banned in Woalawi"
ANAReview, Vol. 4, No.5, Nov. 198B, p. 24.

Matthews, William. "Language in Love's Labour's Lost"
Essays and Studies 1964: Shakespeare Quarter Centenary
Edition, pp •. 1-11.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



667

McClelland, D. "The Harlequin Complex" Robert White (ed.)
The Study of Lives. New York: Atherton Press, 1963,
pp , 94-119.

Michie, Donald H. II Synge and His Critics" Modern..1L~, XV,
(4), March 1973, pp. 427-431.

~iller, J. Hillis. "The Geneva School" (The Criticism of
Marcel Raymond, Albert Beguin, Georges poulet, Jean
Rousset, Jean-Pierre Richard, and Jean Starbbinski)
Criti~uarterly, Vol. B, No.4, Winter 1966,
pp , 305-321.,

Mitias, Michael H. "Art as a Social Institution". The
Personalisi LVI(3), Summer 1975, pp. 330-335:--

Mohammed, Yakubu, "Soyinka and Solarin" Newswatch, March
2B, 198B, p. 4.

Momoh, Tony. "What is man?" Daily Times, Tuesday, April 19,
19BB, p. 1B.

Moore, Timothy E. and Reet Mae. "Who Dies and Who Cries:
Death and Bereavement in Children's Literature".
Journal of Communication, Autumn 19B7, Vol. 37, No.4,
pp. 52-64.

Morgan, Douglas N. "Must Art Tell the Truth?" The Journal ./
of Aesthetics and .Art Criticism, XXVI(1), Fall 1967,
p , 17f.

Nazareth, Peter. "From Nobel Prize to Noble Challenge"
ALABulletin, Vol. 13, Summer 19B7, No.3, pp.B-10.

Newlin, Margaret. "The Suicide Bandwagon". The Critical
~Uarterly, Vol. 14, No.4, Winter 1972, pp. 367-37B.

Nwoga, Donatus. "-Obscuri ty and Commitment in African
Li tera ture". Eldred Durosimi Jones (ed.) African
Literature Today No.6, London: Heinemann, 1974, pp.26-45.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



668

Dbafemi, Olu. "Revolutionary Aesthetics in Recent Nigerian
Theatre". Eldred Jones (ed.), African Literature
~l 12. New York: Africana Publishing Company, 1982,
pp , 188-199.

Dbasi, Nnamdi. " Soyinka • s triumph, Africa' s pride". Sund3y
Concord, October 19, 1986, pp. 11-13. ~

Obilade, Tony. "Th~ Stylistic Function of Pidgin English
in African Literature: Achebe and Soyinka". Research
in African Literatures, 9(3), Winter 1978, pp. 433-444.

O' Donoghue, Bernard. II Irish Humour and Verbal logic".
Critical Quarterly, Vol. 24, No.1, Spring 1982,
pp. 33-40.

Ogu, Julius. II Thematic Imagery and Dramaturgical Accent in
Soyinka • s Death and the King' s Hor seman" • L

Nigerian Theatre Journal, 2, Nos 1 and 2, 1985,
pp , 180-184.

Ogunba, Oyd.n , "Language in an Age of Transition: Shakespeare
and Soyinka". Journal of the Ni,9Erian English Studies
Association (JONESA.)Vol. 6, No.1, May, 1974,
pp , 10?-118.

Ogunbiyi, Yemi. "Opera Wonyosi: A. Study of Soyinka's.....Q:mLrs.
WonYosi"-; Ni¢ierian Maga'zine,Nos.128-129, 19?9,pp.3":'14.~-- Ogunrinade, Adelani. "Rebels with a cause". 5..mday Sketch,
March 20,1988, p.11.

Ogunyemi, Chikwenye. "Iconoclasts Both: Wole Soyinka and
LeRoi Jones". Eldred Jones (ed.). african Literature
Today No.9. London: Heinemann and New York: African
Publishing Company, 19?8, pp. 25-38.

Oko, Ataboo "Women
Chris Nwamuo
Development.
pp , 156-166.

and Nationalism in the Nigerian Thea trail
(ed. ) lhea tre and Drarra in Natio!l61
Calabar: Map Publishers, Ltd., 1986,

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



669

Okpewho, Isidore. "Comparatism and Separatism in African
Literature" World Literature Today, 55(1), Winter 1981,
-oo , 10-33.

Ola, Boye. "Soyinka tells African dictators to bow out"
Vanguard, Wednesday, May 4, 1988, op , 1 and 12.

Oladokun, Victor. "Critics should leave Solarin and Ebyinka
alone". Sundauoncord, May 1, 1988, p , 8. -

Olafioye, Tayo, "Ideological Gerrymandering in African
Literature: A View from the Opposition". Journal of
African Studies, 12(2), Summer 1985, pp. ?2-?6.

Olayiwola, Kunmi. "Soyinka scorns rule by guns" National
Concord, Wednesday, May 4, 1988, pp. 1 and 10.

----- •. "Tiger on Stage: Wole Ebyinka and Nigerian
Thea tre" • Oyin Ogunba and Abiola Irele (eds.) ~~ j
in Africa. Ibadan: Ibadan University Press, 19'78,

.pp.151-1?5.

Dlusanya, Gabriel O. "The Nationalist Movement in Nigeria"
Obaro Ikime (ed.) Groundwork of Nigerian History.
Ibadan: Heinemann, 1980, pp , 545-569.

Olusegun, Rufai M. "Semantic Extension as a feature of the
Use of English in Nigeria: A Ca5e Study of Wole
Soyinka's Death and the King's Horseman" ~.!'nest _N.
Emenyonu Ced.). Critical Theory and Africa~iterature.
Ibadan: Heinemann Educational Books (Nig,J Ltd., 198?,
pp. 24?-260.

Oluwole, Clem. "Death on the Leap". Sunday' Standard, Feb.
28, 1988, p , 8.

Omosebi, Funmi. "Soyinka, &Jlarin not Confusionists".
The Guardian, March 21, 1988, p. 8.

Omotoso, KoLe, "Working for IBB" The Punch, Monday, Feb.
29,1988, p , 13.

Osofisan, Femi. "Ritual and the Revolutionary Ethos" Okike, /
22, 1982, p~. ?2-81.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



670

Osundare, Niyi~ "Caliban's Curse: The English Language and
Nigeria's Underdevelopment". Ufahamu, XI, No.2,
1·981, pp , 96-107.

-------·"The Poem as a Mytho-Linguistic Event: A Study
of Soyinka' s Abiku". Eldred Durosimi Jane s , Eustace
Palmer and Marjorie Jones (eds.). Oral and Written
Poetry in Afrifan Literature Today 16. London: James
Currey, Trenton, N.J.: Africa World Press, 1988, pp.97f.

Oyegoke, Lekan, "African Literature in EngliSh (French,
portuguese): A Cultural Dilemma". (lye: Oaun Journal
of Arts, Vol. 1, June 1988, pp. 46-53.

Palmer, D.J. "The Unspeakable in Pursuit of the Uneatable:
Language and Action in Titus Andronicus" The Critical
Quarterly, Vol. 14, No.4, Winter 1972, pp. 320-329.

Paulme, Denise. "Two Themes on the Origin of Death in West
Africa" ~, Vol. 2 , No. 'I, March 1967, pp , 48-61 •.

Pavey, John. "Soyinka: Nobel Laurea te 1986". African Arts,
XX(2), February 1987, p. 10.

Probyn, Clive T• "Waiting for the Word: fumuel Beckett and
Wole Soyinka" Ariel, 12(3), July 1981.

Prouty, D. "Read About Death" Not Me!" Language Arts, 53,
1976, pp. 679-682.

Rahimieh, Nasrin. "Iranian Reflections on Soyinka" ~
Bulletin, Vol. 13, Spring 1987, No.2, pp , 10-11.

Reynolds, Lorna. "Collective Intellect: Yeats, Synge and /
Nietzsche". Essays and Studies 1913, pp , 83-98.

Revel, Jean-Francois. "Without Marx or Jesus: A New American
Revolution" Dialogue, Vol.5, 1912 No.2, pp , 46-56.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



671

Romero, C. "Children, Death and Literature". Languag!L8..r.£!,
53, 1976, pp. 649-667.

Sekoni, Ropo. "Metaphor as Basis_ of Form in fuyinka's ./
-Drarra" Research in African literatur~, Vol 14,
No.1, February 1983, pp. 45-57.

Sellin, Eric. "Nationalism and the Development of Neo-
African Literatures" Books Abroad, Vol. 45, No.2,
Spring 1971: Symposium on Nationalism and World
Literature in Review, pp. 199-207.

Simon, Julian L. "What to Expect in the Year 2000".
Dialogue, No. 54, 4/1981, pp. 2-7.

Ekurnik, Walter A.E. "L~opold ~dar Senghor and African
Socialism". The Jour....nal of fv10dernAfrican Studies,
Vol. 3, No.3, 1965,pp. 349-369.

Sowande, Bode. "Diary of a Writer: A Cultural Visit to
Paris 1-6" Vanguard, Lagos, May 8, 15, 22, 29; June
5, 12, 1988, p , 7.

Stein, Howard. "The Uncomfortable Theater" Dialogue,
Vol. 8, 1975, No.2, pp , 24-38.

Summers, Barbara with Malaika Ader-o , "African Nobel Laureate"
Africa Report, (vol. 32, No 4, (July-August, 1987),
PP. 46-47.

szabof scf., Wiklos. '''Avant-garde, NeD-avant garde, MOdernism:
Questions and &Jggestions". New literary Histor'y,
Vol. III, Autumn 1971, No.1, PP. 49-70.

Tambiah, S.J. "The magical power of words". ~: The Journal
of the Royal Anthropological Institu~, Vol.3,
2, June, 1968, pp , 175-208.

Tetteh-Lartey, Alex. "Soyinka on 8SC". ALABulletin,
Vol. 13, Winter 1987, No 1, p. 21.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



672

Thomas, Lewis. "Language and Human Communication" Dialogue,
Vol. 8, 1975, No. 3/4. pp. 28-33.

Thompson, Tunde. II Before the Men Die". Jhe...fu£!rdian .•. Sunday,
March 6, 1988, p. 7.

Uka, Kalu. "Drarra in Nigerian Society". Cyprian Ekwensi
(ed.). Nigerian New Writing. Lagos: Federal
Ministry of Information, 1977, pp. 177-187.

• "Wole Soyinka' s Thea tre: One View" The
Guardian .•. futurday, September 21, 1985, p , 21.

Unoh, Solomon D. "Topical Issues in the Study of Language
Development". Journal of Language Arts and Communi-
cation (J.L.A.C))Vol.2, Nos. 3 and 4, April/October,
1981, pp , 1-16.

Van Laan, Thomas. "Form as Agent in Synge's Riders to t~
~" Drama Survey, Winter 1964, 3(3), pp, 352-366.

Wali, Obiajunwa. "The Dead End of African Litera ture?"
Transition, 4(10), September 1963, pp. 13-15.

Ward, A.C. "Language and the Community". Essays and Studies,
1961, pp. 66-80.

Wetherbee, Virginia. "The Golden Age of Eccentricity" ~
American Scholar, Spring 1986, pp. 208-220.

Williams, Adeba yo , "'l~e ~y!hic Imagination and Social Theories:
Soyinka and Euripedes as Political Thinkers" Okike,
XVII, pp. 36-44.

--------. "The Autumn of Patriots?" ~swatch! March
28, 1988, p, 4•

• "Alfred Nobel Dismembered". Newswatch, March
20, 1989, p. 38.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



673

Williams, Raymond. "Tragic Despai:r and Revolt". Critical
quarterly, Vol. 5, No.2, Sumn.er 1963, pp, 103-115.

Woods, Anthony S.;, "Synge, J .M." Stanley J. Kuni.tz and
Howard Haycraft (eds.). Twentieth Century Authors.
New York: The H.W. Wilson Company, 1942, p. 1380.

"Wole Soyinka bares his mind". Sunday Times, July 5, 1987.
p , 18.

Zilboorg, Gregory. "Fear of Death". Psychoanalytic Quarter!:!., .
1943, 12, pp. 465-475.

Zimmerman, Everett. "Language and Character in Defoe's
Roxana". ESsays in Criticism, Vol. XXI, July 1971,
No, 3, pp. 227-235.

Theses/Dissertat~

Abati, Reuben, "J.M. Synge and Wole Soyinka: A Comparative
Study", unpublished M.A. dissertation, University of
Ibadan, 1987.

Adelugba, Oapo "Nationalism and the Awakening National Theatre•of Nigerian, unpublished "".A. dissertation, University
of California, California, Los Angeles (UCLA), 1964.

Gakwandi, Arthur. "The African Novel in English and The
- Politics of Independence", M.Litt. dissertation,
Universi ty of Edinburgh, June, 1971•.

laoussou, Naibe Lawman, "Irish Nationalism in John Millington
Synge's Drama", unpublished dissertation, Diploma
d'Etudes Superieures (D.E.S.) d'Anglais, Universite
Marien Ngouabi, Brazaville, Congo, 1988.

Oko, Atabo. "A Study of Nationalism in the Plays of Wole
Soyinka, Derek Walcott and J.M. Synge", unpublished
M.A. dissertation, University of Ibadan, 1980.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



674

"The Concept of Nationa IiSIT'and National
'Identity in Aspects of the Dramatic Works of Wale
9Jyinka and Derek Walcott", unpublished M.Phil
dissertation, University of Ibadan, 1981.

Osofisan, 8abafemi. "The Origi~s of Drama in West Africa:
a study of the development of drama from the traditional)
forms to the modern theatre in English and French" ,
unpublished Ph.D. thesis, University of Ibadan,
December' 1973.

Ugonna, Frederick Nnabuenyi. "The Influence of African
Nationalism on African Literature, 1980-1960, with
special reference to Casely Hayford's Ethiopia
Unboun~', unpublished M. A. dissertation,University
of Lbe dsn , January, 1971.

"Iagazines/Newspap~

African Concord (London), No. 121, December, 1986.

Vol. 2 No. 29, 1? October 1988.

Daily Times (Lagos), Mond3.y, February 15, 1988.

Newswatch (Lagos), February 18, 1985.

, December 22, 1986•.

Prim~ People (Lagos), Vol. 2 No.1?, Sept. 25-oct.1, 198?

, Vol. 2 No.8, Dec. 11-1?, 198?

Quality,Vol. 2, No. 20, (Lagos), October 20, 1988.

Sunday Tribune (Ibad3.n), February 14, 1988.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 



Sunday VanguarE (Lagos), June 5, 1988.

The African Guardian (Lagos), October 30, 1986.

.,
The Guardian (Lagos), Sunday, February 24, 1988.

--------, March 21, 1988.

The Republic (Lagos), Saturday, ~ay 14, 1988.

limes International, Vol. 10, No. 49, September 13, 1988.

Top News, Vol. 1, No. 11, (Lagos), 31st Aug. - 6th Sept.
1988.

Weekend Concord (Lagos), Saturday, March 4, 1989.

---------, Saturday, March 11, 1989.

West Africa (London), October 27, 1986.

UNIV
ERSITY

 O
F I

BADAN LI
BRARY 


	cover pg -50.pdf
	pg 51- 80.pdf
	pg 81-125.pdf
	pg 126-135.pdf
	pg 136-150.pdf
	pg 151- 170.pdf
	pg 171 -173.pdf
	pg 174 -210.pdf
	pg 211-290.pdf
	pg 291- 390.pdf
	PG 391- 401.pdf
	pg 402-403.pdf
	pg 404-441.pdf
	pg 442-467.pdf
	pg 468- 500.pdf
	pg 501-540.pdf
	pg 541-563.pdf
	pg 564-600.pdf
	pg 601-635.pdf
	pg 636-end.pdf
	Binder1.pdf
	scan0003.pdf
	scan0004.pdf
	scan0005.pdf




