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ABSTRACT

Crime, the bane of contemporary society has attracted
the attention of many scholars in the Social Sciences.
Literary writers have also made crime a subject-matter in
their works. In their own case, Yoruba prose-fiction
writers present various facets of crime and crime-detection
in their works. Using the content of the modern Yorubd
novels, Ogunsina (1976) and Is¢léd (1978) have identified
crime-fiction as a major class of Yorubd prose-fiction.
Critical works such as Oginsina (1976, 1987) and 01d4fajo
(1988) on this class of Yorubd prose-fiction are mainly
historical and sociological. While Oginsina (1976: 202-205)
explains that language use in the modern Yorubd novel is in
conformity with modern usage, Isdld (1978: 190-260)
classifies the use of language in the modern Yorubd novel
into three: casual, mixed styles and elegant,

Hitherto, critical works on Yorubd prose-fiction have
only limited their activities to the use of subjective
evaluative terms like good or bad and casual or polished to
describe a novelist's style. The focus of this thesis there-
fore, is to identify and analyse the style of Yorubad crime-

fiction writers in order to arrive at a more acceptable
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stylistic description of this class of Yorubad prose-fiction.
The work is in two parts. The first part which

consists of two chapters forms the background study. Here,
attempt is made tc situate the problem of crime within the
sociological background with the aim of placing Yorubé
crime-fiction in proper perspective. The issue of style is
also examined in this part. In the second part which
comprises four chapters, an indepth analysis of the works
of two prominent Yorubd crime-fiction writers: Okediji and
Akinlade is attempted. The writers' narrative presentationa:
styles, characterizational style and their use of language
are discussed in this section. We conclude that, despite
the differences in the writers' works, Okediji's and
Akinlade's language serve ultimately the same purpose:
to impose order upon chaos, to give structure and meaning

to the secret travail which ordinary life conceals.
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INTRODUCTION

Yorubd scholars have made few significant contributions
on the application of stylistic procedure in literary criti-
cism. Among the ones available are QOlabode (1981) The

Semantic Basis of Metaphors and Related Tropes in Yoruba,

018b9odé (1983) 'Ifoji-ihun-wo ati atlnyé¢wo ihun Ese-Ifa,
Awbyalé (1989) 'Amild ofin ¢f¢ nind itdpalé isé Litirésg:
Ipadé Edéd Ede ati ILitiréso. Suffice to say that, there are
limited stylistic criticism on Yorubéd prose fiction and
drama, whereas there are significant works on poetryq. In
the present work, we shall concentrate on crime-fiction, an
aspect of prose fiction which according to Drew (1967: V)
is the most popular literary form of the present day. When
we talk of crime-fiction in Yorubd, we mean the crime story
in which the commission of crime and the detection of crime
is of primary interest.

Earlier writers have noted that fiction entertains,
gives pleasure, teaches morals as well as make us exercise
our imagination. Lesser (1956: 46) also comments that
fiction gives us a sudden view of things from their reverse,
that is, usually from the unnoticed side. Novelists, there-

fore, use their art to call attention to the problems of

1 This is so because it is easier to apply a theory to
analysing poetry rather than the novel or play whose
structure is more complicated.
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human adjustment. It also reveals the truth of contemporary
life in society.

A critical look at society reveals that people
commit one crime2 or the other daily. This may explain
why Durkheim observes in Coser and Rosenberg (1957: 431),
that there is no society that is not confronted with the
problem of criminality. Crime is then a major issue faced
by mankind. Although the public is worried about the
increasing rate of crime and is making attempts to see
that crime is eradicated, it is emphasised in Coser and
Rosenberg (1957: 249) that erime can never be extirpated.
One will therefore not be surprised to observe that
several attempts made in various quarters to eradicate
crime have not yielded much positive results. Crime
continues to thrive in the society because no procedure
has succeeded in removing its causes.

Notwithstanding, literary writers aware of the
menace posed by criminals to society have tried to use
their art to reflect crime and crime detection in

contemporary society. Thus, some Yoruba writers make

2 Crime has been defined in various ways. Cavan (1962:
3) sees crime as an act that violates the criminal
laws of a nation. In modern society, crime refers to
those things which are prohibited by law and punish-
able by the state for the protection of other citizens.
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crime the mainspring of their book's action, in a bid
to expose crime as it is in modern Yoruba society.
Lukdcs explains in Selden (1985: 28-29) that:

..« the novel reflects reality, not by

rendering its mere surface appearance,

but by giving us a 'truer, more complete,

more vivid and more dynamic reflection

of reality'.
Consequently, Yorubd crime-fiction writers not only
reflect crime as it is, but they probe into the under-
lying causes of criminality. They depict in their works
the necessary steps taken to ensure a reduction, if not
a complete eradication of crime from the society of the
novels. There are, however, times when Yorubd novelists
make some observations about crime in their novels. Such
comments are made to show that crime yields no fruitful
result, both for the culprit and the society in which
the crime is committed.

A lot of criminal acts perpetrated by a diverse set
of characters can be identified in Yorubd novels.
Suffice to give detailed account of two of such criminal
acts which occur in the novels. In Baba Rere, Baldgun

DurddqQléd is depicted as a tolerant, soft-spoken gentleman.
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He is respected by people as a successful businessman
who sympatheses with the suffering masses. Although he
pretends to love the masses, yet he does not hesitate to
exploit them. As a smuggler, Baldgun Dirddqld is ever
prepared to exterminate any custom official who wants
to arrest him for importing prohibited goods into Sohé.

He is mendacious as a medicine seller, The narrator

writes on this thus:

«.. Diré ti ra érq kan ti 6 ni dun f¢

méa fi ge bgtini éwl lorisirisi ...

efun ikowé ti dwon qmq ilé-iwé A 10 ni

6 4 fi gé si awgn hdrd odgin ti & si

A rq sind agolo. Y{d ké idaji odgun

kird, yi6 si ki efun dipd r¢.” Igba ti

8 yé, oun nda bgré si séto ayédérd odgun
onihéré oldrisirisi awg. (Baba Rere p~25)

(.+. Diré has bought a machine which he
says he would use for making different
buttons, ... he uses it to cut chalks
into tablet sizes which he then puts in
tins. Having removed half of the genuine
tablets, he would replace them with chalk.
As time goes on, he starts making fake
tablets of different colours.)

Yet, when he sells the fake tablets at reduced prices,



>

the masses appreciate the help he renders to them. The
police, prison officials, Jjudges, civil servants and
respectable individuals in the world of the novel also
perpetrate one crime or the other. The author's presenta-
tion of the atrocities highlighted is satirical. The
author tries to show that one should probe deeply into
individual member's activity to know the type of person
he is. In fact, he depicts society's ignorance of
unscrupulous characters.

In Ajekd Layé, Alani, an innocent man from the
village arrives Lagos to find a means of livelihood. He
succeeds in learning carpentry but he is lured away from
his trade by Sadé. He then becomes a puppet in the hands
of Sadé who showers him with money, forgets his family in
the village and dances to the piper who dictates the tune
to him in Lagos. At a point when he wants to assert his
authority as a man, in a party, he mistakenly kills Sade.
Alan{ is charged for murder and sentenced to Jjail.

Criminal activities are also portrayed in Gbdbaniyi,

0léwélayémg and a host of other novels. So here and there

in Yorubd novels, commission of crime are highlighted by

the novelists. However, it is not always the criminal act
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or its investigation that form the major concern of such
works., Therefore, it is not every Yorubéd novelist who
makes the commission of crime and its detection the

chief subject of his novels, neither do they all give the
leading role to a detective. There is, however, another
type of Yoruba novel in which the author lays emphasis on
a crime which needs to be uncovered by a detective. The
focus of such writers is on the criminal act and how it

is detected. We shall focus on this second category.

0.1 Literature Review

Oglngina (1976) traces the origin and development
of Yorub& novel up to 1974. He classifies Yoriba novel
into two: novels of the Figinwa tradition and the modern
novels. Oginsind sub-classifies novels of the Figinwa
tradition into three: novels in direct imitation of
Fagunwa, the middle course novels and the mythological
novels. He identifies three Sub-categories of the modern
novel by their content. The three sub-categories comprise
the historical novels, the social novels and the crime
novels. Ogingina (1976: 249) attributes the emergence

of the crime novels in Yoruba to:
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the novelist's experiences of the
Nigerian police efforts in crime
prevention and detection in Nigeria

While tracing the history of the crime novels, he identi-

fies Qmdydjows's ltan Adégbésan as the first attempt at

crime-fiction writing in Yorubd. It is shown that the
novel only happens to be in the spirit of detective
fiction as it lacks a detective, the question of clues
or analytical reasoning. Ogunsina (1976: 251) then
concludes that: ;

As a crime novel, Itan Adégbesan is

technically amateurish, more of an

adventure novel than a novel of

detection.
He proceeds to identify two types of Yoruba crime-fiction
namely novels of detection and thrillers. Akinladé
specialises in the former while the latter is Okédiji's
exclusive domain.

Although Itan Adégbesan 'is technically amateurish',

we believe that it is the style of the author that makes
it so. In the novel, a private, amateur detective who
is assisted by a young lady investigate the criminal. In

spite of this, a lot of digressions which have no direct
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bearing on the story are employed by the writer to
prolong the story. The idea of taking the characters
to the bush seems to justify the fact that Qmdydjowd is
still being influenced by earlier writers who have made
the forest the centre of action in their works.- It is
probably this style of taking the characters to the bush

that prompts Oginsina (1976) to regard Itan Adégbesan as

an adventure story. We reiterate that it is Qmdydjowd's
style that eliminates almost completely the valuable
elements of mystification found in such novels where the
criminal's identity is obscure at the commencement of
investigation.

Isgld (1978) attempts an examination of the writer's
art in all the available Yorubd novels up to 1978. An
aspéct of tﬁe work focuses on the detective novel as a
class.

Isg14 (1978: 262-26%) identifies two types of the
detective novel in Yoruba. These comprise the tender and
the tough types of the detective novel. Akinladé -
specialises in the former where emphasis is on detection,
while Okédiji writes the latter where the focus is on the

chase of criminals. The tender type of detective novel

is synonymous with the one Oginsina (1976) labels as
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novels of detection, while the tough type is what
Ogunsina describes as the thriller. Both sub-types of
the detective novel deal with crime and its investigation,
hence we shall refer to them as crime-fiction in this
work. IsqQléd proceeds to explain that the private
detective in Akinladé's work is unfamiliar in contempo-
rary Yoruba society. It is also emphasised that a Yoruba
man willlbe less prone to use a gun or cutlass to seek
revenge’ as it is found in Akinladé's work. Having
commented on the narrative presentation, characterization
and language use in the detective novel, Isgla concludes
that Okédiji's stories are more relevant to the society
than Akinladé's own, though he admits that both are valid
observations. Igdla seems to show more interest in
Okédiji's works as expressed in the volume of attention
he dévotes to him when compared to other writers. Besides,
in contemporary Yorubd society, an ex-police officer will
dare not assume the duties of a private investigator like

Lépadé does in Okédiji's work. Consequently, we can say

3. This may be true to a certain extent among the Qyo-
Yoruba but it is contrary to what obtains among the
Ondé people who take revenge by the use of cutlasses
and, or matchets. In the past, they did not or
probably could not exercise the patience to seek
redress through litigation.
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that, as Akfnladé's idea of the private detective is

unfamiliar in contemporary Yorubd society, so is Okédiji's

use of an ex-police officer with brazen indifference in

the way it is portrayed in his works.

Bamiddrd (1984) discusses Okédiji's novels as

trickster novels without saying anything about the style

of the writer. He fails to realise that element of tricks

are but themes that are predominant in the detective

novel. Boulton (1975: 95) has rightly observed this when

he explains that:

Deceit, - the effects of deceit and the
unmasking of deceit are such obviously
interesting themes and so convenient
for devising plots with surprises, that
deceivers play a large part in fiction
ees Actual disguise and mistaken
identity are common in shallow tales of

crime.

An aspect of Ogungind's (1987) work focuses on the

4,

It is, in fact, widely believed in contemporary Yorub:
society that the police who are still in active servic
help to cover known criminals. Some people speculate
that criminals do not operate without the police

knowledge. It is generally assumed that the criminals
make returns to the police. O0kédiji himself admits ir

Agbalagba Akan p. 51 that:
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sociology of crime in Okédiji's work while 01ufajQ
(1988) gives an explanation for criminality and criminal
behaviour in Yoruba crime-fiction, but neither touched
the issue of style.

The reviews above reveal that there is no conscious
attempt on the part of earlier researchers to examine the
style of Yoriuba crime-fiction writers. Their major pre-
occupations lie in advancing reasons for the cause of
criminal behaviour in the novels, and in depicting crime
in society as it is reflected in the novels. This tend
to show that their works are mainly historical and
sociological in nature. Emphasis is not placed on the
style of the novelists. Even Ig9ld (1978) has not done
a definite stylistic appraisal of the style of Yoruba
crime-fiction though he made insightful comments on some
of the novels. This shows there is a dearth of work on

the style of Yoruba crime-fiction writers. This work is

..+ Qlopa ké kg o0lé, ijafara ni qQlgpa kg,

(... Police do not mind stealing, but they
mind sluggishness and carelessness.)

This is probably why Lapadé does not hesitate to
grease his palms with the criminal's money in the
novels.
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then an attempt to fill the seeming gap in Yoruba
stylistics as it focuses on the style of two prominent

Yorubd crime-fiction writers.

0.2 Theoretical Framework

There are many theories which can be applied to the
study of literature, but we shall only focus on Structura-
lism and Systemic Functional Linguistics theories which
we find relevant to the present study. What we intend
to do is to borrow concepts and methods of analysis from
these two areas and apply them to our own analysis where
suitable.

Saussure is regarded as the father of Structuralism.
Structuralism in the Saussurean sense is defined by
Lyons in Robey (1973%: 6) thus:

.+« €very language is cut to a unique
pattern and that the units out of which
utterances are composed ... in the
analysis of utterances can be identified
only in terms of their relationships
with other units in the same language.

Another scholar, Scholes (1974: 4) defines Structuralism

as a way of looking for reality not in individual things
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but in the relationships among them. This is to say
that Structuralism has to do with the wholistic way of
looking at things. If applied to literature, a text
would be seen as a coherent whole in which all the
constituents are inter-related. Scholes (1974: 12)

has also noted that the semantic aspect of a textual
feature may be ignored in structuralists' works. This
neglect is a weak point in structuralist criticism as
we believe that meaning has a part to play in any
literary analysis of a text or group of texts. In order
to make up for this deficiency, we shall adopt the
Systemic Functional Linguistic theory which was first
propounded by J.R. Firth but later refined and properly
codified by M.A.K. Halliday and others.

Systemic Functional Linguistics theory is defined
by Halliday (1985: xiv) as a theory of meaning as choice,
by which a language is interpreted as networks of inter-
locking options. Halliday explains that the ideational,
interpersonal and textual components underlie all the
uses of language. Butler (1985: 47) throws light on
these components when he explains that:

The ideational component 'serves for
the expression of "content" ... The
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interpersonal component 'serves to
establish and maintain social relations
..« The textual component 'enables the
speaker or writer to construct "texts"
«se Through the textual function
language provides 'for making links
with itself and with features of the
situation in which it is used.

Transitivity, mood and theme which Butler (1985: 49)
explains as constituting the functional component networks
at clause rank are important to Systemic Functional
Linguistics theory. The origin and development of the
theory have also aligned it with sociological mode of

explanation. According to Butler (1985: 58):

the language system is regarded as one
component of a sociolinguistic complex
which also includes the concept of text,
register, code and situation type, all
related to and deriving from, the social
structure of the culture.

He goes further to explain that Halliday insists that
the meaning choices should relate to behavioural options
which are interpretable. While we are not presenting

the systemic description of language in the present



15

studyB, we cannot but borrow some of its useful features
like collocational patterning, sentence structure which
will include syntactic parallelism and unusual colloca-
tions which will help in the literary stylistics on which
this work is grounded. This means that our analysis will
start with the most general features to the specific. 1In
order not to fall prey to the formalistic fallacy, our
analysis will show that social and cultural phenomena

are a network of relations both intrinsic and extrinsic
to the texts. This explains why there is an involuntary
shift to a sociological interpretation of some aspects

of the novels under study.

0.3 Aim
The concern of this work is not with such novels
where the commission of crime is not marked out for
detection., Rather, this work is focusing attention on
the style of writers whose novels centre primarily on

crime and its detection. The choice of subject-matter

5. For a detailed study of Systemic Functional Linguistics,
see Halliday, M.A.K. (1985) An Introduction to Func-
tional Grammar, Edward Arnold, London.
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by these writers is on the challenges of our time which
are more evident in adult criminality. We believe that
a study of the style of such writers will reveal the
stylistic variations in their writings.

Style, as a field of enormous interest, is worth
studying, and to say something about it in relation to
Yoruba crime-fiction is to contribute a fresh insight
into the stylistic distinctiveness of such writer's works.
Since the novel is put into shape through the novelist's
technique, we should be inquisitive about the means by
which this shaping takes place, hence our interest in the
style of Yoriba crime-fiction writers. Isgld (1978: 20)
has also called for 'a more intensive and more localised
studies of technique in the Yoriba novel'. Therefore,
this work, in response to that call is out to provide
information and pursue a rigorous study about the concept
of style in relation to Yorubad crime-fiction writing.

The aim of this work is to analyse and evaluate
the style of crime-fiction writers in Yoruba. In the
work, we will show the features by which the writing
styles of the Yoruba crime-fiction writers can be

recognised. We assume that the writer's use of language,

choice of material and characteristic way of handling it
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differ from one writer to the other. We shall, therefore,
examine the characteristic way each author employs
language to illuminate the elements which contributé to
the shaping of their novels. The identifiable as well as
the characteristic difference that is recognisable between
the authors under study will be discussed. Our approach
to the study of style in this work is such that will give
us an insight into the meaning of the writings of the
authors in question, for we share Martin's (1958: 19)

view that:

«e. the consideration of style is a
consideration of complete meanings,
and there is little of any importance
that can be studied which is not a
consideration of meanings.

The way we shall relate the concept of style to how
it is exhibited in Yorubd crime-fiction will show that
stylisticians do not limit themselves to the details of
grammar, even when there is the desire to know what is
being done with words. Ultimately, this work will bring
into focus the distinctive technique peculiar to each

author. It will also bring the author's fortes and flaws

into the limelight. An examination of a writer's style is
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also a principal means of encouraging the author to
improve upon his skill and raise his creative work to
respectable artistic level. It will also equip the reader
to cultivate good artistic taste and an objective Jjudge-

ment.

0.4 Scope
Although one crime or the other is highlighted by

Yoriba novelists in their novels, in order to focus on
style, my choice of text will be restricted to the crime-
fiction of Okédiji and Akinladé. Both writers are pre-
occupied with cfeating order out of disorder. Within the
formal constraints of the detective novel, they try to
say something true about men and women under the stress
of the ultimate crime and about the society in which they
1ive.

However close their conceptions are about the crime
situation in contemporary Yorubad society, there are
differences in their writing styles. With the intent to
appraise the style of Yorubd crime-fiction writers, we
shall consider their works in which there is the creation
of a detective of sufficient charisma to investigate and

Solve the crime.
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Although different facets of crime are highlighted

in Okédiji's Atétd Arére, no investigative machinery is

set in motion to detect the criminals. Atétd Arére only

becomes fully intelligible when we realise that its
typical subject is theft carried out with quick-witted
dexterity. The major pre-occupation of the novel is
A13bad's struggle with himself and the society in which he
lives. In this struggle, Alabd is involved in three main
relationships with Samind, Sitd Addripdén and BJlandlé. It
is Rlabéd's sorrow to find his struggle complicated and

intensified rather than resolved by these ties. Although

Atdtd Arére is packed full of criminals and crime, it is

not considered and treated here particularly because its
analysis is enough for another thesis. Despite their
seasoned experience at crime-fiction writing, Okediji and
Akinladé temporarily and successfully abandon crime-
fiction writing to tackle a subject and a theme of
seriousness equal to anything that can be found in
contemporary fiction. Okédiji's $angdé, which is a Yoruba
play based on the historical $angdé focuses on the movement
from Ouiké to Qydkoro. Its emphasis is on the activities

of king Sangé. RéEré Rin, another play is a socio-economic
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satire of the Nigerian worker's hopeless situation in
the face of oppression by the privileged few. The plays'
primary focus differs from the ones which form the core
of Okédiji's novels.

Akinladé's major focus in Sangbd Fg! is a satire of
Nigerian politics in the second republic.6 Emphasis is
placed on political antagonism, electioneering campaign
and voting malpractice in the novel. It is the blackmail
on Adéniyi, the presidential aspirant of the Eléja party
that calls for the attention of the detective towards the
end of the novel. Having identified the blackmailer, the
detective recedes to the background while the campaigns
and election proceed as planned. It is then obvious that
the secondary role of the detective in $angbd Fg! cannot
be equated with the novels in which emphasis is placed on
the detective's activities. We shall therefore exclude

Okédiji's Atdté Arére and Akinladé's Sangbd Fo! from our

data base because of the size of the former and the theme

6. For a detailed analysis of this, see Adebgwale, O.
(1991) "Sangbd F4!: A Satire of Nigerian Politics"
in Journal of Issues in Social Science (ed) A.
Awaritefe, Vol. 1, No. 2, pp 25-41.
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of the latter.

# ~

Although Qmdydjowé's ltan Adégbe¢san and Bayg

Ajgmogbé centre on crime and its detection, such crimes

are not shrouded in mystery. Besides, Qmdyajowd's crime-
fiction is written in the first-person, and the narrator
is a character is the story. We believe that Omdyajowd'
first-person narration where there is a forward moving
storytelling, in which the identity of the criminal is
known from the onset, is quite distinct from the crime-
fiction that is almost in the classical detective story
form. Thus, we shall not consider Omdyajowd's writings
in the present work. Ouf emphasis shall be on the crime
fiction of Okédij{ and Ak{inladé which are written in thi
person and in which the narrators are not characters in

the stories.



PART ONE: BACKGROUND STUDY



CHAPTER ONE

SOCIOLOGICAL BACKGROUND

1.0 Introduction

We have emphasised in the introduction that there
is no way we can discuss the style of Yoruba crime-
fiction writers without mentioning the subject matter
which is crime and its detection. In this chapter, we
shall consider the general causes of crime before we
proceed to discuss the particular causes of crime and
how such crimes are prevented in traditional Yoruba
society. Despite the fact that attempt is made to prevent
crime in traditional Yorubd society, we cannot rule out
the possibility of criminal behaviour there. Hence, we
shall discuss the steps taken to detect the criminsl. It
will not be out of place to consider crime and its control
in contemporary society since the Yoruba crime-fiction
writer may choose his materials from both the traditional
and contemporary societies.

Since the alarming rate at which the incidence of
crime increases reflects serious deficiences in the whole
fabric of society, we shall attempt to discuss the Marxist
theory which belongs to the sociological approach. This

becomes necessary as the theory will help us to place in
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proper perspective the socio-economic situation which
makes the criminal to pose a threat to the continued

peaceful existence of the society in the novels.

1.1.0 Generic Explanation of Crime

There is no single factor that can be used to explai:
criminal behaviour. We shall therefore concern ourself
with the different explanations that have been advanced
for criminal bebaviour. In doing this, we shall adopt
Schuessler's (197%) terminologies. These include the

multiple-factor explanation, the mechanistic, and genetic

explanations of crime.

1.1.1 Multiple-factor Explanation

The multiple-factor approach explains among others
the social, economic, political, and psychological factors
in broadmindedness to include all kinds of factors which
continue to be responsible for crime in the society.
Fundamentally, the trouble lies in large part to the level
to which ethical standards have sunk as society does not
abhor wrong doings in a manner that will give both the
young and the o0ld the moral integrity to resist crime.
Instead, status is accorded the wealthy and the powerful

who prosper by methods irreconciliable with the ideals of
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the society.

The environment also plays a vital role in the
acquisition of criminal behaviour. Generally, children
reared in locations close to the market place and motor-
parks easily interract with touts and dropouts from whom
they pick undesirable traits and characteristies. The
chances of mixing with such undesirable elements found in
slums and the like is very slim with children of the
affluent members who live in secluded places. However,
this is not to absolve children of the wealthy from the
commission of crime and criminal tendencies, nor is this
to say that criminality is the exclusive preserve of the
poor. With the wind of ¢crime blowing across the world,

the Sunday Tribune of 1lst November, 1987 has as its front

cover: 'Sons of the rich flood crime world'. The newspaper
reports that graduates, undergraduates and men from well-
to-do homes have been involved in crime at an alarming rate.

According to the report:

«+«+ the son of a former Vice-Chancellor

is currently facing an armed-robbery
tribunal. Two sons of a prominent wealthy
man are on the police wanted list for
robbery. The son of a popular photographer
was recently jailed for life for peddling
cocaine., The son of a dean of faculty in
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one of the Nigerian Universities was
recently arrested for burglery ... Two
sons of a prominent Alhaji in Kaduna
State have been arrested for trafficking
in heroin. The son of a principal of a
secondary school at Ilaro is in court
for theft ....

This report displays in clear terms that children of the
affluent now occupy important positions in the crime world

Another contributory factor to criminal behaviour is
the migration of individuals from villages (where they have
emboldened identities and where their activities are easily
monitored) to urban centres. The unemployed individual
migrant, who is an unknown figure in the city, has a greate
tendency than his peers in the village to commit crime. In
the name of survival, criminal behaviour is learned or
acquired by such unemployed migrant in the course of his
association with others in the city.

Criminal behaviour can also be explained in terms of
economic factors. Driven by the fear of economic insecurit)
and the desire to gain some of the goods unequally distri-
buted in society, many people devise crooked means to

satisfy their needs. It is widely believed that such
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criminal tendency is restricted to members of the lower
class. However, we discover that it is equally true of
other classes who through greed will want to have more.
Greed then accounts for majority of the "white collar”

crimes which Knudten (1970: 211) explains as consisting

of:

eees Violating of criminal law by members
of the upper socio-economic classes per-
petrated in connection with their
occupations. It is not associated with
poverty or any personal or social
pathology which may accompany poverty.

Public officers who are tried for unlawful enrichment

and embezzlement in Nigeria in the recent past fall into
the category of those who commit white-collar crime. Such -
public officers become criminals because of the situation
in which they find themselves. One factor that is
responsible for this type of crime is the availability

of the opportunity to embezzle. However, it is not all

the people who are in strategic positions that commit such
a crime. Availability of the opportunity is therefore a
secondary explanation of the cause of crime.

Also, the infiltration of local customs and traditions
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by foreign values has not only introduced new dimensions
such as drug trafficking and sophisticated armed robbery
it has also increased the crime rate. In the modern
Nigerian society where marriages are contracted and
dissolved at will, children of divorced parents, for
lack of effective care, are well numbered as recruits
and performers in the crime world. Children whose paren:
have not spent adequate time with during their childhood
and adolescent periods, and those of them in a family whec
have inadequate parental upbringing become victims of
easy recruitment for mischievous activities. So, out of
the acceptance of defeat and a consideration of the absern
of self-actualization, some develop criminal traits.
Besides this, the invention of criminal behaviour may occ
in certain extreme cases of kleptomania. Knudten (1970:
17) summarises the possible causes of crime in the wester
world as comprising:

«e«e low income, ethnic hopelessness,

unstable family life, unemployment,

overpopulation of single males, sub-

standard and overcrowded housing ...

high population density and low rates
of house ownership ...

These factors may also account for the commission of crime
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in the Nigerian society.

l.1.2 Mechanistic Explanation

Mechanistic crimes manifest in various dimensions,
ranging from fake appearances, covering up of real identi-
ty and the concealment of evidence. Hence, emphasis on
the explanation of criminal behaviour is based on the
factors operating at the moment of the occurrence of
crime. The argument here is that the commission of the
crime is pre-meditated as the c¢riminal will have to
devise the means to make the situation surrounding the
crime complex. It does not seem that the criminal's
background has any impact in the crime he commits. What
matters is the execution of the crime in a mechanistic
way.

According to Schuessler (1973%: 6), the mechanistic
explanation of crime emphasises that the immediate factors
in criminal behaviour lie in the person - situstion complex.
That is to say, the situation in which the criminal finds
himself plays a vital role in the execution of the crime.
By emphasising that immediate factors play a vital role
in criminal behaviour, the mechanistic explanation of

crime isolates personal and social pathologies which should
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not be exclusive of each other. Schuessler (1973: 8)

observes this when he comments that:

The tendencies and inhibitions at the
moment of the criminal behaviour are,
to be sure, largely a product of the
earlier history of the person, but the
expression of these tendencies and
inhibitions is a reaction to the
immediate situation as defined by the
person.

This shows that the earlier history of the criminal
should not be underplayed while giving an explanation

of the commission of crime in a mechanistic way.

l.1.3 Genetic Explanation

The historical background of the criminal is important
in the genetic explanation of crime. Schuessler (1973: 11)
explains that criminal behaviour is rooted in the societal
organisation in which the person operates. This school
of thought believes that criminal behaviour is induced
by differential social organisation. According to
Schuessler (1973: 12), the theory of differential social
organisation is an attempt to explain criminal behaviour

around the process of learning, interraction and communica-
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tion. Actual participation in crime is then the outcorn
of two kinds of association: criminsl and anti-criminal
Apart from inheriting certain criminal characteris

from either of the parents, by extension, criminal trai

may be picked up from the peer group and other acquaint
This is to say that if either of one's parents, long
standing associates or other acquaintances have crimina.
inclination, one is likely to be influenced by them. T
ultimate result of such relationships is the acquisitior
of criminal behaviour and the commission of crime. Howe
if one's parents and friends are not criminals, one may
have the potentiality for crime.

A critical examination reveals that it is quite
possible not to inherit criminal traits from parents. A
individual who has intimate association with criminals m
also not be influenced by them. If this is so, it foll
that the differential social organisation factor needs t
be underplayed when explaining the cause of crime.

Having explained the possible causes of criminal
behaviour, we are faced with the menacing threat it pos:
to society. Hence, different mechanisms are set in motic
to combat crime both in the traditional and modern Yorub:

societies. But before we proceed with the discussion of tk
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prevention and control of crime, there is the need to

examine the specific causes of crime in traditional

Yoruba society.

1.2 Causes of Crime in Traditional Yorubad Society

In order to identify and explain the possible causes
of crime in the traditional Yoruba setting, it is perti-
nent that we clarify what constitutes crime in their midst.
Each community has its own moral code of conduct. The
young and adult members of traditional Yorub& society
learn the norms and expectations of their community from
their kith and kin, acquaintances and the different guilds.
Any dffence that is against any widely accepted standard
is regarded as a crime. Johnson (1960: 552) reiterates
this when he defines crime as "a behaviour that violates
a norm to which the actor is oriented". In traditional
Yorubéd society, offences that infringe on the personal
liberty and private rights of the individual may not easily
be separated from criminal offences as will be demonstrated
below.

The intentional or unpremeditated violation of social
norms is one of the reasons which can be advanced for the

cause of crime in the traditional Yorubd society. Anyone
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who tells a murderous lie, steals or behaves treacherously
is regarded as a criminal. The violation of such social
norms may be personal or communal as shown in the Yoruba
saying below:

0féf6 ni 1 peru

Epé ni 1 polé

I1¢ dida ni 1 pdré td bad dalé

Aldjobi nf { payékan t8 ba gebi.

(Tale bearing kills a slave

Curse kills a thief

Treachery kills a friend who behaves treacherousl,
Consanguinity kills a relative who does evil,)

Another cause of crime is the violation of cultic
practices. Such a viclation may be a civil offence but
it may lead to a criminal offence. In the example below,
seduction of another man's wife is a civil offence.
However, the hunter's reaction that the seducer be killed
is a criminal offence. It is forbidden in the hunter's
cult that another hunter's wife is seduced, hence this
saying:

Eni ti & gbayawd qde
K& sq § 186gun kS ki
K4 1la 4 lésumaré kS ki
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(He who seduces the hunger's wife
He should be destroyed by poison
He should be extirpated with leprosy.)

Besides the cultic vioclation, some people display criminal
tendencies inherent in human nature when they get provoked.
In such instances, the potential criminal spurns insult.
The insult may occur when a man's wife is snatched by
someone Jjunior to him. The definite step which the
husband takes to avenge himself can make him murder or
commit some other crime. At other times, a man can feel
slighted by a song which may have been used to blackmail
him. Such a song may induce his anger and make him feel
repugnant towards the singer. His reaction to the situation
may evoke crime.

Another cause of crime has to do with infringement on
someone's rights. In Yorub4d land, it is no crime if some-
one puts a protective charm - aalé on his property to
prevent it from being stolen. Notwithstanding, it is
criminal to put the &alé on another man's property. Such
a tresspass may lead to provocaticn which can in turn

result in the commission of another crime. Landed property

is highly valued among the Yorib&d, hence people do not
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tolerate any kind of encroachment on their lands. 1In
spite of this, some people out of the greed of acquisit:
or because of their relatively high positions attempt tc
usurp other people's land. This action can lead to an
acrimonious quarrel among individuals, families or towns
The result may be open confrontation which leads to arso:
and looting the things on the landed property. In most
cases, some lives may be lost in the process.

Insolence is another factor which accounts for crime
in traditional Yoriubé society. It is widely believed by
the Yorubd that, it is the idle hand that the devil
employs for mischievous ends. Although majority of the
people left home for their farms at dawn, there were
some that were supine to work. Despite being laggard,
they had to feed. Their attempt to find food and other
essentials of life could make them steal or commit
other crimes. Such deviance brings general disapproval
from members of the society, hence necessary steps are

taken to prevent crime.

1.2 Crime Prevention in Traditional Yoruba Society

Crime is abhorred in traditional Yorub&d society,

hence the numerous unwritten rules and regulations are
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meant to guide its members. Proverbs, taboos, the concept
of Qmgludbi, moonlight stories, exposition by traditional
artists and the plays staged by the travelling theatre
group certainly preclude crime.

Proverbs help to moralise, and so they act, though
indirectly to the deterrence of criminal activities.
Proverbs enable people to think deeply about the implica-
tion of any step taken. Consequently, pecople recant their
criminal activities.

Tabool also aid in preventing crime. Such taboos
forbid people to do certain things which are likely to
destabilize the peaceful co-existence of people. The
taboos which must not be broken under any circumstance are
meant to keep the éociety free from crime. Out of the
different types of taboo which operate in traditional

Yoruba society, the one guiding bebaviour is the most

1. Taboo is called ééwQ among the Yorubd. It means
things that are forbidden, that is, things which
are disallowed. The Yoruba believe that anybody who
attempts to do a forbidden thing will be punished.
Idowu (1962: 147) explains that the Yoruba say in
the face of a baffling crime or offence:

'A ki { se é 18 mda dajd"

(It is taboo that will judge the offender.)
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important for ensuring peace and a crime-free society.
Examples of such taboo include among others the following:
i) A ko gbodd ji eyin pépéye k6.
(One must not steal duck's eggs.)
It is believed that anyone who breaks this taboo will
become leprous.
ii) Obinrin kd gbedd ki qwd bq apo asQ QkqQ rg.
(A woman must not dip her hand into her
husband's pocket.)
The repercussion of this is that the woman's child will
steal.
iii) A kO gbdd ji ochun t{ a b4 paalé 1é
(One must not steal something on which a charm
is placed).
The consequence of this is that the one who breaks the
taboo will be attacked by the owner's curse.
Some taboos are brought about by the different religio

to guide the character and behaviour of its worshippers.2

2. The acts which worshippers of some of the Yoruba gods
(like Ogin, Sangd and Ayéldla amidst a host of others)
must abstain from include stealing, adultery, betrayal
of trust, lies, murder, and wizadry. A worshipper who
violates any of the rules is severely punished. Religi
thus guides the character and behaviour of worshippers.
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The gods are respected and feared. No worshipper dare
do anything that would provoke them. Therefore, the
desire to observe all the taboos related to their religion
aided traditional Yoribd society to remain to a large
extent free of criminal incursions. The relevance of the
moral inculcated by the different religions is well

expressed in Idowud (1962: 166):

This array of constituents of moral
values in the religion of the Yoruba

are sufficiently impressive to convince
even the most sceptical that the Yoruba
are a people endowed with a strong sense
of Right and Wrong.

The concept of Qmgliabi equally plays a vital role in
seeing to an ordered and peaceful environment. Awoniyi
(1975: 264-%265) explains at length on what makes an Qmglu-

ébi5 when he writes:

To be an qmqliabi is to be of good
character in all its ramifications.

3. An QmQldabi is also one who has the spirit of love.
He is patient and would not nurse any grudge against
anyone. He is one who does good and is never found
in the midst of people who violate comstituted
authorities.
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Good character, in the Yoruba sense,
includes respect for old age, loyalty
to one's parents and local traditions,
honesty in all public and private
dealings, devotion tc duty, readiness
to assist the needy and the infirm,
sympathy, sociability, courage, and
itching desire for work and many other
desirable qualities.

It is this good character that makes for good social
relations, so every member of the community is expected
to act in a way that would enhance a crime-free society.
The desire to remain an Qmqlidbi aids the individual to
abstain from undesirable behaviour.

Furthermore, the different moonlight stories which
elders relate to children help to deter crime. Most of
the crimes committed in society are incorporated into the
stories to teach one moral or the other. The story-telle:
ensures that he highlights not only the crimes but
emphasizes the punishment meted out to the criminals and
what becomes of them at the end of the story. The moral
is extracted and impressed upon the children who are still
in their impressionistic age. Such stories orient the

children towards the norms of society. Awdniyl (1975:276)
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observes that morality is not only taught but it is lived.
Courage is demonstrated while endurance and devotion to
duty are exhibited by elders. Fadipé (1970) also
emphasises that the education of the young children in

the codes of manner, customs, morals and laws of the
society serve as effective mechanism in the prevention of
crime.

One other important way of preventing crime in
traditional Yorubd society is the exposure ©of offenders
by traditional artists. This reveals that traditional
literature play its part in preventing, and, or reducing
criminality. While chanting, oral artists incp;porate.
morels that can make people to desist from crimes. In
some areas, there are traditional festivals during which
people have the opportunity of saying in public the
nefarious acts perpetrated by some people.4 The stigma

this exposition leaves on such people is enough punishment

4 During the Qramfé festival in Ondd, Opépéé songs are
rendered. Such songs are used to expose and criticise
people who have done things which could be termed
criminal. Participants in the festival are privileged
to go to offenders' houses to render such songs, not
even the king or his chiefs are spared when they have
skeletons in their cupboards. This type of song is
rendered in other parts of Yoruba land i.e., during [fé
festival among the Egbadd and Kétu. EA1 festival at

I1é-If¢ is another example.
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to prevent them and people of their like from committing
more crimes. The fear of being exposed during subseque:
festivals then scares a lot of people from getting invo.
in criminal activities.

In addition, the travelling theatres base a good nu
of their plays, which they stage from one town-to the ne
on some criminal activities perpetrated in society. Suc
plays perform the vital role of educating people on the
negative aspect of crime on society, hence the call on
people to desist from criminality. As emphasised in suc!
plays, the criminals always come to a bad end, so they
teach people not to have anything to do with crime.

It should also be noted that in traditional Yoruba
society, the lust for money was minimal and most of the
people were gainfully employed. This is not to say,
however, that there were no idle hands, but as far as
needs were concerned, they were more easily satisfied
while ambitions were towards and within the means of loca
materials and resources. Poverty was manageable. It was
neither a cause nor a pretext for any form of anti-social
behaviour. Tamung (1987: 13) adds that the compactness
of each rural community also promoted social cohesion

and a sense of belonging. This prevented alienation whict
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cen cause a drift into crime and other anti-social
behaviour, and so, there was no threat to public peace.
But peaceful as traditional Yoruba society was, one form
of criminal activity or the other pervades it., We shall

now proceed to discuss how crime is detected in traditional

Yorubd society.

l.4 Crime Detection in Traditional Yorubd Society

Any deviant behaviour is disapproved of in traditional
Yorubd society. As rightly noted by Fadip¢ (1970: 278),
deviant people:

..+ are punished in various ways as

appropriate to the items of morasl code
which are in question.

Since Yorubad ethics forbid criminality, steps are taken
to prevent, where necessary detect and punish criminals.
For instance, in some parts of Yorubdland, thieves are

detected through the use of égédégodo5 (charmed padlock).

5. The Yoruba, especially people in Ondé state believe
that if the Agaddgodo (charmed padlock) is put on a
farm, residential buildings, shops etc., any person
who goes there to steal would be unable to leave the
vicinity where the criminal act is committed. On
some occasions, such thieves would be sweeping the
venue of the crime with a charmed broom until the
owner of the property comes around to release them.
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A detected thief is paraded round the town, and this brings
instant disgrace on the extended family and his close
associates. 1ldowa (1962: 162) adds that thieves were
pilloried and then killed in the olden days.

Where the criminal is not known, the Yoruba people
resort to a number of ways to detect him. Investigative
machinery is found in If4, Osanyin and Sangd's stone-celt
among a host of others. In some areas suspects are made to
drink certain concoction.6 It is believed that the concoc-
tion would cause stomach pains for the offender. The
concoction administered may also cause the death of the
offender within a stipulated time. Sometimes, however,

people suspected of murder are discharged upon

The ridicule to which they are exposed before their
release is enough punishment to deter them and others
from stealing.

6. An example is omi-Ayélédla among the 1lkdlé. The effect
makes the stomach turgid. If the suspect refuses to
confess, he dies of the extraordinary swollen stomach.
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their swearing on Ogin.’ The belief is that if the oath
is false, the vengeance of the Orisa would follow, while
the offender would die in mysterious circumstances. There-
fore, no offender dare take lightly the consequences of
failure to tell the truth in a charge brought against him.

We discover that in traditional Yoruba society, there
is the belief in the unified society. Criminals are
detected there without the aid of specialists and skilled

agents. People co-operate to provide information about

7. Among the Yorubéd, Ogin, god of iron detests stealing,
murder, telling lies and breaking of oaths. The
belief that Ogin hates unscrupulous behaviour is well
expressed in this song:

Oghln & dagd

Oghn & déagd |

Obinrin t6 gbdyin abosi féko r
Ogtn 4 d43%

(Ogin will judge

Ogln will judge

A woman that gives another man's pregnancy

*De

te her husband
Ogn will judge.)

Besides, no offender is expected to swear falsely on
Ogn. Yémiitan (1963%: 68) observes this when he writes:
Orisa 1'0gin, ¢ ma dalg
Origa 1'Ogin, ¢ mé dald
Eni b4 m'Ogln, ¢ ma dale
Orisa 1'0gin, ¢ ma dald.



44
suspects. Criminals are not usually covered, not even by
members of their immediate family. Rather than cover him,
he is exposed and disowned by members of his family. Though
criminals are detected and punished in various ways,8 we
believe it is the disapprobation of crime by organised
traditional Yoruba society rather than punishment that tend

to deter the large majority of the population from crime.

1.5 Crime and Its Control in Contemporary Society

The values upheld in traditional Yoruba society are

relegated to the backgrournd in modern society. With the

(Oglin is a god; do not break your oath.

Oghn is a god, do not break your oath.

Anyone who knows Ogiin, do not break your oath
Ogin is a god, do not break your oath.)

8. Compulsory exile is the punishment for a foreigner who
steals. A witch who confesses is stoned to death. A
man who commits adultery is maede to pay a fine to the
lawful husband. Anyone who commits murder or any
serious offence is offered as sacrifice and killed
before Ogin's shrine.
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advent of Islam, Christianity and foreign culture, majority
of the socizl and belief systems of the past are no longer
respected. 1dowh (1962: 211) explains at length on this
when he writes:

There has been a remarkable change in

moral values all over the land ... The

Pax Britannica (sic) makes it possible

for a daylight burglar to escape his

well-merited punishment if he and his

lawyers are clever about it ... The

result of all these is that our "enlightened"

products of the two "fashionable" religions

can now steal without any twinge of moral

compunction ... they can now cheerfully

appropriate other person's property, they

can break convenants, or promises made on
oath with brezen indifference ....

Besides this, the craze for wealth has made the society
individualistic and everyone struggles on his own to achieve
high positions. The desire to become rich overnight makes
some people become over—ambitious as they strive to achieve
that which they are not entitled to. Some have turned
murderers or high-way robbers while some have joined the
'419 club' which is the recent vogue in town so as to buy

expensive cars, spend lavishly, build posh houses and live
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like important personalities in society. Some women who

want to enhance their social position and Join the band-
wagon of the rich engage in drug trafficking. Some of them
who have no respect for the dignity of human life have

either swallowed cocaine or risked their lives in other

ways in the attempt to make money. Crimes in contemporary So-
ciety then comprise those activities that violate the criminal
laws of the nation. In Qléaubﬁ (1978: 18), 0306 attributes
such criminal activities in modern society to a change in

our sense of the concept of pmplﬁébi. He remarks that:

... nigba ti iwa ompldabi ba t1 A dinku
n{ orflé-edé, iwa bhburt, iwa abimi, ti
ko béyh mu yif ni 6 saba A gori iwa rere
ati lwa omoltapvi ...

(... when a nation's decorum of manners
is on the decline, bad and strage behaviour
that are unacceptable begin to reign
supreme than refined manners ...)
However, attempts are now being made all over the world
to control crime and limit its occurrence to the barest
minimum. The police is the organised body the public alert

whenever a crime is committed. The detective unit of the

police force is specially trained in crime detection.
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Usually, the police detain a suspected criminal when
arrested. Persons who are professionally concerned with
problems of crime control then make a careful investigation
of the crime to know the people involved and the extent of
their involvement. Thereafter, the culprit is prosecuted.
The judge, after a thorough investigation and hearing of
the case is expected to apply the law diligently to ensure
a fair and Just administration of Justice on the offender.
The offender is either fined or sentenced if convicted.
Such penalties are aimed at making prospective criminals
calculate the pleasures and pains acqruing from the commission
of the criminal act. Punishment is, therefore, a conventional
practice of controlling crime. It is the prison that takes
the convicts into custody. Adelola (1991: 243) comments on

the role of the prison when he explains that:

ses In addition to the treatment and
rehabilitation of offenders, it evolves
administrative, reformative and rehabili-
tative programmes designed to infuse
discipline into the daily lives of offenders.
These programmes are predisposed to make the
prisoners law—abiding within the larger
socliety after discharge from the prison
yard.
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While in prison, the inmate cannot commit additional crimes
though he may do so after his release.9 This is to say that
the prison, in some cases, acts as a temporary measure in

the deterrence of crime.10

Although, in cases of felony like murder <and man-
slaughter, the criminal pays back with his life, such
severity of punishment is ineffective as a deterreng
This is so, because, on the long run, it is not all
offenders that are punished. Despite the fact that
Schuessler's (1973: 157-158) comment is on the crime
situation in Western Europe, his observation is relevant

to the Nigerian situation. He explains that:

9. Adélglé (1991: 45-49) has established that the average
figure of recidivists to other prisoners is about 45
percent. He explains further that:

Lack of reformation may be due to individual
psychology or that there are external forces
preventing prisoners from adjusting to a
life free of crime.

10. It is widely speculated that the prison turns out more
hardened criminals due to the poor organisation and
the process of socialization that takes place there.
PRIME PEOPLE, a weekly social magazine, Vol. 3, No. 35,
January 27-February 2, 1989: 16 comments on this thus:

Our prisons have been turned to a special
manufacturing company where criminals are
produced in alarming proportion ..
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... when one offender is punished

severely and 99 others are not

detected in their crimes, the

punishment is of little value either

in reforming the one who is caught or

in deterring others ...
We must also add that punishment does not bring any
dimunition in the rate of life-destroying crime. It only
arouses in the criminal the greatest determination to escape
detection. Besides, it sharpens their awareness of the need
to kill more if they must be caught and sentenced to death.
Hence, the arrest and subsequent detention and conviction
of criminals do not automatically result in the repudiation
of cr;me. Despite the continued execution of armed robbers
in the country, they have continued to increase in number
over the years and the problem of crime has not been solved.
Besides, it is widely believed that the law enforcement
agents who ought to maintain law and order aid and abet
criminals,ll hence the persistence of crime. Apart from
this, society sometimes makes the eradication of crime
elusive. Law enforcement agents are at times helpless when

parents of criminals or well-to—do members of the society

11. This is established by the case of Police Officers Abidogun and
C.S.P. Patrick Njoven who aided Oredeyin in a robbery at Bacita
in the 1970's. A similar case is that of D.S.P. Iyamu who was
involved in the celebrated Anini saga in Bendel State in the
late 1980's.
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‘press the button' from the top to get arrested criminals
released. The fact that the police is not well—-equipped
to cope with the sophisticated criminals of the present day
also accounts for why it has been difficult to effectively
control crime. In order to arrest the situation, the social
situations which are most condusive to crime need to be
eliminated. This is to say that if the very fabric of societ
is not overhauled, we would very much have criminality with
us. Herein lies the interest of Marxists. Since our focus
is on literature and not on the basic tenets of l“larxism,l2
it suffices to say that Marxist ideas have been applied to
11terature.15

One basic theme of Marxism is that economic relations
constitute the principal force shaping human history and
social relations. Besides determining the structure of
society and the nature of political institutions, economic
relations also determine man's consciousness and social

aspiraticons. Criminal behaviour then has some correlation

with the socio-economic status of the individual. Although

12 TFor a detailed discussion of Marxism see Lenin (1959,
1973) and Burn (1939).

13 Williams (1977), Eagleton (1976) and Gugelberger (1985)
contain detailed analysis of Marxist theory of
literature.
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the Marxists regard the economic aspect of society as the
ultimate determinant of other aspects, they recognise that
other forms of consciousness can alter men's existence.
Hence, they believe that literature should serve &s an
important instrument of change in society. Gugelberger
(1985: 9) explains that Brecht, a Marxist writer is of
the conviction that literature has to:

... become outspoken, militant, committed

and should use whatever is useful ... if

it is successful in promoting the struggle

for change.
This suggests that literary writers should provide useful
guidelines for radical and insightful interpretations of
works of art and the society at large. However, Lukacs
(n.d: 82) explains Marx's attitude to literary works when

he observes that:

Marx protested against the attempts even
of great artists to use their works or
individual characters for immediate and
direct expression of their personal
opinions; he argued that they thereby
prevented their characters from fully
exposing their capacities in accordance
with the inner organic dialectic of their
own existences.
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Generally, Marxist criticism of literazture is concerned
with seeing literature present the story of the struggles
of men and women to free themselves from certain forms of
exploitation and oppression. In order to be totally free,
there must be a radical change in the social structure.

All the discussions so far have shown that crime
pervades both the traditional Yoruba society and the modern
society. The causes of crime that cut across-both societies
are mainly socisl and economic. Both societies identified
have addressed the issue of crime in various ways but have
not succeeded in eradicating it.

As emphasised by Marxists, literature can serve as an
important instrument of change. Hence, Yoruba crime-fiction
writers, though aware of the failure of the different
mechanisms set in motion to control crime, use their art
to examine the underlying causes of crime. In their
literary treatment of crime, they identify that it is
essential to know the causes of crime but that it is more
important to get the criminals arrested. They suggest that
by so doing, citizens will understand the problems of the
criminal better. Consequently, it will be easier for
citizens to co—operate to make the management of crime a

reality.



CHAPTER TWO

MEANING OF STYLE

2.0 Introduction

Style is a concept which is difficult to define but
one which can be described. Fowler (1973%: 185) attests
to the extremely wide meaning of style when he explains
that :

Style is one of the oldest and most
tormented terms in literary criticism;
its meaning is controversial while its
relevance is disputed.

This suggests that no single definition can draw a neat
line around the meaning of style. Hence, our attempt at
defining or describing it would only give us an opportunity
of findiﬁg out its common elements.

Some people merely describe style in relation to
their initial responses after reading a work of art. They
give an impressionistic definition which sees style as
either good or bad, grand or plain. Copperud (1965: 281)
observes that such people just see style as an embellish-
ment, a sort of garnishing added to a work of art. Such
definitions emphasise the beauty which style adds to a

literary work without giving the yardstick through which
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we may arrive at the pronouncements made on the literary
work. Rather than see style as a mat spread over or
fitted into the artist's work, its definition should be
one which would make for analysis that can be concretely
described or verified in the text. Consequently, we shall
examine definitionsof style which are not subjectively
impressionistic. These comprise the following: style as

language, style as choice and style as deviation.

2.1.0 Style as Language

There is a school of thought which sees style as a
way of using language. It is the conviction of linguists
that any analysis of style must centre primarily on the
author's language. Spencer (1964: 62-63%) expresses this

view when he explains that:

.+« when the language of a text is
examined, not as a source of information
about plot or character or thought, but
as the major focus of attention in the
dialectical process - that is when the
response is primarily to the use of
language itself - the critic may be

said to be examining the style of the
text.
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This suggests that it is only by studying the
language of a literary work that we can talk of its
style. As pointed out in Fowler (1975: 11), this view
of style assumes that :

phonology, syntax, everything which
makes up rhetoric, are of paramount

importance in determining the identity
of the literary work.

Sayce (195%: 4) has commented that the grammatical forms are
the foundation of style. The style as language school
argues that it is only by resorting to linguistics that

a truly scientific and objective description of a given
text can be achieved. This argument suggests that it is
when we describe the features of language in a text that

we would be better placed to describe the characteristic
style of an author. However, as pointed out in Chatman

(1971: 301), we need to note that:

no stylistician sets about studying
the language of a literary text
exhaustively and indiscriminately ...

As stylisticians, we cannot concern ourselves primarily

with the details of grammar. Moreover, we need to ask
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whether it is exactly in mere linguistic elements that tha
value of style lies in literary works, and especially in
the novel. Besides, the linguist is interested in
explaining the underlying structure of sentences but this
cannot be the major pre-occupation of the critic who is
analysing the novel. 1In fact, it may be impossible to
speak descriptively of an aspect of the novel while
ignoring the other artistic principles relating such
descriptions to other elements in the text. A detailed
description of language isolated for description can also
not establish the character of the whole text in which
the critic is interested. Fowler (1971: 116) explains
that the novel can never be linguistically determined in
any such way as a poem is. It is also stated explicitly
in Fowler (1975: 221) that:

Though narrative discourse is ultimately

couched in words, it is not identical or

coterminus with the linguistic manifesta-
tion.

There is also the problem of deciding what parts to isolat
for a linguistic description in a novel. Josephine Miles
explains that selection of elements to be described is

highly related to the interest of the reader or critic.
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She explains further in Chatman (1971: 24-25) that:

«ss Close study of the describable
elements of text, however cautiously
selected and correlated, does not
provide the complete story of style.

We need to add that by identifying the aggregate of
language features common to a writer or a genre, we have
only identified one of the determinants of style. In
order to identify the other determinants, we need to make
the complete work the ultimate goal of research. Enkvist
seems to realise this when he explains in Spencer (1964:
28) that :

The study of style must not be restricted

to phonological or morphological or

lexical or syntactical observations;

it must be built up of observations

made at various levels. Otherwise

style merely turns into a sub-department

of one of the established steps of

linguistic analysis.
Since we cannot discern the how of a literary work if we

do not know of the what, it follows that important insights

about literary style need to transcend the formal aspect
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of the work. Emphasis on style may then include other
things apart from languzge use which the literary critic
is not inclined to discuss extensively like the linguist
would. As noted by Chmann (1964) who concentrates on
the formal description of style in his article titled
'Generative Grammars and the concept of Literary Style',
there should be a move from formal descriptions of style
to critical and semantic, interpretation. This, according
to him should be the ultimate goal of stylistics.

Although style can fundamentally be a matter of
thought and superficially a matter of words, we believe
that style is a consideration of meaning{/ Though we
recognise the importance of language in any work, we
believe that the words which form the sentences are
insignificant if they convey no ideas. Grammar could
only therefore be a partial contributor to the style of
a writer., Milic aptly attests to this when he asserts

in Chatman (1971: 79) that:

Style is concerned witb thought, not
with the manipulation of words ....
writing well thus requires a full
knowledge of the subject-matter and
a clear sense of the interrelation
of one's ideas.
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It is our contention that literary style transcends

language as ordinarily understood, so we share O'Connor's

(1962: 11) view that:

Technique in fiction is the use to
which language is put to express the
quality of experience (that is,
subject matter) in question and the
uses of point of view not only as a
mode of dramatic delimitation; but
e«ee O0f thematic definitiomn.

While not disputing the fact that a literary work is
accessible through its language, we believe it is not
solely responsible for it.1 We shall therefore insist
that all the elements that constitute a work are never
completely separable because of its organic nature.
Style would then be seen in terms of Brownwell's (1924:
10-11) definition below:

«++ 2gent that organizes variety into

unity. It is ... the organic factor

in any art of any kind, the factor in

which every part of any whole becomes

at once a means and an end, each detail
contributory as well as itself significant.

1. Scholes and Kellog have demonstrated in The Nature of
Narrative (1966) that work can be done on narrative art
without paying undue attention tc the language of fiction.
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There are yet other considerations of style which are
closely related to the consideration of style as lang
These comprise the consideration of style as choice ¢
style as deviation. The two sub-approaches of style

language will be discussed below.

2.1.1 Style as Choice

Style has been defined by some as the characteri:
choice of certain words or structures over other
possibilities in the language. -Sandell (1977: 6) expl
this thus:

Style is a way of making linguistic

choices which consistently distin-

guish among different comparable

users of language.
This is to say that a writer is faced with two or more
alternative words in the same paradigm. It is for the
creative artist to choose the word that best expresses
his mind from the alternatives before him. PRut Chatmar
(1971: 1%27) believes that though we sometimes have mor¢
synonyms to choose from in the lexical field, the scope
for such choice is limited. Besides, Enkvist argues ir

Spencer (1964: 17) that we should distinguish between t
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different options before the writer. To this end, he
identifies three types of selection open to the writer

as grammatical choice, non-stylistic and stylistic choice.
He explains that grammar distinguishes between "the possible
and the impossible", whereas the other two choices involve
grammatically optional selection. While explaining further

in Spencer (1964: 18-19), Enkvist says:

..o stylistic choice ... seems to be a
choice between items that mean roughly
the same, whereas non-stylistic choices
involve selection between different
meanings.

If viewed critically, what he says is non—stylistic choice

is equally stylistic. Besides, there is need to determine
when items 'mean roughly the same' thing. We also need to
inquire whether two different utterances can be approximately
the same on the basis that the information contained in them
look similar. Sandell (1977) seems to throw light on this
when he claims that items may mean roughly the same thing

if the meaning of the different expressions are the same,

and only if the receiver reacts in the same way to the

different expressions. Sandell (1977: 5) explains further:
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If two different expressions have
different persuasive impact on the
receiver, this must imply that he
reacts differently to them. By
definition then, they cannot
express the same thought, that is,
have the same meaning.

If the concept of style as choice be pursued vigorously.
it follows that we must study each word employed by the
author to find a right dress for his thought. This, however,
is not likely to yield a fruitful study as there are
hundreds or thousands of such words in a text. Even style
as choice meaning does not seem to suggest that every word
employed should be isolated and studied. If we isolate the
words for study, then the 1life in them departs. And
according to Milic (1969: 87):

the proper force of words lies not
in the words themselves, but in their
application.

That is, in the relations such words contr=ct with other
items in the context. Other objections which could be
raised about the definition of style as choice include

among others whether we have to take into consideration the
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author's choice of content and where he chooses tc commence
action. There is need to find out why certain characters
are given prominence over others and¢ why scme are isolated
to perform certain functions at particular times in the
story. We may also have to clarify whether the concept
of choice as the crucial mechanism of style can be extended
to cover the author's narrative perspective. Besides,
Epstein (1978: 70) identifies that the problem of defining
style as choice is compounded. He explains that:

... when the choice of words (lexis)

of a writer, rather than his choice of

syntax acts as the determining criterion

of style, how can we tell which words he

characteristically favours? How do we

recognise a 'deviation' from general

patterns of word choice? ...
We can then conclude that the definition of style as choice
poses some problems which may be difficult to resoclve when

discussing a group of texts rather than an individual text.

2.1.2 Style as Deviation

There is also a school of thought that explains style

in terms of deviation from a norm. This school of thought
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would see style as a way of using language that deviates
from what is normal, that is, an exception to a rule or

an unusual way of using languege.2 This suggests that a
way of using language in this sense is stylistic in so far
as it is deviant. By implication, all those who

express themselves in a perfectly normal way do not exhibit
any style.

The definition therefore has the disadvantage of
under-valuing all non-deviant language as there is the
tendency to focus attention on works which manifest a high
degree of deviant language. If this definition is to be
accepted, there is the need to identify the norm before
deviations from them can be noted and interpreted. The
problem, however, lies with what determines the norm.
Mukdrovsky identifies the norm with the standard language
in Chatman (1971: 240-50). But Barthes objects to this when

2 Jan Mukirovsky is of the view that:

the violation of the norm of the standard,
its systematic violation is what makes
possible the poetic utilization of poetry.

For a detailed discussion of Muk3rovsky's view, see his
'Standard Language and Poetic Language' in Chatman, S
(1971) Literary Style: A Symposium, London pp A0-50.
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he explains in Chatman (1971: 7) that:

the stylistic codes of reference or
difference are numerous, and the
spoken language is always only one

of these codes (to which there is no
reason to grant special status as the
incarnation of the fundamental code,
the absolute norm).

Todorov also objects to identifying the norm with every-

day language. He argues in Chatman (1971: 320-31) that :

Ordinary language is the meeting place
of a thousand norms and thus 'normless'
in the truest sense.

If this is so, it is difficult to accept that style must
refer to an unusual way of using language, moreso when
we do not know how deviant a work should be before it
can be seen as exhibiting style. There is also the
problem of how to determine the degree of deviance.
Charles E. Osgood believes that the degree of deviance
can be determined. He explains in Sebeok (1960: 293)
that deviations can be measured because they are:

«++ in the statistical properties of
those structural features for which
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there exist some degree of choice
This assertion suggests that linguists and stylisticians
must take statistical count of the frequencies of
features that are deviant in texts. How well this
could be achieved is another issue.

Apart from identifying the norm with standard
language, Freeman (1970: 9) explains that the neo-Firthian
school of linguistics has a different definition of
'norm' and a different conception of deviation. According
to him:

A literary text must be described not

so much against the background of the

entire language as against the typical

characteristics of its register (the

set of linguistic choices typical to a

given use of language) and against the

dialect of the writer.
Context then plays the role of the norm here, but Todorov
maintains that if we define the norm as contextual, we
do not cover all the possible stylistic effects. While
it is true that language should not be viewed apart from

its context, deviation even in this sense does not make
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a work distinctive as to give the writer its individual

stamp.

On the problem associated with defining style as

deviation, Epstein (1978: 72) comments that:

eses 1t is difficult to recognize

absolute deviations in word choice

and rhetorical presentation (not to
mention content choice) in any piece

of writing, since the systems from which
the author may deviate cannot be described
for any language as a whole, in any form
that will meet scientific standards of
explicitness.

Style as deviation has also been rejected by some people

3

on the grounds that the norm is external to the text.

It is difficult to accept uncritically that style must

3. The rejection of the norm on the basis that it is
external to the text is formalistic. See Pierre
Guinand, 'Immanence and Transitivity of Style
Crlterla in Chatman (1971) for explana-
tion. We are not rejecting the style as deviation
definition because the norm is extrinsic to the
text. We reject it because it fails to give us
the opportunity of examining style in relation to
all aspects of the novel.
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be an unusual way of using language when most writers
do not manifest style agreeably to this definition.
Juliand explains in Riffaterre (1959: 168) that if we
view style as deviation from a norm, what happens after-
wards is that:

«eo We will have to 1limit style to

what is left of the written chain

after eliminating every element which

we can describe in its totality through

linguistic analysis ...
While bearing in mind that a literary work is an organic
whole, complete reliance on deviation may not be the
best method of analysing style. If each of the definitio
above is inadequate to solely capture the essence of
style, there is need to examine the determinant factors
that interplay in the style of a work of art. QlabQdé
(1981: 42) identifies such factors as comprising of
language, the individual and the context.

There is no gainsay in the fact that any literary
work is constructed with language. The literary artist
may sometimes extend the linguistic resources of the
language to achieve stylistic effect. Hence, there is

need to pay attention to the discernible features which
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make the work of a literary writer distinct from the
work of others. Such individuality may be double-
thronged in relation to the writer and the genre.
Q14bgdé (198l: 44) explains that individuality may
refer to the characteristics by which an individual is
recognised by his worth.4 Such identification, bhe argues,
... may be based on the aggregate
frequency of certain linguistic items
peculiar to each of them or in the
similarity of theme.
Bamgbésé (1974) has attempted to explain this
concept of individuality in the style of Fagunw.
With such personal traits discernible in a
writer's work, we can guess the author of passages.
The authorial individuality comes in here. For
instance, Faginwa is noted for employing a wandering

hero who interracts with many weird elements in the

4, In Q14bodé's (1981: 44) explanation in footnote one,
he says that:

... in all the novels of Qdinjo, Kiye,
Omo Okd Qrun, one notices the recurrence
oI certaln phrases, same way of charac-
terization and thematic simplicity.

He explains that these features re-echo in Kadard
ati égbdn ré which Qdinjo co-authored with JIadipupd
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forest which he makes the centre of action in his novels.
It is such peculiarity in Figinwa's works that has made
Oglinsina (1976: 128) to identify novels of the Figinwa
tradition. According to him, such novels reveal to a
large extent, a distinct influence of Faglnwa's writings.

Omgydjowd's Itdn Qdéniya Qmg Qdé1&ri and QOgindélé's

Ejigbédé Lona Is41d Qrun are examples of novels in direct

imitation of Figinwa. Despite the fact that Okédij{ and
Akin13dé operate within the convention of the detective
novel to discuss a similar theme, the individual element
in their works is unmistakable. Each of them has arrived
at the individuality that makes it possible for an
experienced reader to identify their writings. Some-
times, such identification in the work of literary artists
is usually done by statistical counts of frequencies of

linguis tic features.5 Wellek, however, doubts the

5. Enkvist gives a list of books and journals where
objective means are used to determine individuality
of style. They include: G. Udny Yule, 'On Sentence-
Length as a statistical characteristic of Style in
Prose', in Biometrika, xxx, 1929, pp 263-390 and
The Statistical Study of Literary Vocabulary,
Cambridge, 1944, and Alvar. Ellegard, A Statistical
Method for Determining Authorship, Gothenburg Studies
in English, 13 Gothenburg, 1962.
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adequacy of this method when he explains in Chatman
(1971: 71) that:

Quantitative relations establish only
dependent functions, more or less
necessary concomitants in the totality
of a work of art, but cannot define
its central meaning, its historical,
social and generally human import.

Contextual situation may equally help to shape
the value of a literary work. The writer may employ
techniques that have different values to present his
materials. The given context in which the material
occurs may make an identical material to have different

values in diverse works. Such presentational techniques

-are patterned with the formal and -the other features
that make the work a coherent whole. This shows that
the presentational technique can only be meaningful
within the context of other features that add to the
shaping of a literary work.

Having considered the definitions of style, it
becomes evident that style cannot always be discussed

in terms of deviation or choice. A literary work is also
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not a verbal object whose characteristics can be described
solely in linguistic terms. Style is also not merely
ornamental. Rather, style arises from the intricacies of
the formal, semantic, contextual and the writer's
individuality. We believe that emphasis can be placed on
the aesthetic and formal dimensions of fiction or any
literary worth so as to discover how social, ideological
and moral issues are discussed and given substance in an
artistic way. Consequently, our approach to the study
of style will be such that will take account of the inter-
relation of the language, semantics, characterizational
and the presentational techniques, that is, everything
which interprets author to the reader in the work. It
is in the light of this background that we shall proceed
with the analysis in part two in order to know the|,

individual Yoriubd crime-fiction writer's style.



PART TWO: ANALYSIS



CHAPTER THREE

NARRATIVE PRESENTATIONAL STYLE

%.0 Introduction

In narrating a story, the novelist employs a
narrator. Usually, the narrating voice may be a
separate and totally independent character, consciously
imagined and consistently maintained by the author. The
narrator is therefore, not necessarily synonymous with
with the author. According to Tillotson (1959: 22), the
narrator is a method rather than a person. Schwarz
(1972: 157) also sees the narrator as a document of the
author's state of mind at the specific time of aﬁthor-
ship. Hence, the work and the narrator are the author's
creation. The author may employ different narrating
voices to tell a story. The author's choice tells us
something of importance. As rightly noted by Stanzel
(1971: 29), the choice of the narrator

«ee Can reveal the angle, the bias,
and the kinds of references and rela-
tionships through which the narrated
material is presented to the reader.
The work's general orientation ... is

also determined by the narrative
situation.
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Hence, we cannot overlook the narrating voice because
it is by that voice that readers are guided to the
essentials in the story. 1In this chapter, we shall
first discuss the types of narrating voice which the
author can employ to tell the story. These comprise the
first person and the third person narrators.  These
narrating voices have to do with the physical position
from which the narrator sees or hears the action. Secondly,
point of view, a method of presentation which depicts the
selection of the particular voice or person  with which
to tell a story will be considered. Thirdly, the overall
presentational style of Yorubd crime-fiction will be
examined. Fourthly, the presentation of crime and its

detection will be discussed.

32.1.0 Types of Narrating Voice

In presenting their stories, the writer can employ
either the first-person narrator or the third-person
narrator which is otherwise regarded as omniscient
narrator. The writer has ways of manipulating these
fictional narrators. Suffice to say that the narrating

voice employed by the writer modifies the fictional

thought.
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%3.1.1 TFirst-Person

One of the devices of telling the story is the first-
person. In the first-person narrative, it is the narrator
who is referred to by the first person pronoun-"I".
Fowler (1975: 83-84) identifies three types of first-
person narrator. This may be a 'confessional narrator'’
who narrates his own story, or a 'story-teller' who

.+« focuses less on his own personal

history and experiences them on some

train of events which, he happens to

have witnessed.
It may also be a narrator who accounts for another person'
history in which he has been closely involved. Hence,
the first-person narrator could be a central figure who
performs either a central or peripheral role in the action
He could also be a subsidiary figure who observes the
events of the story from a vantage point. This narrator
reports everything he sees, hears or thinks. As he does
the reporting, he conveys not only the action of the
story, but also some of his own background, attitudes
and sometimes his prejudices. Despite this, his presenta-
tion makes the narrated material look authentic. It has

rightly been pointed out by Goldknopf (1972: 27) that
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the pronoun "I" employed by the narrating voice:

... makes us respond to the characters

as autonomous beings rather than as

agents of the author's overall design.
This pronoun "I" and the narrator's role assert his continued
presence in the story, hence we are locked up in one
character's mind. The first-person narrator also locks
out the possibility of going deeply into various characters'
mind. Yet, this narrator is only able to give an account
of what he actually witnesses, or else, he would be
narrating what he learns from others about events which
occur in his absence. Booth (1961: 150) also observes that
the author may be led to improbabilities if the first-
person narrator has inadequate access to vital information.
Ogﬁnginé (1976) and 1§§1é (1978) have discussed the use of
this narrator in some Yoruba novels. However, neither
Okédlj{ nor Akinladé resort to the use of the first-person

narration in their crime"fiction.l

l. The first-person narrator is almost always present as a
witness of all the actions in the novel. Sometimes,
however, events are repogted to him. In the crime-
fiction written by Akinladé, the crime is shrouded in
mystery. No character has an insight of who the criminal
is. This shows that_ the first-person narrator would not
be useful. Even in Okédiji's novels where the criminals
are known, the first-person narrator could not have
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3.1.2 Third-Person

The novelist can also employ omniscient narration,z
that is, the story can be related in the third-person. 1In
such a narration, the narrator is not introduced as a
character, neither is he a participant in the events of
the story. The omniscient narrator is however privileged
to watch the characters as they move and speak. Besides
describing the action and dialogue of the work, the
omniscient narrator also seems to know everything that goes
on in the minds of his characters. According to Boulton

(1975: 37-39) the omniscient narrator:

.o+ may follow any number of characters
for short or long sections of a book,
... He often gives a large share of
attention to one character, but some-
times turns aside to follow another.
... He can analyse motives more
objectively than a character can, he
can describe things no other person
could really see, he can relate
characters and events to things that
have not yet happened, he can throw in
any cultural allusion ... he can
contribute his own moral vzlues ... He

operated successfully. This is perhaps why Okédiji
and Akinladé have not employed it in their works.



78

has the greatest freedom, his is the
viewpoint of a wide—angled lens.

1

is a popular choice among Yoruba novelists.

014 (1978: 35-39) explains that this omniscient narration

*0n

He identifies

three ways in which it is used by YorubZa novelists. He

says there is one in which the narrator can act to
represent the authority of tradition in the culture.
Ogtnniran is the only novelist who uses the omniscient
narrator in this way. ' There is yet a second way where the

third-person narrator is used as a commentator. He tells

the story and passes moralizing comments on it. The role
of the narrator in this category is likened to what
Scholes and Kellog (1966: 265-266) call the 'histor'.
According to them, the histor is someone who is:

... entitled not only to present the

facts as he has established them but

tc comment on them, to draw parallels,
to moralize, to generalize, to tell the

reader what to think ...
1s014 (1978: 37-39) identifies novelists who use the third-
person narrator as histor as comprising Olabimtén, Yémifitar
Oyedélé, 1Aadélé and Awdéniyi. Thirdly, he says there is the

use of the third-person narrator who tells the story
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without moralizing or passing any intrusive comments. The

novelists in this group are 0dinyo, Okédiji, Akinladée and

4

igéla.

3.2.0 Point of View

A novelist selects a narrating voice appropriate to

the given situation in the story. The voice may be a
separate and totally independent character created by the
writer. Hence, point of view is an imaginative creation,
Just as much a part of the author's work such as the events
narrated or ideas discussed. Point of view also has to do
with the actual position from which the narrator sees or
hears the action he is describing. We have observed that
such a narrator may be a first hand witness or someone who
seems to be hovering above the characters as they move and
speak in the story. Like Stevick (1967: 86) has observed
about the novel:

s our understanding of its point of

view determines to a large extent our

perception of the novel's value system

and its complex of attitudes.
Since authors can rarely resist drawing reader's attention

to the perception and impression of things represented in
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their works, it becomes necessary to discuss point of
view in Yoruba crime-fiction. We shall employ point of
view in this work to cover Friedman's use of it in Stevick
(1967: 117). This is to say that point of view is not
only

a mode of dramatic delimitation, but

more particularly of thematic definition.

A ... novel reveals a created world of

values and attitudes by the controlling

medium offered by the devices of point

of view: through these devices he is

able to disentangle his own prejudices

and predispositions from those of his

characters and thereby to evaluate those

of his characters dramatically in relation

to one another within their own forms.
Although this is the sense in which 18614 (1978: #1-55)
uses point of view, he does not discuss this in relation
to Yorubd crime-fiction. He believes that point of view
is not crucially important as the cognitive aspect and the
hermeneutic qualities of the plot in crime-fiction. We do
not share the view that point of view is not crucially
important in Yorubad crime-fiction because it is equally a

central matter of technique on which every other value in

the novels depends.
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Generally, we can summarise the point of view in
Yorubd crime-fiction as follows. First is the use of the
limited omniscient narrator's point of view. The story
is told in third-person but a considerable psrt of it is
presented by the use of the interior monologue.. Abrams
(1957: 73) explains that the limited omniscient point of
view is evident when the writer:

... narrates the story in third-person,

but chooses one character as his 'sentient

center' whom he follows throughout the

action, restricting the reader to the

field of vision and range of knowledge of

that character alone.
Second is the use of complete omniscient narrator's point
of view. 1In using the complete omniscient point of view,
the narrator has the advantage of dominating and controlling
the narration. He tells the story in third-person and
follows more than one character in the story. Third is
the use of dramatic point of view. An individual character
has his own opinion when he states something in the story,
but in relation to the entire story, his speech is a
function of the dramatic point of view. While using the

dramatic point of view, the writer avoids telling readers
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what his characters thinks or feels.2 Instead, the writer
allows the characters to voice out their thoughts and
feelings. In such instances, the narrator's guiding hand
comes in as he co-ordinates the different opinions.. Hence,
the opinions or views expressed by the different characters
are coalesced into one by the narrator. Okédigl employs
the limited omniscient narrator while Akinladé uses the
complete omniscient narrator, but both of them resort to
the dramatic point of view when the need arises.

The three points of view identified can be classified
into two: the macro-narration asnd the micro-narration. The
macro-narration is the whole narration by the limited or
complete omniscient narrator. This forms the background
within which the micro-narration, that is, the specific
narration by characters (the dramatic point of view) is

situsted.

2¢2.1 Limited Omniscient Point of View

Okédly! employs the limited omniscient narrator's

point of view in presenting Aja 1'% léru and Aegbalagba Akdn.

The narrator in both novels is not a2 character in the

2. This is not to say that the use of the dramatic point
of view precludes the use of the interior monologue in
the same work. In fact, Cxédlji has employed both
successfully.
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stories he presents. He narrates in third-person, but
before we realise what is happening, he has switched to
the use of interior monolosue to focus on Lapadé's thought.
On such occasions, the reader sees the story from Lapadé's
berspective. Although Lapadé is not the narrator,. the way
the interior monologue is used consistently turns him into
one. Booth remarks on this in Stevick (1967:106) when he
says that :

--. any sustained inside view of whatever

depth, temporarily turns the character

whose mind is shown into the narrator...
Though the grammatical voice of the narrator in Okédiji's
crime—-fiction is the third-person, in a larger part of the
novels, the focus is on one character's thoughts and actions.
15618 (1978: 97) also comments that the narrator in Okédijf':
crime-fiction is very much like the first;person narrator.
The narrative is more of an eye-witness testimony as there
is hardly any action that takes place outside Léapadé's
presence. He is either actively involved in the action or
he is‘'watching it from a vantage position. On occasions
when he is conspicously absent, the event is later related
to him. 1In fact, as the protagonist of both novels, he is

actively involved and is always present whenever an important
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action is taking place. The eye-witness nature of the
limited omniscient narration also makes it possible for
Lapadé to watch actions or eavesdrop on crucial discussions
made by other characters in the novels.

In £33 1'6 léru (pp 121-131), Lapadé and Taféa take

cover in a nearby bush to watch the hemp-peddlars who have
Just arrived on the scene. From that strategic position,
Lépédé hears their plans and he designs a counter—-strategy
to frustrate the hemp-peddlars' scheme. In another instance,
Lipadé climbs a ceiling with the ladder to eavesdrop on

D66gd's discussion with Adéghn in Agbdlagbd Akan (p 155).

The narrator explains:

ses 0 deti, & sd P gbd ohin awon
1gbimd 6losa. O Atd dpa 433 néa

19 sona ibi ti o ti fighd ohun enia.

(... he listens, and he hears the
voices of members of the robbers
committee. He moves along the
rafter to the direction where the
voices come from.)

The information LApadé gathers helps him to devise a means
of rounding up the robbers. On such occasions when Lapadé
watches others in action, the narrator shifts the presenta-

tion center from the protagonist and makes other characters
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occupy the center of action. Lépadé withdraws to the
background watching the action and the narrator temporarily
acts as moderator before Lapadé is brought back to dominate
the narrative.

The limited omniscient narrator's point of wview
employed in Okédiji's crime-fiction makes it possible for
the reader to learn many details about the nature of crime
and the police force from someone who has an in-depth
knowledge of them. The way the selection of detail,
characterization, action and narrative development is
handled through the use of the limited omniscient point of
view make Okédiji's crime~fiction particularly interesting.
If he has employed complete omniscient narration, readers
may not have enjoyed the stories the way they do and they
may not understand the type of person Lapadé is better than

they do.

3.2.2 Complete Omniscient Point of View

Axinlddé's narrator has complete omniscience and
privileged information on all characters and events in his
crime-fiction. Though the narrator is not a character in
the stories, he hovers right above the characters as they

move and speak. This narrator has the advantage of being



86

present everywhere, unnoticed. Hence, he 1is able to witness
events happening simultaneously in different places. The
narrator makes the reader tc know more than the protagonist
or any other character in the novels. For instance, Kik?'s
confused state of mind about S6tundé's supposed involvement
in Dipd's murder is unknown to Akin Oldgind. Akin OlG§ind's
visit to S6tGndé's house is equally hidden from Kik¢ in

Ta 10 gbin'gi Ord?. The narrator is not obliged to provide

any of such information to characters who are ignorant of
some details in Akinladé's novels. BRBut the simultaneous
incidents are known to the reader. The freedom which
Akinladé's narrator has in relating events without being
obliged to the detective or any of the characters
increases the suspense and reader's anxiety in knowing the
way complications are resolved in the novels.

With the complete omniscient point of view, Akinladé's
narrator's hands are not tied and the detective has to find
out things himself. This is where lies the challenge for
Akin Olﬁ?iné to use his intelligence and detective acumen
in explaining every detail that would help solve the mystery
before him. The complete omniscient point of view thus
gives full insights into many nuances of action, character,

detection and analysis of facts in the novels. If Akinladé
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has employed another narrative voice, perhaps readers would
not have appreciated the suspense which surrounds the crime
and the detection better than when the complete omniscient

point of view is employed.

3.2.%5 Dramagtic Point of View

The key to the dramatic point of view is that the
writers present the reader with speech and action. Despite
this, the controlling hand of the narrator is at work.
Although the narrator does not overtly guide the reader to
any conclusions, naturally, however, the conclusions may
be readily drawn from the details presented. The use of
the dramatic point of view in Yoruba crime-fiction then
avails the reader the opportunity to examine the values
and attitudes of the writer. This dramatic point of view
is essential to the success with which Okédiji and Akinladé
are able to present police ineffectiveness in the face of
criminality.

Several incidents in Okédlji's £33 1'6 leru and

Agbalagbd Akan portray that there is lack of the right

calibre of men in the police force. For instance, when
AGdu, the inspector of police goes to investigate and

establish the truth about a patient in Adédyd hospital, his
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behaviour annoys the medical doctor in charge of the

in-patient department. The doctor says.

Ird QlqQpa wo ni tire? Ibo ni nwon ti
kQ ird eleyi ni igg QlQpa? Tani k¢
kaki fun éyi randanrandan yi? ...
Fhanna l'eleyi, QlqQpa k§ rara ...
(Agbalagba Akéan p 3%3)

("What type of police-man are yYou?
Where has this one trained? Who
gives this idiot of a man police
uniform? ... This is a hooligan, he
is surely not a police-man ...")

In Aja 1'Sé leru (p. 1l1), a driver commits a traffic offence,

but Addd who is supposed to have taken note of the car's
registration number does not observe it. He inquires

this from Lépadé who responds thus:

"0 jé my pé ng ko tilg wo'be rdra!
Iwg t{ & jé pé ise re ni lati maa
se iwadi ohun gbogbo ko wo ibe,
ki ni temi ti jé? ... Iwqg ni o gba
ige iwadii IwqQ ni o nilati mQ nqQnba
mQto ti o ba rufin ..."

(Aja 1'é leri pp 11-12)
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("Could you believe that I didn't look
in its direction! You whose duty it

is to engage in investigation didn't
observe it, what is my own business in
it? ... You are the one who engages in
investigative work. You are the one to
take note of the registration number of
a vehicle whose driver commits a traffic
offence ...")

These remarks in the excerpts above portray the state of
shame and dishonour to which the police has fallen.
Addu's behaviour and approach to work then seem to
peréonify a non-performing police force. Police ineptiti

is further highlighted in Aja 1'S leru (p. 87) where

Pidmiyi, a criminal emphatically states that the police
are afraid of the criminals. One of the criminals in

Oyéniyi's house at Fgb¢dd admits in Agbalagba Akan(p. 45)

that a'day 0ld baby can escape from the police because
of their stupidity. In a discussion with Lipadé in

Aja 1'8 leru (p. 56 ),Tafd reiterates that police cannot

soiely catch a sheep who gets itself loosened from the
stake. All these views show police ineffectiveness.
Though the various perspectives are consistent, the

controlling hand of the narrator is unmistakable. Althoug
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the police do not single handedly investigate a case
successfully in Okédiji's novels, the narrator once

admits in Agbalagbad Akan ( p. 39) that police may not be

inefficient as they have been portrayed. In Agbalagba
Akan(p. 56 ),Lapadé gives his honest opinion that the
poiice are doiné their work, but they are being handi-
capped by the law.

Addl explains the problems facing the police in the

discharge of their duties when he says:

"... A nilati tele ofin ni, iyen 1l'o
ndi wa 1lQwo. Bi ko ba ge bgg ni, a
ba ti ko 9pQlqepq enia timQle, ...
sugbqn bi @lqpa b4 ti ti ¢nikan mqle
iseju meji nisinyi, 1dya kan a dé, a
ni oun fe¢ gba iddrd re ..."

(Aja 1'S lerd p. 9)

("... We must make use of the law,

that is why we are handicapped. But
for that, we would have arrested and
locked up many people ... But if the
police locks someone up for two minutes
now, a lawyer will come around and make
request to bail him ...")

The problem highlighted by Addu probably explains why the
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police are cautious in the way they go about their duties.z
Although we are presented with multiple opinions about the
police, 15614 (1978: 50) has observed that such multiple
perceptions coalesce into a single option in the end. The
narrator's point of view in Okédiji's crime-fiction would
then be one which suggests that men of integrity and prover
ability are lacking in the police force while those in
active service are handicapped in the discharge of their
duties.

In Akinladé's crime-fiction, Corporal Akandé identi-
fies the primary function of the police as that of maintair
law and order, and the protection of citizens

... ohun ti 019pad wa fin ni 1ati
d&abo bo émi awon éniyan 114, ati
14t1 d4dbo bo ohun-ini won péld ...
(Apd T'6 N Lépa Fkun p. 97)

("... the function of the police is to
protect the lives of citizens and their
properties ...")

3. T&padé realises the authenticity in the allegations
which the police levy against him. Though he knows
their handicap, he starts thinking of the explanations
he would give should he be arrested. Yet, the narrator
never gives him the opportunity to prove his innocence,
except 1n the Jayetla episode. Even in that case,
Jayéola is used to'cover his real activities which
interest the police.
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In Owo Eﬂé (p. 69, Tﬁndé.4'another police officer explains
that the duty of the police is to provide social service

and protect citizens' interest. Although the police

single handedly investigate and arrest Lorénsl Awdlana in

Owd B3& ( pp 66-71), and the criminal in Agbdko Nilé Tété,
some characters in Akinladé's novels have their reservations

about the police. In Ta 106 gbin'gi ord ( p. 334 Lawyer

Adéjare argues that the police have not lived up to
expectation in the murder case which is in court. Sergeant
0détindé does not deny police ineptitude in this case but
he attributes their non-performance to inadequate informa-
tion and society's failure to take them into confidence.
This is the explanation given in all the novels written
by Akinladé. The way a private detective is brought in to
complement police effort in the novels shows the narrator's
conviction that the police needs help. The words of Akin
0145ind below reiterates the narrator's stand on the
inevitability of a joint investigation:

"... ajeje owd kan ko gbé'gba 4'éri,

6 di chun yiyé pe ki otelemuye abele

kan wa kin awpn 9ldpad 19wd nind 1gé

nd ..." (Ta 16 gbin'gi ord p. 169)

4. He is not synonymous with Tundé Atgpinpin. He is simply intro-
duced as Tdnd€ dgé-0ldpad. He is the police officerwho interro-

gates Lana in Owd Ejé (pp 68-74)
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("... since there is strength in unity,
it becomes necessary to call in the
private detective to aid police in the

WO ssn')

However, the narrator emphasizes it in Akinladé's crime-
fiction that the arrest of criminals and the subsequent
prosecution is police responsibility.

Yoruba crime-fiction writers do not merely reflect
police ineptitude, the issue of crime is also crucial. In
Oxédlji's novels, there is no single character who denies
the existence of crime or the consequent punishment for a
criminal who is caught. However, in Akinladé's crime-

fiction, Adéwolé is of the conviction in Ajd T'6 N Lépa Fkun

(P 23-2b), that there is nothing like crime. He believes
that what constitutes crime and criminals should be re-
defined.

Adéwglé argues further that there is no need to have
detectives in society. He believes that people should not
waste their precious time on a fruitless exercise of :
investigating criminals, moreso, because there is nothing

to be called crime. In Agbéko Nf 1& Tété, Orimddguingé

accepts that crime and criminals exist but he does not

believe it is worth it to investigate goat theft. He
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explains thus:

'Nitori ewuré le ge wa lati odidi
I16-1£8? EwGré lasénlasan! Mo
ro pé awon 158 pataki wa fan yin
12ti mda se. Awon apanlyan wa
nibé, awon t{ A se owd kanta wa
nibé, awon gbdmogbdmo wa nibe ...
0lé jéungeun ni témi. Ird mi k ni
won ni ki ¢ mda mu' (Agbdko N{lé T&té

pp 83-85)

('So you come all the way from Ilé-Ifé
because of a goat? An ordinary goat:
I think you have better things to
engage you. Murderers are there, those
who counterfeit money are there, kid-
nappers are there ... I only steal
food and things related to it. I am

not the type they say you should arrest'.)

Tand é Atopinpin also gives an endless list of different

types of criminals in Aja T'6 N Lépa Ekun (p 18).

focus of the narrator is always shown about the issues

discussed. Despite the diverse reasons advanced by criminals

for the commission of crime in Akinladé's crime~fiction,

the narrator's unchanging view is summed up in Tundé AtOpin-

pin's remark below:
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-

'... Londkond ti a 1& gba wo &, iwa
odardn k6 pé, iwa arGfin ko gbe omo
éniyan' (Ta 16 gbin'gi Ord p. 73)

(*... from whatever perspective we view
it, criminal behaviour does not pay;
crime does not benefit people'.)

Whatever may be the narrating voice employed in Yoruba
crime-fiction, and however close or diverse may be the
opinions expressed by the characters, the narrator's guiding

hand is always there controlling and shaping his materials.

3.%.0 Overall Presentational Style

A more crucial aspect of the narrative situation,
irrespective of the narrative voice employed is the
presentation of the facts, that is the way the materials
are presented. The dominant technigue of presenting the
materials in Yoruba crime-fiction is the use of scene.

Such .a scene may be dramatized by the characters, described
by the narrator or it may be narrated by the characters.
Cther presentational techniques include the use of summary,
the mass media, epistolatory style and the incorporation
of comments. These technigues of narration are alternated

in a very effective and captivating manner in Yoruba crime-

fiction.
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%.3.1 BScenic Presentation

In the scenic presentation, we see where the action
of the novel takes place. This scenic presentation depicts
when the characters come to participate actively in the drama
of the novel. Readers see them as they come to life as their
actions make the readers feel that they are watching the
events as they unfold. Such a scene may be dramatized by
the characters, described by the narrator- -or narrated by

the character.

Dramatized Scene

In the dramatized scene5, the characters put the novel
into a form of play. They employ dialogue as they act out
their roles. In such instances, readers hear them as they
speak and move about in the story. This dramatized scene
is related to the dramatic point of view earlier discussed.
While the dramatized scene presents events as they unfold,
the dialogue in the dramatic point of view may not necessa-
rily involve action. Rather, its emphasis is on the
character's presentation and attitude to facts.

Both Okédiji and Akinladé make use of this dramatized

5. This dramatized scene is close to what Ogun51na (1976:
185-187) labels as dramatized technique in Qddnjq's
Qmg Okd Qrun and Akinladé's Alosi 01dgo.
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scene in their works. However, their use of it is
strikingly different as will be shown in the discussion

below.

In Okédalyfi's 433 1'6 lery, AGdu's visit to Jampakd's

hideout where he goes to investigate TAiwd Dugb¢é-and Lépadé

is presented in a dramatized scene:

"... Iwo n'tle, o td sara ni abi sokoto

re se ré gbindingbindin bayi?" Okunrin
igb&klin néda ni, "E30 re k§. K{1'S kdn § bi
mo bid yagbé séra? ..."

«e. AGdu ni, "... Ngé o ranti pe o

fnti ona Akanran bowé si Ibadan 1'owo

0sén yi; o si fAiwa mto re nigbanaa?"
Okunrin naa ni, "Mo ha md pé ese ni bi o?
AGdl ni, "O ti o ... é§é ni 1lati fi moto
sare Ju bi o ti ye ..."
Taiwo ni, "Audu ... Kini se ti o ko fi da mi
duro nigba naa ..." ... (432 1'6 léru

pp 39-20)

(".<. What about you, have you urinated on
yourself or why is your trousers wet like
this?" The captive answers, "it is not
your fault. What concerns you even if I

deficate on myself?..."

... Aldu answers, "... Do you remember that
you were driving along Akanran road on your
way to lbadan this afternoon?” The man
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responds, "Do I know that that is criminal?

Audu says, "It is not ... it 1is criminal to
overspeed while driving a car ..."
Taiwo says, "Audu ... why didn't you arrest

"

me then ...7 o eis

The identity of the speakers are revealed in this dramatized
scene and in that of Lapadé's trial in Oléri-Ayé's palace in

Agbalagba Akan (pp 105-111). However, there are instances

when Okédiji simply uses quotation marks to demarcate the
dialogue from the narrative. Such is the case with the
dramatization of how armed robbers attack Lapadé while on

his way to dispose of Adénrelé's corpse in Agbalagba Akan

(op- 87-99.

"E md ma jé ki a gbe ara wa gun

egin adyén o. Ord yi{ ju wa 19 o ..."

"BOya Suberu ko til¢ de ile Lapsde BkH?"

"Boya 6 seeSi gbé e si ile onile 3bi? Ibo

1'6 t1 wa farapa?"

"Iboni k6 ti le farapa b'é ba fo ogba onigd?..."
"Ani & je k'a bééré 1lowo awon t'o wad nind

m;été: .Cl" * e o0

("We better don't overrzte ourselves.
This matter is above our power ..."
""Could it be that Suberu did not get to
Lapade's house?"
"Maybe he mistakenly dumped the corpse in
another person's house, or what do you
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think? Where then did he get wounded?"
"Where can he not sustain inguries if he
gumped over a fence with broken bottles?...
"Let us inquire from the occupants of the

mn

VORI BY wan’ ewae)

In the example above, Okédij!l simply demarcates one
character's speech from the other by the use of quotation
marks. The identity of the speakers are not revealed, yet
their arguments cannot be confused.

Although Okédijf sometimes reveals the identity of the
characters engaged in dialogue, Akinladé always makes their
identity known. He does this in two ways: the characters
engaged in the dialogue will be mentioning one another's
name as they talk. Sometimes, it is the narrator himself
that will provide the name of the character speaking. 1In

the opening chapter of Ajd T'6 N Lépa Ekéin (p. 11), Ogélabi

cleans a bench in the bukateria, takes his 'seat as he
remroves his cap. He puts the cap on his knee and calls
the food vendor:

'‘Iya Kik§é, é n'lé A'bgun o. Se okd wa

nile? ..."

'Oka gbigbénd h be nild o, 03¢ ... sigbdn
o 6 kok$ san owd t'0 je sile nd o ...'

‘... O dé wayi, lya Kfkg! ... gbogbo owd
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ti mo je § ni ng 6 san ... Kikg ba mi

mi gké gy oL
'E8106 ni owd rg wi da bayii o, Dge?’
'Howu, lyhd Kiké! Ng 6 ha gé owd re ki bi?% eee

L]

( 'Hello, 1lya Kiké. Do you have gké? e &

'There is not oka, Dgé ... But you must first
Ll

settle what you are owing ...

'... There you are again lyd Kiké! ... I will
pay every Kobo I owe you ... Kiké, bring me
oka ...'

'How much are you owing before, 0gé?'
'lya Kiké! Do you think I will cheat you? ...')

This dramatized scene depicts paé's familiarity with the
food vendor, it is also not difficult to identify what each
speaker says. Ajiké's discussion with Bisl on issues
related to marriage is also dramatized in Owd Ejze (pp 1ll-14.
The presentation of the detective's interrogation in
Akinladé's crime-fiction is also usually dramatized. Akin
Olugind's investigation of Lafinhan's involvement in

Adémiyiiwa's death in Tal'b6 Pa Omooba? (pp 26-28)is punctua-

ted with each speaker's name. Sometimes, however, the
dialogue may or may not be punctuated by the character's

name as this example shows:
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Koburu dihin, 6 ni: '0gé, tal'd ni apo yii?'
'k} se temi, koburu'
'Nigbanda, bawo 1'6 se dé ehin ferese re?'
'Ng kO mo, KOburd «..'
'Tal'd ni gwd yii? 0j& dahun pé t'oun ni'
'Nigbawo ni o wo éwu néa kéhin?'
‘L&1¢é 0J9 satide ...'
'k{1'éyi t'6 A be lara ewu re, 0je?'

1

'eoo E-8-8-3-3-8"'.

'Bawo 1'83¢ Se dé ara éwu re, 087!
'Ng k6 md, Kéburi. Ng k6 mo bi 3% se
dé ara éwu nda. Ko yé mi'.

(Agd T'6 N Lépa Ekun p. 16)

Corporal answers, he says, 'paé, who owns
this bag?'

'It is not mine, Corporal’

'How then did it find its way to the back
of your window?'

'I don't know, Corporal ...'

'Who owns this dress?' 0jé answers
that 1t is his.

'When last did you wear it?'

'On Saturday night ...'

'What's this on it, 0ze?'

'eeo B-b-l-er0=-d'

'How did the blood stain your dress, 03é?'

'I don't know, Corporal. I don't know how

the bloodstain got on the dress. I cann't
understand'.)
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In this short dramatized scene, the reader is able to watch
the suspect as he responds to the gquestions put to him.

The hopelessness of the situation is presented in the lack
of convincing explanation on Djélabi's part, hence his
inevitable arrest.

There is a great precision in Yorubad crime-fiction
when the scene is dramatized. The reader can easily
identify the characters without getting them mixed up.

It is evident from the way Okédiji{ and Akinladé use the
dramatized scene that it is only in Okédiji's crime-fiction
that criminals are seen in action as they perpetrate their
crimes. What we have in Akinladé's use of the interview

Just depicts how the various suspects respond to the
questions they are asked. Such suspects relate past events,
hence, there is minimal action in the scenes dramatized by
Akinladé. The dramatized scenes in Okédiji's crime-fiction
on its part are packed full of action which makes the stories

progress.

Described Scene

The narrator describes the scene as it unfolds when the
described scene is employed. Although the characters

participate in action, we do not hear them speak, hence such
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actions are described. The narrator's power of descrip-
tion is at its greatest in the presentation of described

scene. In the opening chapter of Ajd 1'8 leru, the

narrator makes use of described scene to present Lépadé
as he appears riding his bicycle in the hot.sunny after-
noon. We visﬁalize him sweating and we wateh him as he
touches the bag behind his bicycle. A more captivating
described scene is when we watch the dying Kunlé as he
staggers in to deliver Délé's message to Lépadé. The
narrator writes:

««. €ni kan bayi ta bigbiq wqlé, &

nmi helehele. O ré lulg wgq sind

aga oni - timutimu kan laitile ki

Lapade kuule. O nrunjupq, o nkerora,

o Agbin, o mmi im{ édun (Agbalagba Akan
_ o) _ ,

(+«. someone enters with much effort,
panting. He collapses into a cushion
chair without greeting Lapade. He is
experiencing pain, he is groaning, he
is grunting, he is groaning.)

We sympathize with Kinlé as we watch him in this state
of pain. We are watching him as he asks for water. He

takes the water and gulps it while he throws the tumbler
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on the floor.

O sqQ ife naa sile bi eni pé ahd
ni, iyen si fdnka ni tire ...
(Agbalagba Akan p. 7)

(He throws the tumbler on the floor
as if it is calabash, the tumbler
gets broken and scatters ...)

As the narrator describes the scene, we watch Lipadé

as he open Kinlé's dress:

<+« Lapade sunmQ Qn, o si si agbddd

ré wo. Eje ti mu dadsiki abé agbada

naa daruddru, o0 re¢ gbedegbede ...
(Agbalagba Akdn p. 8)

(... Lapade moves near him (Kdnlé) and

opens his dress. The inner dress is

soaked with blood, it is extremely

Wet u-‘)
Okédiji's narrator makes this described scene more vivic
as he encourages the readers to visualize Kinlé's worse:

condition by presenting and describing as many concrete

details as possible. Hence, in Agbalagba Akéan (pp. 10-1

readers are made to watch Lapadé and Taféd as they help
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the dying Kinlé down the stairs to a waiting taxi-cab.
The way Salami Kémbérd breaks into Lipadé's apartment

in Aja 1'é leru (pp. 46-48)is also presented in a

described scene:

Ejik4d Qkunrin naa yqQ soke, lehinnaa,
ikun ré yQ ... O da ikun de ori patd
ferese, o si dumd égbé dgiri. O na

g¢s¢ sori ferese, o si gbé e kalg s'inu
yard. O fa ¢ sé keji tele e, o si tin
dim$ ogiri. O bQ sile ninu yard 1airé
Tard «..

(The man's shoulder appears, thereafter,
his stomach is seen .. He lies on the
window, and holds on to the wall. He
stretches his leg on the window and
puts it inside the room. He moves in
his other leg, and he holds on to the
wall. He lands himself in the room
without making any noise ...)

These described scenes are usually presented with simple
descriptive sentences.

In Akinladé's crime-fiction, the narrator equally
resorts to the use of the described scene to report an

event or action as it is taking place. Simple sentences
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are usually employed to present such described scenes.

In the opening page of Qwd Te Amodkdnsika, the narrator

presents Lawyer 0lufémi Kogboddkd as he gets prepared

to enter his chambers and commence the day's business:

Olufemi kogbdgkd jade ninu mdtd ayQkélé
ré, 8 gbé éwu kdotu ré k§ apd osi, o si
fi sigd ti mbe ni QwqQ Qtun r¢ s'énu ...
1éhin naa 6 td ééfdn jade ... O ja ik§
k¢hé ... O kqQjéd si ibi ilgkun éhin, o
si gf i sf1&, ... O fi Qwo tén fila
onirun-agutan ti mbe ni ori re se, o si
te bata ko-ko-koé wo imu §fiisi 1lg ...

(Olufemi Kogbgdgku alights from his car,
he hangs his coat on his left shoulder,
he puts the cigarette in his right hand
in the mouth ... thereafter he breathes
out the smoke ... He coughs ... He
moves towards the back door and opens it,
«eoe -He adjusts the wig on his head, he
steps his shoe in a fashionable manner as
he enters his office ....)

In the marriage party scene in Aldsi Qldgo (p. D, the

narrator describes in brief Adigdn's action before he

engages other guests in a discussion. The use of the

described scene in Yoruba crime-fiction is more predominant
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in the works of Okédijf{ than those of Akinladé. No
matter how minimal its use is, wherever it is employed,
the reader may not hear the characters speagk, yet the
action reported by the narrator is explicit enough to
give the reader a mental picture of the action or evenft
so described.

In some other instances, dramatized scene and
described scene are used intermittently by Yoruba crim
fiction writers. In Okédiji's crime-fiction, a good

example is found in Aja 1'é leru (pp 79-96) when Lipadé

goes into Tidmfyd's hideout in search of Angelfna's
sister. In an instance where a combination of the
described and dramatized scenes are employed to presen

an action in Agbalagba Akdn, there is contradictory

information on the same event later in the story. The
narrator presents a hunter in a described scene, despi
the hunter's explanation in the dramatized scene that

follows, he is arrested in connection with the murder

in Liadeji's hut in Agbdlagba Akdn (p. 19.

Baba Qde yi nsun 1jdla ... ibgn sakabula
kan wa lejika ré, &k¢ ada gbQerq kan si
A fi 1égb& ré, ikoko taba kan nru ééfin
lenu ré AsQ Qde gan an 1'S wg ...
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"L &, baba yi, duro"

"Kini iwQ nse nihin?"

"r{ mo dse nfbo? Okoc mi 1'e Awéd 1§¢dkan
un, okc égé ¢okén un. Aba wa si 1l'e ti
Ar{ é&fin t{ Ard 1¢¢gkan un. Wo &,

kfni ir§ da? 1Ibe l'akukq ti ko t'ee

gbé un" (Agbdlagba Akan pp 18-19).

Oy

(The hunter is chanting 1jéld ... There
is a dane~-gun on his shoulder, a long
sheath dangles by his side. ©Smoke is
coming out from the pipe in his mouth.
He has a hunter's dress on ...

"You, stop there'

"What are you doing here?"

"What I am doing where? That's my farm over
there, that cassave farm. The smoke you see
yonder is from our farm-shack., There you are,
what's the need for telling a lie. That's where
the cock crow is coming from"

In another section of story, that is, in Agbalagba Akan

(pp 45-46), some criminals admit that the person arrested

at Ladéji's hut is Déripalé:
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"gn-én! Nwon ri Déripalé mu? ...'
"Ab'fwg 6 ti 1 gbd? B'S ti pa §dalé ti e

npe ni Dele yen tdn, kaka k'd maa bQ
jéé, o ni oun & duro de Lapade ..."
"Ko si ri Lapade qQhun mu?"

"Nibo! ké ri i md pintin ..."

("Truly! So they arrested Dérupalée?

"Or have. you-not heard? Instead of leaving
after killing the treacherous DE1&, he said
he would wait for Lipadé ..."

"Did he catch Lapade?"

"Where? He did not ...".)

Even if we assume that it is D@ripalé who disguised as
a hunter in order to get Lipadé, we doubt the authenticity
in this because the "hunter" fails to attack Lapadé on
his arrival. In fact, the narrator's presentation
suggests that the "disguised" hunter is aware of people's
presence -in the hut where he is supposed to be watching
out for L&padé. The narrator explains:

Ibi ti baba Qde yi wa ko Jju ogoji

es¢ bata si Qdg awqgn Lapade, o nkqQja

19 nitire. O wo ¢dd wqn firi lasan

1é¢kan soso, ko tile ja kidnra rara

««s Oorun taba nja fikanfikan bi
¢fdufi ti ngbee de Qdq Lapade ... O
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tilé jé Lapade nimi tobge ti o fi sin
pinsin, pinsin. Baba Qde naa ko tilg
wéhin tabi ki o ki i peleg, 8 mba gna
tire 19 séna oju titi ...

(Agbalagba Akan p. 18)

(The hunter is about forty feet away from
Lapade and Tafa as he goes his own way.

He looks at their direction once without
worrying about them ... The smell from
his tobacco rents the air as the breeze
blows it towards Lapade's direction ...

it burns Lapade in the nose to the extent
that he sneezes. The hunter does not look
back neither does he greet him as he goes
his own way to the main road ...)

If the information provided in the dramatized scene in

Agbalagba Akan (pp 45-46) is true, then Dérupalé should

be suspicioué of anyone he sees around the hut. Yet,

the narrator shows in Agbalagba Akan (p. 18) that the

hunter is at ease when heynotices the presence of some
men in the hut. His failure to challenge and attack
them makes us doubt the truth that he wants to get
Lipadé killed. Nonetheless, it may be that the narrator

brings in the hunter to get him into police net thereby
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diverting police attention from L3padé, who seizes the
opportunity to escape police arrest. While forgetting
the motive for which the hunter is created, the narrator
by way of explanation reveals the hunter's identity, but
by so doing contradicts the impression he wants to give.
Like 0Okédijf, Akinladé also combines the described
scene and the dramatized scene in his crime-fiction.
This method is however more predominant in Okédiji's
crime-fiction. An example of such presentation will

suffice in the way Akinladé uses it. In Asenibanidard,

the meeting between Akin Oldsina and Akanbi in Arénije's
motor park is presented in a mixture of described scene

and dramatized scene:

Akin sqkale, 8 si kqja si ilé iyéd
0ldinje t6 dojikq garééji. O ra
oinje, 8 si je. O ra bfa igo méji
ASN/B6 ti 1A mu @t lowg, & ri

Akanb{ A koja lo nind gidrééji nida, 6
si rdn Qmgdé kan 1q pé é. Nigba ti
Akanb{ ri Akin, ... 6 séré ki i
towgtowd. O bééré: "Sé ko goro ti

a fi ri yin n{ ihin? ... Akin bu bia
fun Akanbi ... & teriba bd ti gba qti
ndad 1¢wQ Akin, nigba td si mu dié nind
ré, & gbé &yl té ku 1éw§ ... O kési
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iyd oldédnje, & ni: "Sé ¢ ké 1ééwg
kin{ yif 0? Iya olddnje déhin: "E
seun. Emi k6 mQ nipa bia, emu ni
temi ..." (Asenibdniddrd pp 16-17)

(Akin alights from the vehicle, and he
enters a canteen opposite the motor
park. He buys food and eats it. He
buys two bottles of beer .... As he
is drinking the beer, he sees Akanbi
passing by in the motor park, and he
sends a child to call him. When Akanbi
sees Akin, ... he greets him with respect.
He asks: "I hope that no problem has
brought you here?... Akin pours him
some beer ... he bows as he takes the
beer from Akin, after sipping a little,
he holds the cup ... He calls out to
the food vendor, and says: "I hope
you don't mind sipping some of this?"
The food vendor responds: "Thank you.

I don't take beer, I go for palmwine"

In the presentation of the described scene,
Akinladé's descriptive ability does not match that of
Okédiji. The scenes Akinladé describes are not as live

and active as the ones presented by Okédiji. As could
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be seen in the examples cited, Akinladé's use of fairly
complex sentences tend to slow the reader's mind by the
closer interrelation of ideas. The punctuation which
forces pauses in the sentences also tend to make the
description prosaic. The impression such sentences

give is that things happen in a more leisurely way.
Unlike Akinladé, Okédiji is fond of presenting action,
hence he employs simple sentences which tend to reinforce

the sense of the speed of events in his crime-fiction.

Narrated Scene

The narrated scene is not dramatized life, that is,
to say, readers are not privileged to watch the characters -
in action. An event which is briefly mentioned is
narrated in full by the character concerned at a later
stage in the story. This narration usually relates a
scene which has already taken place in the past. This
flash-back technique makes the reader to understand the
events better. Usually, when the narrator resorts to
the use of the narrated scene in Yorubd crime-fiction,
the prior event which is now related is narrated in
the past habitual tense. After this micro-narration,

the narrator continues to narrate other events in the
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present tense.

In Okédiji's Aja 1'6 1eru(p. 16),a driver who
attempts to crush Ldpadé with his car has an accident.
T4iwd Dugbé, the driver, later gives an account of his
movement from the time be starts pursuing Lapadé in
the bush to the time he crashes his car... In the same
book, Angelina Qdedairdé seeks Lipadé's help when she
could not find T¢linf. ILapadé sets out to rescue
T¢dlanf. When the kidnapped girl is eventually found,
she relates how the kidnappers tricked her into

entering their van to collect a socap. She recounts:

"eeo Mo si b4 mQto kan bayi 1léna, nwon
nfi poldwd Qse oyinbo ... Bi emi ti
nlq jééjé¢é temi, eni kan ti o joko
1l'ehin mQto naa pé mi, o ni ki ng wéa
gb'qgse ofé, Mo si nawq sinu mqQto

dhin, gigbdn qwq mi ko t8 @se ti nwqn
na si mi. Ni onitqQhun ba ni ki ng wqQle wa
mu eyi ti mo ba f¢ nite. Ni mo ba wQle
sinu mQto ¢hin. Bi mo ti goke sinu mQto
tdn, nwon pa'lékin r¢ dé, eni kan si
f'owg df mi lénu. MJto naa ko si si

«.es O npolowo @se lojukannaa ni. Mo
nké, sugbon ohin mi ké riyé jade,

nitori nwgn ti fi agqQ di mi 1'enu, nwen
si ti mi s'aarin awqQn apoti @se¢ Alé-nlA4.
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Nigbati o gse, mQto naa $i, 6 rqera nlQ
diedig, o nyQ rin. O nlq jeejee, &
Apoldéwd, ose b'o ti nlQ"

(Aja 1'é lert pp 1%26-137)

("e.. I met a vehicle on the way, it was
advertising soap ... As I was going,
someone sitting at the back of the van
called me to collect a soap, free of
charge. I stretched my hand, but my
hand didn't reach the soap he was
trying to give me. The person then said
I should get into the van to pick which-
ever one I liked. I entered the vehicle.
As I got inside, the door was locked,
and someone covered my mouth. The van
did not move ... It was advertising the
soap on the same spot. I was shouting,
but my voice could not be heard, because
they had covered my mouth with a cloth,
and had pushed me inbetween the big
cartons of soap. At a point, the
vehicle moved and was going steadily,
moving slowly. It was moving at a slow
speed, advertising the soap as it went".)

In Okédiji's crime-fiction, such explanations relate a
scene which has occured on a previous occasion. Although

readers try to visualize the event, such an explanation
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adds nothing to the development of the story.

Narrated scene is usually resorted to in Akinladé's
novels towards the end of the narrative. The culprit
who has been rounded up now gives an account of how the

crime is planned and executed l In Agenibiniddrd (p. 58}

Adéogun narrates how he succeeds in stealing. In such
narrated scenes, the reader is able to visualize
retroactively every step taken when the culprit is
executing the criminal plan. In Aldsi Q14ge, Ekindayd

Qléniygnu narrates how he kills Agamfi. He explains:

"... Mo gbd t{ Asami sq pé, oun

fura pé ng ki 1 se £bun gan-an ...
Mo pada 1@ si dile ... Mo 1lqQ md Jpa
mi, mo jade. Mo ba Asdmi nind gdobu,
dun péld Mopé Atage.- Mo dird titf -
Rdigin fi gba Qti t'S wad gbé, t'6 si
lo. Mo fi ¢pd mi sidb¢ agbddd, mo ki

6 There are instances where the culprit does not
narrate how he commits the crime. In Owd Ejé
(pp 99-108), Agbdkd Nf1& mété (pp 98—1517:§£§forma—
tion of how the crime is executed is elicited from
the culprit through the use of interrogation. Akin
Olisind and some witnesses explain the details of
the execution of the crime in Ajd T'S N Lépa Ekun
(pp 120-12%23) and Qwd Te Amddkinsika (pp 90-95)..
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,

Asami, mo ni ki § $é mi nf owé ... O
gba kdréisi yen 14wd mi, 8 yipada, &

si ddrdq owo r¢. O kq ipdkd si mi, &
dka owé. WMo fin un ni "gba-kan-o-subi!"
Mo yédra mi owdé mi ni ilé, mo si jéde..."

(Aldsi Q18gg p 169)

("eeo! I heard Agamu saying that he
suspected that I am not Ebun ... I

went back home ... I picked my stick

and went out. I met Asamd in the shop
playing with Mopé. I waited until Adigin
collected the beer he came for. I hid my
stick under my dress, greeted Asami and
asked him to change my currency note to
coins for me ... He took the money,
turned, and opened the drawer where he
kept money. He turned his back at me,
and was counting the money. I hit him
hard with my stick. I hurriedly picked
my money and left ...")

Such narrated scene is presented in letter form at the

end of Tal'd Pa Qmgoba?. In Akfnladé's novels, the

narrated scene throws light on the mystery which the
detective has been trying to resolve. The tension,
curiosity and anxiety of the reader who is on his toes

to know who of the innocent looking suspects commits
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the crime are now relieved. The suspense woven round
the manner in which the crime is executed is also
removed. We now have information about the details of
the criminal act. Whichever type of scenic presentation
is employed in Yoruba crime-fiction, the representation
is detailed enough to create the impression of

experiencing the particular event so presented.

Z2.,%2.,2 Use of Summary

This presentational style which gives brief
essentials of an event is sparsely used in Yoruba crime-
fiction. IgQld (1978: 91) observes this when he
explains that Yorubd crime-fiction writers make minimum
use of summary. The use of summary is not sustained
hence the incorporation of description and other
presentational technigques. For instance, in the opening

chapter of Agbalagba Akan, the narrator uses a mixture

of summary and description to present Lipadé as he is

relaxing in his sitting room chewing kolanut and smoking.

6 pé ti Lapade ti ji. O ti rorin, o si
ti wé. O wa joko, o si fehinti lori aga
alasQ kan ni pdld ré. Timitima aldwq
kan t{ awqn onfgqgna fi aworén orisirisi
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dara si wa niwaju ré, o gbe ese mejeeji
le e. O diju ... O njobi, o mmu siga
ré ... (Agbalagba Akan p. 1)

(It's been quite some time when Lapade
has woken up. He has brushed and taken
his bath. He is sitting, resting on a
chair in his sitting room. A leather
foam leg-rest design is in his fromnt, he
rests both legs on it. He closes his
€YEeS ... He is chewing kolanut, and
smoking his cigarette ...)

Unlike Okédiji, Akinladé makes more use of summary.
Since the events in his novels are not action packed,
the narrator has to use a lot of summary to present such
events. For instance, summary is employed to present

Sdlé's effort to see Bisi:

Igba pupd ni Sdlé ti gbiyanjd 1ati ri
Bisi 0lé1lufé ré, sugbgn ti Alaké ko jé
ké6-ri i. Bisi{ nda si A saniyan 14ti ri
Sulé ... Sulé maa A gbadura 1lqojg ti o
ban 1l¢ ri Bisf ni ... Bf SGlée ba si ti
kqoja niwaju ilé néda, ti o siféé gégé bi
adehin won Bisi a ti mQ pe o0lélufe oun

ti dé ... Oowé Ejé (pp 1-2).
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(S4lé has attempted to see Bisi, his
lover several times, but Alaké will
prevent him from seeing her Bisi is alsc
making efforts to see Sulé ... Sulé
prays whenever he is going to see Bisi
... When Silé passes in front of the
house and whistles as formally agreed
on, Bisi would have known that her lover
has come ...)

The narrator proceeds to explicate about the Igbira
club and Sdard Owdyemi's hospitality. In some cases,
when the witness testifies during the investigation

sessions in Akinladé's crime-fiction, summary is used.

2.%.%2 Use of the mass media

snle

The newspaper and radio are employed in the presenta-

14

Nell

tion of the narrative in Yoruba crime-fiction. Is
(1978: 95-96) has rightly observed that the newspapers
and the radio reduce the narrator's commentary and long
stretches of summary. We need to add that the way the
mass media is employed by the writers under study is

different.
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In Okédiji's novels, the narrator resorts to the
use of the mass media to present crucial facts about
the crimes depicted. As already observed by lsgla
(1978: 96), the newspaper report in Aja 1'S leru (p. 14)
serves the purpose of an exposition where the raison
d'etre of intensified police activity is given. The
paper reports on the activities of crimimnals and the
tense atmosphere in the city. The inspector of police

is condemned in the other report by Aldrdyé Ibadan

newspaper and the crime situation is succintly explained:

e+ Enia nsqQnu lgsan-gangan, sugbon
awon Qlopa ti a ni ko le ridi qrg naa.
Ole nfi agbara gba owd lowg 0léwd
laarin titi ni g¢san gbaigbaf, ko si
gni ti o le da won lekun, ko si eni
ti 1 mu won .... Awgn janduku nmu
igbé laarin @ja. OQmobinrin k6 gbodd
da rin 16jli-ona 1l'eti ilu ...

(Aja 1'6 leru p. 62).
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(..o Pecople get missing in broad daylight,
but the police cannot solve this riddle.
Thieves snatch people's money during the
day, nobody can restrict them, nobody
arrests them ... Criminals smoke Indian
hemp in the market. TLadies must not walk
alone on the streets near the town ...)

A broadcast on radio warns in Agbalagba Akan (pp 72-73%)

that people should not abet the robbers who have
murdered two men at Ladéji's hut. Such presentation of
crime shows the currency of the mews item which needs to
be looked into. However, it -adds nothing to the
development of the plot. -What the mass media succeeds
in doing in Okédiji's ¢rime-fiction is to educate the
public about the situation of things in the world of the
novel.

In Akinladé's crime-fiction, there is either a paid
advertisement or a newspaper report and a radio broadcast.
Such newspaper advertisements have to do with the proposed

auction of Bamgbdsé's farm in Tal'd Pa Qmogba? (p 42)

and the vacancy to be filled in an establishment in

Asenibaniddro (pp 52%2-54). The former advertisement

provides information about the movement of Adémiyiiwd,
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thus giving the criminal the opportunity to strike.’

Th

4

Ajd

latter advertisement and newspaper reporis in

2-54)

s

T'S N Lepa Ekun (p 122), Asenibdniddro (pp

and

perhaps the newspaper reports in Qwg Te Amodkunsika

2

In the confessional letter written by Jangodina in
Tal'S Pa Qmgoba? g 94, he explains how. the advertise-
ment in Irohin EkO newspaper provided him with
information about Adémiyiiwd's movement. He writes:

oo mo ri Iwe Irohin Eko ti o sqQ nipa gbese
ti enikan je¢ QmQoba, ati pe awgn fg ta oko
ndd; eyi ti o wa ni itosi titi nla ti o wa
si Eko, Kete lehin 6pd maili 44. @ han
gbangba pe anfani daradara ni eyi je lati
nu QmQoba kird ... “Ni‘ojo keji ... Mo 1q
sapamQ nitési Jna ti Qmegba yio gba pada
si ile ... Agogo meje koja iseju mejo ni
Qmogba dé, mo bu ind s{ i 1ldra!...

(e.e I saw the Irohin Eko newspaper which
reported about the money someone owed
Omgoba, and that the debtor's farm which
is‘close to the express road, shortly
after kilometre 44 on the way to Lagos,
is to be auctioneed. It is evident that
this is a good opportunity to get rid of
Omqgba... The following day ... I hid
near the road where QmQoba would pass
when returning home ... QmQgba arrived
at eight)minutes past seven, snd I shot
bhim!.<q.
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(p 76), and Aldsi Qldgqg (pp 56-57) serve to direct the
detective's inveétigatjon along the right path.B Hence
such newspaper reports lead indirectly tc the arrest of
criminals in the novels. The newspaper report in Tal'd
Pa Omgoba? (pr 50) only succeeds in complicating rather
than resolving the issues before the detec¢tive. In Qwd
Ejé (pp 109-110), the newspaper report merely provides
a vital information to aliens after the investigation
has been concluded. From the foregoing, it can be
inferred that the reports in the newspapers, with one
or two exceptions, generally adds something to the

development of the plot in the novels. The broadcast on

g. In Ajéd T'S X Lépa Ekin, the newspaper report in
Irawg Oduduwa newspaper about government's approval
of Adéwoyé's installation ceremony and Wandé's re-
mark on-his copy of the earlier report in the same
paper sets the detective thinking. The subsequent
investigation to know the legitimate heir leads to
the-arrest of the criminal. Adéogin's response to
the advertisement in Asenibdniddrd with a forged
certificate leads to his arrest. In Qwg Te
Amodkungika, Opé is acquitted, hence the investiga-
tion which starts all over leads to the criminal's
arrest. The report in Aldsi Qldgo serves as the
catalyst that makes PGp8 to call in Akin Oldsina
who successfully investigates the criminal.
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radio in Agbdko Nf1& Tété (pp 94-96) and that in Ta lo

gbin'gi Oré? (pé 125-136) only provides information about

the arrest of a suspect in the former and a burglar in
the latter. Both broadcasts have something to do with

the cases being investigated in the novels.

3.3.4 Use of Epistolatory Style

Letters are usually employed to narrate some aspects
of the stcry when the addresser is not privileged to
engage the addressee in a discussioen. The narrator who
wents the characters to relate with one another thus
resorts tc the use of the epistolatory style in presenting
some facts. This epistclatory style which is peculiar
to Akinladé is employed in only three of his crime-
fiction. The contents of such letters provide vital
information_ to the characters involved.

There are four ways in which the epistolatory
style is employed in Akinladé's crime-fiction. Firstly,

2

a beckground charscter writes toc a functional character.

9, The background characters do nct come to life as other
characters while the functional characters are those
that perform a specific function and recede to the
background in the stecry. More information will be
provided on this while discussing characterization
in the novels.
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Such is the example in Agenibanidard (pp 12-15) where

Justice Babaygem{ writes a letter to Akanbf, his nephew

to disapprove of his behaviour. This Eype of letter
serves to establish the fact that Akanbi who is.suspected
for stealing Adéglin's box is criminally minde@;. - Rather
than relate in detail the court case against Akanbi, the
narrator employs the epistolatory style to present it.

Secondly, there is the letter written by one

functional character to the other.  In Tal'd Pa QOmgqgba?

(pp 12-1%), the auctioneer writes tc inform QmgQba about
the steps he has taken to get Bdmgbdsé's farm auctioned.
Shortly after this letter is written, the farm is
auctioned. In the letter on pages 22 to 24 of the same
novel, Lafinhdn gives an ultimatum to Qmqgqba to leave
Rdufé. BRefore Lafinhan could take any further action
against the- addressee, QmQoba has been killed. The
letter thus mekes Lafinhan a suspect. Another example is

found in Ajé T'S N Lépa Ekun (p 19) where Ardwésefdari

writes to invite T¥ndé Atqpinpin and Akin 0ldsfnd to the
installation ceremony of Adéjgbi in Asgdun. The narrator
uses this letter toc make the detective ccme in contact

with the criminal shortly before he is called in to
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investigate the murder. Qyadina alsc writes to inform
his wife about the urgent call to go on official duty
to Kaugama. This letter in Tal'S Pa Omgqba (p 54) serves
tc confuse the wife the more because she has previously
received a letter of sympathy on his death from his
employers. In all these cases, the narrator-gives no
room for the addressee to send a reply to the addresser.
Hence, it is evident that this epistolatory style is
employed only to provide information that will set the
action going in the novels where it is employed.

Thirdly, there is the letter written by the detective
to challenge the criminal. Although the detective has
enough facts to establish the guilt and to get the criminal

arrested in Tal'd Pa Qmogba (pp 41-43), he would rather

write to challenge the criminal to own up his crime.
Sangddina fails to reply this letter instantly, but he
dévises é means to confuse the detective. He disguises
as Qyédina and jumps into a well in EwdlqQ's house.  The
confusion caused by this act complicates the matter which
the detective finds difficult to resolve. Besides, it
also prolongs the story.

Fourthly, there is the confessicnal letters written
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by the criminal. The first of such letters in Tal'§ Pa
Qmgoba? (pp 90-91) explains the problem which the
addresser has created for EwdlQ. The second letter
which is addressed to Akin Oldsind on pages 9% to 95

of the novel is a reply to the letter earlier” sent by
the detective. These confessional letters help to
resolve the riddle behind Qyddind's missing bicycle and
the real identity of the person who died in Ewilq's
house. Qyadina's movement is also.confirmed. This

epistolatory style which is predominant in Tal'dé Pa QmQgba?

is what provides the detective with necessary information

to get the riddle resolved.

2.%.5 Incorporation of Comments

In Yorubd crime-fiction, the narrator makes notable
use of short comments in the presentation of the stories.
The narrator either passes the comment or he allows the
characters to comment on issues. Although IsQld (1978:
91) has observed that Okédiji and Akinladé are among the
writers who do not use moralisiag comments and uncalled
for digressions, we observe that there is the incorpora-
tion of short comments in the works of both writers. It

is the narrator that passes such comments in the crime-
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fiction of Okédiji while the characters in Akinladé's
crime-fiction pass such comments. In the former, the
comments are not didactic while they are in the latter,
In Okédiji's crime-fiction, the comments punctuate
the end of eéch significant event in the narrative.  The
comments are usually in the form of proverbs, For

instance, in Aja 1'8 leru (p 6), Lipadé has just removed

Téiwd Dﬁgbé's'money, and he runs away with it at the
approach of the owner. The narrator comments on Lépadé's
action thus:

A ki { he 6d6ro tén k'4 tun

fi i sile nidi iya rg.

(No one picks the wild mango

only to leave it behind.)

This comment seems to Jjustify that Lipadé is right to
have made away with another man's money. Shortly after
Lipadé takes to his heels with the said money, Addu,
the inspector of police emerges. L&apadé thinks that
AGdhu knows about the money and that the police have
started investigating it. He thinks he is in trouble,

The narrator then comments:



120

Asdranibaje sebi toun 1'a nwi,

asebiburu k§ ara { fu. (ija 1'$ leru
p 8)

(The slanderer thinks he is being
discussed, the evil-doer is suspicious
of his actions.)
In another instance, L3padé removes eight hundred naira

from Kinlé's corpse and keeps it in his pocket. The

narrator says:

0 ri eni eéglin A1é 1lg, o & fé a
16be 18, o nf o fé jeun ara orun,

ara Qrun mbQwa sebé 1ayé ni?
(Agbalagba Akan p 14)

(You see someone running from a
masquerade, you cannot take his
belongings and you say you want
the masgquerade's blessing. Should
the masquerade descend from heaven
with material blessings?)

When L&padé and Taféd disregard the police call as they
take to their heels at L&déji's hut, the narrator

comments thus:

Ta ni je duro ird &? (Agbalagba Akan p 21)

(Who dare wait in such a circumstance?)
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These comments seem to reiterate the author's belief
that people must make the best out of any situation.
Generally, the comments in Okédiji's novels are not
meant to teach morals, rather they are used to sub-
stantiate the preceding event.

In Akinladé's novels, the narrator has.apeculiar
manner of introducing comments after the ‘detective has
stepped- in to investigate the crime. Such comments
have nothing to do with the criminal act and its
investigation. However, winen the storyline moves near
the discussion of important (themes or activities in the
lives of men, the narrater quickly comments on it in a
sentence or more. Thereafter, he proceeds with the
narration of the investigation without further interrup-
tions. The comments in Akinladé's novels introduce
morals into theé narrative., Usually, the moral is embedded
in the character's comments on certain issues. For
instance, when Fémi Kogbqdokd's death is being discussed
by'the detectives, Tdndé Atgpinpin comments thus:

"... igbd d1¢ ni i1é aiye. Iwonba dieg
ti enia ba gbe, ki oluware se ise

rere sil¢ ti a 6 mda fi ranti ré ..."
(Qwd Te Amdodkinsikd p. 17).
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("... life is short. The little time
one spends alive, one should leave

behind good works for which he would

be remembered ...")

This comment is made to encourage the reader to desist
from evil works and concentrate on good works. Akin
Oldsind also comments on the necessity of paying taxes
while discussing the essentials of life with Tdndé

AtQpinpin. Akin Oldsina remarks that:

". .. Dandan ni owo-ori. Bl enia ye¢ ¢
sf1¢ ti o nrin ni tfti ijqba, olé ni
£ N &£ & I . ,
oluware nja, owd o0lowd ni o mba wqn

néd, o dké &joldida tiré."

("... Tax payment is obligatory. A defaulter
who plies the road is a cheat, he is a
cheat who reaps where he does not sow.")

In Ta 16 gbin'gi Ord, Soléd testifies that Dapd used to

be an-athlete. Akin OlUsind capitalizes on this evidence

to comment on the importance of being athletic.

"Odgun ilera ni. Mo damgran pe ki
gbogbo yin dan an wd, eré sisd fin
n

iséjd mgedogun 18636 ...
(Ta_18 gbin'gi 0ré, p. 59)
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("It is medicament for good health. I
suggest that you all try it, run for
fifteen minutes daily ...")

While discussing the responsibility of a man in the family,
Akin Oldsina says:

"... ¢lomiran le k8 (owo) tire fun ale,
mo di sf¢ ird won, nitor{ pe owo ti a
£'481¢ d'égbé, owd ti a f'dya eni déédéé
lo se." (Ta 18 gbin'gi Oré§ p.-170)

("... some men may give their money to
concubines, I mock such/people, because
money given to a concubine is wasted,
money given to one's wife is the ideal.")

This is to say that men should be responsible by not
neglecting giving allowances to their wives. In the

same novel, two-characters comment on the marriage

institution. S6tdndé, a polygynist comments on the
disadvantages of having only one wife., According to him:
"... Aldya kan 18 A4 jiya, ti éniyan ba
ti 1'4ya pipQ, ifa 1l'oldwaré ydo méa
je e« Aldya kan ni y86 fowd qQbé silg,
sigb¢gn ti eniyan bd ni aya pipq, aya
kgdkan ni y36 se qQbé tirg ... y8o tin
mda da aso fin QkQ ..."
(Ta 16 gbin'gi Oré p. 72)
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("ee. It is a monogamist who doesn't

enjoy, if a man has meny wives, he will

be enjoying. A monogamist gives allowance
for soup, but if a2 man is a polygynist,
each wife will cook soup on her own ...
and will also buy clothes for the husband
S

Qtégbadé, however, believes that having many wives would
not augur well for the peace of the home. - $8tindé
disagrees with this and comments that men must not marry
many wives who will become liabilities, rather they should
marry those who are employed. Although the author seems
to support this last stand, he suggests that men should

be alive to their duties. AkInladé's narrator skilfully
handles the presentation of these comments by not allowing

it to be made at every available opportunity.

Z.4.0 Presentation of Crime and Crime Detection

Crime, the subject-matter in Yoruba crime-fiction is
presented in different ways by the two authors under study.
The manner of crime investigation also differs from one
writer to the other. In discussing the style of presenta-
tion under this heading, we shall examine the selection

of setting, that is the geographical background of the
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crimes highlighted in the novels. We shall proceed to

consider the selection of the crimes, the criminals and

the detective's method of investigation.

%2.4.1 Selection of Setting

The setting of the novels under study is generally
that of a metropolis. Although no geographical descrip-
tions are given in the novels, yet the nemes of towns and
sometimes, the names of streets are given in crisp factual
detail.

In Okédiji's crime fiction, Ibadan is the centre of
action for the various crimes. Several criminal acts are
planned and executed in Jampdkd's hideout around Elékurg
area in Ibadan. The fact that crime is a city phenoménon

is made more explicit in Aja 1'é lera (pp 46-50). The

fact that the unemployed Saldmi Kémbér§ migrates to a
large city in search of a livelihood tends toc suggest
that when employment becomes an illusion, the migrant
resorts to crime for subsistence.

However, Okédiji shows that the criminals have

several operational groups in the minor towns and villages
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around the city of I‘t)a_@.an.“IO Hence, criminals should be
sought in the minor towns and villages rather than the
cities only.

Akinladé highlights the city-phenomenon of c¢rime
with a difference in his works. Unlike 0kédijf who
employs the names of existing towns and villages within
Qy¢ state to explain the geography of crime, Ak{nladé
does not employ the name of known towns. With the
exception of Owdé Ejé where the centre for action is Ondé
and its environs, the setting of his novels revolve
round the created Ardsq and Asodin towns within Arfkdgbdn
nation. Akinladé's choice of the fictionalised towns
seems to make the characters to be in a distant world,

however the picture of cities painted of the created

|
towns give the impression that reality is being charted.

10. Such towns and villages include lkerékd in Aja 1'$
leru and, Egbédd, Iwd, Lalupgn and.Origbd as
mentioned in Agbalagba Akan (pp 10%-104).

11. Features of cities found in Arésq and AsqQdin towns
comprise the existence of police stations in all the
novels, the availability of telephone facilities in
Tal'é Pa Qmgoba? Agbdko Nilé Tété and Aldsi Q1dgg.
There are hotels and relaxation centres, post-
offices, newspaper companies, hospitals, factories
and prisons in both towns.
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Thus, Akinladé's choice of Ardsq and Asqdun, and Okédiji's
choice of existing towns and villages in Qy§ state set
their stories in the world of contemporary experience. The
writers' choice of the urban setting and the constant aware-
ness of the city as a centre of crime are to reflect the
nature of society. These suggest that the individual
migrant has no emboldened identity in the city, as such, it
is easier for him to go into the crime world there. The
writers suggest that crime thrives in urban setting because
there is nothing to hinder faceless individuals from the

perpetration of crime.

2.4.2 Selection of Crime

Okédiji's choice of crime in Aja 1'd leru centres

primarily on hemp-peddling, kidnapping and stealing. These
crimes play a vital role in the disturbed peace evident in
the novel. Social instgbility and fear on the part of the

citizens are manifested in Agbalagba Akan where a robbery

syndicate threatens the peace of society. The idea of get-
ting some of the wealth unequally distributed in society
underlies the crimes in both novels. O0Okédiji's choice of
crime shows that the social structure of the capitalist
culture encourages people to acquire more possessions, hence

crime cannot be isolated from the day-to-day activities
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of members of the society.
Crime, as presented in Akinladé's crime-

fiction is not explicitly embedded in the daily
activities of members of the society, rather, it is
implied to be an occasional occurrence. The major crime
which pervades all but one of Akfnladé's novels is murder,
but the manner of its execution differs.l? ~The only

exception is Agenibdniddrd where the major focus is theft.

Theft is made a side issue in Agbdko Nilé Tété. Akinladé

is however not ignorant about the existence of other

13

types of crime.

12. The criminals resort to the use of rifles in two of
his = novels. AdéwqQlé shoots Fadérera and Ewéje with
a .38 calibre riflein Ajéd T'S N Lépa Ekin (pp 75 and
92). _Sangédinad shoots A&émuyiiwé in Tal'd Pa Omogba?
(P 13). Débdra AwSdé1lé stabs Badkqlé To death in
Agbédko Ni1& Tété (pp 2 and 98.99) where it is explain-
eé in detail . There are also instances when the
victim is hit with a hard object., Told hits Dapq
Adigdn with a torchlight in Ta 16 gbin'gi 0rd (p 9),
EkdndayqQ hits Asami and Liy{ with a cudgel in Alosi
g;égg (pp 21 and 113) while Ay&nwdndé is hit with a

ammer in Ajéd T'8 X Lépa Ekun (p 9). Some victims
die as a result of taking poisoned drink. Jafé
poisons his father in Agbdko Ni1é Tété (pp 52-60).
Sdlé is poisoned by SU3rd OwdyemI in Owd Eje (pp 99-
108). F¢mi Kogbodgkd also dies as a result of poison

in Qwd Te Amdokunsika (pp 87-95).

13. The following criminals are mentioned in Ajé T'S §
Lépa Ekun (p 18):
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Akinladé's selection of crime depicts that there is

no moral consideration on the part of the offender who is

desperate to achieve the desired goal through any means.

The inordinate ambition for position and economic self

interest then motivate criminals in his novels to opt for

murder. '* This is why IsQld (1978: 286) explains that

14

... awon f§1éfg1é, awon afipajalé, awon
gbdmqgb¢mQ ... aweon osisé aldso dadd ti

A jI eru agbanisisé ... awqn o6sisé aldse
funfun t{ 4 di tdyi mdrun-ti wén A yi

iwé ti won si A k8 owd gboboi je, awon

ti 4 fi ika-¢sé te iwé f&dsa ti wén fi san
owd osu fin okd Orun, awon ¢bayéjé tf A rq
owd kanta, awon ti A gbin igb8 ati awen ti
0 Em iebd ..

(... burglars, armed-robbers, kidnappers.
workers who steal employer's goods ... civil
servants who alter documents and who embezzel
large sums of money, those who use toe-print
on vouchers to pay ghost workers, those
criminals who counterfeit money, those who
plant hemp and those who peddle hemp ...)

Burglary is a side issue in Ta 16 gbin'gi Oré (pp 1l24-
125) while counterfeiting money is briefly highlighted
on {(pp 162-167) of the same novel.

Sangdédina exterminates Adémuyiiwa in Tal'd Pa Omogba?
so that he could ascend the throne in Arosqg. In Aja
T'S & Lépa Ekun, Adéwqlé kills Aydnwéndé who can
obstruct his plan of becoming a king in Iwdye. In
owé £jé, Stara owéyem{ poisons Sile in order to
inherit his farm. Fkindayd gets rid of Asami and
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the criminal:

.+« Can have access to the object of
his desire only if he eliminates those
that have greater claims to the object
or those that have inside knowledge of
his unwholesome intention.

It is shown in Akinladé's works that crime emanates from
the result of social disorganisation and social conflict.
Hence, his choice of crime shows that maximization of
profits, accumulation of wealth and the occupation of
positions of authority breed aggression, hostility,
frustration and the loss of lives. Although both writers
focus on different aspects of crime, they succeed in
emphasising its menace and the necessity to find a
solution to its threat.

The presentation of crime sometimes lead to an

explanation of its causes. In 0Okédij{'s novels,

Léyi in Al16sil Q1dgo because of their knowledge about
his true identity. In order to settle his bank debt,
Safé poisons his father and tries to make away with
his money in Agbdko Ni1€ Tété (p 58). Téjlosd and
his mother in-law kill BankQlé who has information
about the ¥256,000.00 illegally inherited by Téjuoso.
In Ta 18 gbin'gi Ord, Told kills DapQ, his step-
brother whom he belilieves prevented him from being
trained by their father.
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such explanations are provided by the criminal characters
themselves. For instance, when Salami Kémbéru is over-
powered after breaking into Lapadé's apartment in fja 1'0
leru (pp 48-49), he identifies hunger, unemployment, lack

of shelter and poverty as the factors that made him furn

a criminal. Ti4miyd Arisémdse who keeps a hideout in
Elékﬁr§ for his nefarious activities further reiterates the
problem of unemployment as one of the causes of crime in
A73 1'6 lerd (p 87)¢ In A33 1'6 lerd (p 128), Gbékata, a

successful cocoa farmer starts cultivating a hemp plantation

because of the money he would make out of it.
By making the criminals explain their criminal
activities in terms of unemployment, Okédiai is suggesting
that crime could be a means of employment for the criminals.
This conforms with Marxist's view about the consequences of
crime for society. Cramer (1978: 12) throws light on this
Marxist view when he explains that:
Crime reduces surplus labour by creating
employment not only for the criminals but
for law enforcers and a hoard of pecple who
live off the fact that crime exists.

Despite this, Okédlji frowns at the existence of crime.

Salami Kémbért's explanation seems to suggest that Okédlsf
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is of the conviction that government must do something to
make provisions for the legitimate employment of ex-—
convicts. He also seems to be suggesting that the society
should change its attitude towards known ex-convicts and
allow them to cope with the challenges in society.

Like we pointed out while discussing the narrated
scene, some criminals explain why they resort to crime in
Akinladé's novels. However, it is not all the criminal
characters that explain why they resort to crime. 12
Akinl3dé's choice of crime and his treatment of it depict
that whether crime is perpetrated for self-gratification
or not, there is nemesis. He emphasises in his works that
the security of the individual is the foundation of the
security of the state. Thus when the individual is
threatened by crime, it affects the society. As pointed
out in Owd Ejé (p. 18), if Lorénsi Awdlana is not caught,
he may continue to unleash further violence on innocent
members of the society, thus causing fear and posing a
threat to the peaceful existence of society. All the

crimes presented by both writers are found in the society.

15 Notes 6 and 14 show why some of the criminals commit
the crime. Generally, the main causes of crime in
his novels are love of position, love of money and
sometimes, envy.
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Is01d (1978: 266) however believes that the incidence of
armed-robbery and allied crimes depicted in Okédiji's
novels are more relevant in Yorubd. society than the
occurrence of dark-motif murder presented in Akinladé's
works. In order to make a more objective claim about the
relevance of one crime as opposed to the other in contempo-
rary society, we need to consider the period in which
Okédiji and Akinladé write their crime-fiction.

Okédiji's Aja 1'S leru and Agbalagba Akan were published

between 1969 and 1971 whereas the first three of Akinladé's
crime~fiction were published in the first half of the 1970s.
Two of his novels were published in the second half of the
1970s while the remaining three were published in the 1980s.
Although both writers started writing their crime-fiction
after independence, the trend in the crime-fiction of
Okédiji which span over three years suggests that he is
attracted by armed-robbery, kidnapping and hemp-peddling
which became prominent after the civil war.

Akinladé's crime-fiction is probably informed by the
prevalent economic situation of the 1970s during the oil
boom. During this period, the society became more conscious

of wealth and political power. The acquisition of wealth
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which is prominent in contemporary soclety makes some people
strive to occupy political positions which they can employ
to wield more economic power. In contemporary society, we
hear about the activities of hired assasins who attack
their victims and thereafter disappear into thin air
without touching the victim's money or other valuables.
Such operations occur in the big cities and the assignment
is usually executed with a rifle like it is reflected in
Akinlade's novels.

Besides, the issue of armed-robbery which is the
focus of Okédiji{ is still prevalent in 1992 Nigeria.
Hence, both writers' observation of crime are relevant.16

As we explained earlier, both writers see crime more as a

city phenomenon and as a menace in the society.

3.8,3 Selection of Criminals

Two types of criminals are presented in Yoruba crime-
fiction. The first is an individual who is not a member of
a gang while in the second category we have criminals who
are members of a syndicate. The first category pervades

all the novels of Akinlddé whereas there is only one

16 014bodé (1989: 377-378) has also reiterated the fact
that the crimes highlighted by Akinladé are relevant
to contemporary Yorubd society.
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occurrence of it in Okédiji's novels. The criminals in
the second category operate only in Okédiji's crime-
fiction. Their identities are known but there is the
problem of how to get them arrested, hence the detective
has to chase them about before they can be rounded up.

The individual commits the crime in Akinlade's novels
without the knowledge of others. The crime is planned
and executed in top secrecy and, in a manner that would
leave people to be least suspicious of its perpetrators.
Hence, the difficulty in the investigation of such crimes
is evident.

However, the individual criminal who operates alone

in Okédiji's 433 1'6 leru (pp 46-56) gets the information

that could help him operate from the criminals in the second
category.17 Since the solitary criminal in Akinlade's
crime—~fiction is an elusive murderer, he is not caught at
the scene of crime. Saldmi Kémbérht, the solitary criminal

in Okédigf's 233 1'6 18ru is however caught st the scene

of crime when he goes to burgle Lipadé's house.
The criminals in the second category can be sub-

classified into two: +the kidnappers and hemp-peddlars

17 sSaldmi Kéfibért explains that it is Taiwd Dugbe who
informs him about the money in Lapadé's house in
Aja 1'6 leru (p 52)
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constitute one group while the armed-robbery syndicate
constitutes the second group. All the criminals in both
sub—-categories operate as a group. As it is shown in
Okédiji's novels, each criminal has 3 function to perform
to make for the successful operation of the syndicate.
There are six of such criminals in the first sub—-group.
Jampakd £jindnd keeps a hideout where things can be hidden
around Abébl area while Tidmiyu Arisémise is in charge of

the robber's den -at Elékurd. In £33 1'6 leru (pp 128-129),

it is shown that D&l& specialises in kidnapping, Taiwd
Dugbé owns the store house for the hemp, K614 peddles hemp
while Jakunmd Gbékitd, their leader provides the land for
the hemp-plantation. The second sub-group in Agbdlagba
égég comprises seventeen members who operate from five
bases. Gbadé Eléyinyh heads the group at lwd while Lamidl
016306r6 is 4n charge of LAlutpon. Adégun commands the
criminals at Orighd while Oyéniyil sSériki controls those at
Egbeda. - 016rf-Ayé co-ordinates and governs these other
groups from the operational headquarters. Those criminals
under this sub—-group have a high regard for the hierarchy
within their syndicate. Another importent criminal whose

function is to execute those arrested is Paramélé. Others
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whose functions are not stated include Adénrelée, Alaga, Baba
Egbd, Bdlugi, Subéru, Jambalsa, Rgbako, Abaniwdran, Farifari,

g - - ll8 =
Derupale and Palongo. One important, thing to be noted

is that the criminals in Okédiji's Agbilagbd Akdn are not
addressed by their real names when they zre carrying out an
operation or when strangers like Léapadé and Tafé-are in
their midst. All the criminals in this category are part
of a dangerous class who threaten the society.

The criminals in the two categories above are either
unemployed or they are ex-convicts. They could be men of

repute and sometimes their stztus is not indicated.

The unemployed criminal in Okédiji's £33 1'4 leru
is sometimes one who has an aversion for legitimate work.
Such is the case of Ti&miyu Arisémase who operates a robber's

den in 233 1'6 leru (pp 76-96). At other times, the un-

employed crimipnal may be an ex-convict who finds it difficult
to secure legitimate employment. This is exemplified by the

case of Saléml kémbéra in £33 1'6 lerd (pp 50-51).

In Ak{nladé's Asenibidnidard, the unemployed Adé&ogin

18 1In Agbilaghad Akan (p 52), one of the criminals emphasise
that no single criminal can handle 211 the aspects
involved during an operation. This is confirmed when
the armed robbers attack Lapadé in Asgbalagba Akan

(pp 87-92).
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resorts to crime so that he could get a certificate which

could fetch him a legitimate job. Although the criminal

in Alosi Q16go fails in his academics while abroad, he is
driven into the crime world by greed.

Criminals who are ex-convicts are depicted only in
Okédijfi's works. Out of the six criminals in the group of

hemp-peddlars and kidnappers in £33 1'6 leru, five of then

are ex-convicts. This information is found in Gbékhta's

explanation in £33 1'6 leru (p 129). - The response of one

of the criminals confirms Gbékuta's ¢laim, hence there is
validity in his claim. Although Taiwo Digbé owns a car,
the impression given about him and the others is that they
could not te men of repute.

Both writers present criminals who are respectable
members of the society in their works. Okédiji presents
two of such criminals in his crime-fiction. In 433 1'%
leru (p 129) there is Jékﬁnm§ Gbékuta who is a successful
cocoa farmer before he starts a hemp-plantation. There is

also the case of Adégin who claims in Agbdlagba Akan (p 160)

that he is a family man who holds important posts in the
society. Respectable members of the society are criminals

in six of Akinlddé's crime-fiction.? By not focusing solely

19 An aspirant to the throne is the criminal in Tal'd Pa
Omooba? A wealthy businessman commits the crime in
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on crimes committed by the poor, Okédij!i and Akinladé may
be suggesting that we should probe deeply into the
individusl's mental and behavioral characteristics and
the societal's values before attempting to give any valid
explanation of crime. They seem tc be telling us that
there is an element of hopelessness in the various criminals.
The criminals are rapaciously ambitious such that they
seem unable to find an alternative to murder, robbery,
burglary ané forgery.

In their execution of crime, criminals in Yoruba
crime-fiction use different methods. In Okédiji's crime-
fiction, the criminals either trick the victim or they may

use dangerous weapons. For instance, the successful kidnap

Apé T'6 N Lépa Ekun. A nurse together with a highly
placed man in the society commit the crime in Agbako
Nflé Tété. The criminal in Aldsl 0ldgo is a been-to
while a successful farmer commits the crime in Owod
Eje. In Owd Te Amookunsikid, a babaladwo that is highly
respected 1n the society is responsible for

KOgbodoku s death. Altbough the carpenter who commits
the crime in Ta 16 gbin'gi Ord cannot be compared with
the others earlier mentioned, he is gainfully
employed. His crime could therefcre not be explained
in terms of unemployment.
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of T6lani in Aja 1'6 leru (pp 136-138) is not unconnected

with the use of tricks. In Agbalagba Akan (pp 87-95), all

the armed robbers who are armed with rifles also mask to
the scene of robbery to ensure that their identities are
not known. Other instruments used by the armed-robbers
comprise addgin (portable stove), isd (nail), obe (knife),
abéré (needle), adad (cutlass), kumo (cudgel) ata gbigbe
(dried pepper) and a host of others. Alaga, cne of the
armed robbers explains the functions of some of these in

Agbalagba Akan (p 107). He explains to Lapadé thus:

"... 1so yI ré &, Lépade, og0 1l'a f1i

{ yo. Bi 156 bd wo abé awo ogu enia,
gbogbo ohun ti 6 b4 ti gbagbé ... ni yio
maa s¢ si i niyée kfakia ..."

("... Lapadé, this nail is used for removing
the eye. When the nail enters the skin
covering someone's eye, all the things he
has forgotten ... would come to his mind
instantly ...")

The criminal's cruelty is further depicted in Param$lé's
speech when he is about to kill L4padé and Tafi in Agbldlagba

Akan (p 110). The criminals presented in Aja 1'6 léru are

also callous and unkind. Although these criminals know the

implication of their crimes, they would not desist from crime.
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Like we pointed out earlier, criminals in Akinladé's
crime-fiction are most of the time respectable people
who have mis-placed values in the society. Such
criminals employ four methods in getting rid of the
victims who could pose a threat to their aspiration.
The victim is either shot, stabbed, poisoned or hit
with a hard object.20 Whatever means the criminals
employ, the obstacle before the selfish and greedy
aspirant to wealth and position is removed. Despite
this, the criminals may not be able to enjoy the wealth
or position they so much covet.

Presentation of criminals in the works of the
authors under study show that honour is crucial to the
individual, hence the attempt made by the criminals to
cover up their tracts. Shame is greatly feared, yet,
the fear of losing their honour, especially among the
respectable members of society does not prevent them
from engaging in criminal activities. Rather, such

criminals prefer to circumvent arrest in Okédiji's

20 We have explained in note 11 how the criminals get
rid of their victims.
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crime—fiction21 while they ensure that the police have
no clue to their identity in Akinladé's novels.

It need be noted that the poor and the rich commit
crimes in contemporary Yoriuba society. The rich ones
are not uncovered. The pobr ones who are usually the
hardened criminals do not mind being identified as a
criminal, all they do is to avoid getting arrested.
This shows that the presentation of criminals in
Okédiji's and Akinladé's crime-fiction is a reflection

of what they are in the society.

21 These criminals are well known but the populace
fear them because they are armed and dangerous.
They also ensure that the police are prevented from
getting them arrested. As they are confident about
the steps taken to avoid pollce arrest, Tidmiyud,
one of the criminals in Aja 1'd leru (p 87) bOldy

says:

"....B'd b4 je ti awqgn Qlgpa ni, bi nwqn
ndgde wa si i 1'ddun mewa, aiya wa ko le
J& «e.. AwQn Qlopa ni ominu nkqQ nigbaku-
gba ti nwqn ba gb'orukq wa. Awon sa ti
nwa wa nisinyi t6 Qjo mgta kan bee ni a
ko kuro nilu 1l'egkan".

("... If the police search for us for the
next ten years, we cann't panic ... It
is the police who fear when they hear of
us. They have been looking for us for
quite some time now and we have not left
the town for once".)
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Z.4.4 Selection of Detective and Crime Investigation

Ogingina (1976), Isdld (1978) and Qlébgdé (1989)
have reiterated that two types of detective are employed
in Yortubd crime-fiction. Okédiji employs an ex-policeman
while Akinladé employs a professional detective. Although
earlier researchers have claimed that the detective in
Akinladé's crime-fiction is unfamiliar in contemporary
society, AdébQwalé (1991) has argued that both types of
detective are unfamiliar. It is argued that the creative
artist can transcend reality by projecting an alternative
that could make the society a better place. Hence, the
relevance or irrelevance of a particular type of detective
is insignificant. What matters is the consequence of
their operations. We need to add that Okédiji's choice
of an ex-policeman associated with someone knowledgeable
about criminals as detective has far-reaching effects on
his stories. Knight (1980: %6) has observed that such
closeness with criminals represents our own internal
struggles between selfish antisocial behaviour and the
acceptance of social sanctions . 0Okédiji's stories
imply that just as the criminals are cruel, the detective
must be one who will be daring and well equipped to face

the criminal's formidable force. Hence, his choice of
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L3padé and Taféd, his able assistant. Akfnladé on his
part chooses an intelligent and cool-headed Akin 0ldsina
and Tundé AtQpinpin to assist him investigate the crimes
in seven of the novels while an experienced Sergent Orfowd
investigates the crime in the remaining one novel. It is

established in Agbakd Nilé Tété (p 1) that the criminals

are sophisticated:
Awqon ¢1l3jd éniyan 16 A gisé ardfin ni
114 yif 16nifi. Qgbdn wqn si yatq si ti
awgn arufin tand, 8 jinlé ju ohun ti
éniyan 1é 0 1Q ...

(Those involved in criminal activity in
contemporary society are the civilized
ones. Their sense and technique of
operation differ from those employed
by criminals of the previous generation,
it is more latent than what one can
imagine ...)

Hence, Akinlddé's detective must also be knowledgeable in
modern techniques of detection. The emphasis is then on
how Akin 0ldsind and S4jénti Oriowd use their intellect to
identify the culprit. Although both writers emphasise
detection of criminals, their presentation of the

detective's activities is markedly different.
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In Okédiji's novels, the opening chapter focuses on

the activities of the detective. In Aja 1'd leru (pp 1-3),

Lépadé is seen riding his bicycle home in the hot sunny
aftérnoon, planning in his mind matters that need urgent
attention when he gets to town. Shortly afterwards he gets
involved with T4fwd Digbé, one of the criminals. Before he
could escape home he finds himself discussing with Audu

Karimi, the Inspector of Police. In Agbalagba Akan,

(pp 1-6), Lépadé is seen relaxing at his Id{-Aro residence
in the early hours of the morning as he engages Tafd in
discussion. Although there is nothing to suggest that
Lé&padé would be involved in crime or its investigation,

he eventually gets involved. The opening chapters in
Okédijf{'s works then provide the orientation which identifies
the major participants: the detective and his assistant, the
police and the criminals. Thus, the reader knows that he
is going to read about crime and criminsls. It is also in
the opening chapter that Lipadé resolves to investigate
crimes.so as to restore order into the society. In

Agbalagbd Akan (p 18), he explains that he would be doing

a philanthropist's work if he investigates the criminals.

The narrator makes detection more urgent in Aja 1'd leru




by introducing the kidnap of T¢lédnf who must be recovered
before she comes to any harm. The deaths of Kinlé and
Dé1é, and the need to recover some money from Oyeniyi

Sériki make investigation inevitable in Agbalagba Akan.

The stage is now set for detection, and L&padé commences
the investigation without further delay. In order to
make investigation easier, the narrator provides an
invaluable aid in Tafd who understands the criminal's
operations better. The narrator then presents Lapadé
as he goes to look for the known criminals in their
various hideouts.

Okédiji's narrator has & technique of control which
ensures that action progresses towards the direction that
would aid Lipadé to get at the criminals he is after in

Ajad 1'6 lert and Agbalagbd Akan. Though Lapadé feels

that his commitment to look for the kidnapped T§léni
would alter his plans of getting at the hemp-peddlers

in Aja . 1'S leru (p 7%2), the reverse is the case. The

narrator so designs it that the search for T§ldni leads
Lépadé to the hemp-peddlars plantation. Thus, Lipadé kills

two birds with one stone in Aja 1'd leru (pp 12%26-150).

L3padé escapes police arrest in Agbalagbd Akan (pp 53-54),
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but some of the criminals are rounded up there in Sériki's
house. Realising that the remaining criminals would be
after him, Lipadé's interest in the investigation is
sustained. However, there is the problem of how to link
up with the criminals after they have been scattered bty the
police. The narrator provides a clue by making the same
set of criminals dump Adénfirelé's corpse in his apartment in

Agbalagba Akan (p 77). As Lipadé sets to dispose of the

corése, he gets entrapped in the net of these criminals

in Agbalagba Akan (pp 87-100). He is arrested and taken

to 018ri Aiyé's court with Tafd. The swiftness with which
Lapadé must act after his initial clash with the men of the
underworld sets the pace for action. Whenever Tafd leads
him to the criminal's hideout, Lapadé either deals
violently with them or he outwits them by cunning and

22

intelligence. Through Lapadé's actions, Okédiji tries

22 Bamiddrdé (1984: 25-49) has identified the different
types of tricks in Okédiji's novels. With regards to
the use of violence two examples will suffice here.
While Lapadé goes to Tidmiyu Arisémése's hideout in
search of T¢lani, it is his intelligence that gets
him and Tafa out of the tight situation in Aja 1'34
leri (pp 79-100). The violence resorted to gy Lapadé
and Tafi, and the former's calculative ability help to
get them out of the fix in which they find themselves

at 0l8ri-Ayé's palace in Agbalagba Akan (pp 100-126).
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to suggest that human beings must make attempts to control
their environment by dealing with the deviant group with
force and violence equal to the ones they unleash against
the society.

Having subdued the criminals, Okédiji's detective
collects the money he is after (like the money he goes
for in Sériki's house at Egbédd) or he rescues a woman
from the criminals. There is the rescue of Td§ldni in

Ajd 1'é lerd and Fémi in Agbalagba Akan. Since nobody

invites L&padé to investigate the criminals, he does not
call in the police to make arrests. However, the police
who, suspect his movements trail him about and in the
course of the trail, they get the criminals arrested.
Thereafter nothing is heard about the arrested criminals.
There is nothing to suggest that the reader is
going to be confronted with the issue of crime in the
opening chapter of Ak{inladé's crime-fiction. Rather, the
narrator presents people as they go about their normal
lives. In fact, the opening chapter is sometimes a party

scene which depicts people in a joyous mood,23 a business

23 There is the party scene where Adégln celebrates the
funeral ceremony of his mother in Asenibdniddro
(pp 1-6) while Asami's marrlage ceremony 1s depicted
in the opening chapter of Aldsi 01dge (pp 1-10




159

g Y e 24
oriented scene where negotiations are made, or a

25

combination of both. Sometimes, the first few chapters
deal with the discussion about the choice of a partner

as it is evident in Owd Ejé. Generally it is in this
introductory part that readers have background information
about the personality of the victim. Such information
either reduces our sympathy for him as it is in Tal'S Pa

Qmooba?, or it arouses our interest in wanting to know

him and why he is killed as it is in Agbdko NI1& Té&té.

Sometimes, the narrator shows that the victim has stepped
on some toes but there is no evidence that such a person

would revenge. In fact, the sudden announcement of the

24 In Qw§ Te Amookunsika (pp 1-6), there is the presenta-
tion of the scene where cllents are seen waiting to see
Féml Kogbodgkd in his chambers. Fémi's discussion with
his clerk and Lawyer J{dé is strictly about business.
We see Bémgbose as he goes to negotiate for a loan and
the terms given to him by Adémuyifwa is explained in
Tal'd Pa Qmgooba? (pp 1- 5§ Thereafter, both of them
sign an agreement in a lawyer's chamber.

25 Following the business talk in Tal'é Pa Omooba? is the
funeral ceremony organised by a member ol the Qbanii-
basir! club (pp 6- % In Ta 16 gbin'gi 0rd? (pp 1-2),
we see DapgQ Adeg n as he attends %o patlents in the
hospital, thereafter Job{ Ql4duinjoyé's house warming
party is presented on pages 3 to 9.
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death comes as a surprise to everybody, and it is only
the detective who can explain the crime. It is only in

the opening pages of Agbako N{1é Tété that the narrator

presents the police and the problem of criminality. In

the other novels, the commission of crime is &announced
after the introductory aspect. Once the crime is committed,
the police is alerted. In novels where murder is committed,
a medical doctor performs a post-mortem examination of the
victim. The autopsy report is presented at the coroner's
inquest.26 It is at the coroner's inquest that the cause
of the sudden death is revealed. Thereafter, the police
proceeds with the investigation and gets the criminal

arrested in Agbdkd Nilé Tété. In all the other seven

novels, the private detective is brought in to help the
police. Sometimes, however, the narrator introduces events

and unnecessary details which have no bearing on the

26 Such coroner's inquest is found in Ajéd T'd K Lépa Ekun
(pp 9-11), Aldsi Q1dgo (pp 27-20), Kegbako Nilé %été
(pp 17-19) and Ta 18 gbin'gi 0rd (pp 17-20). Doctors
confirm that Fémi KogEQaqﬁé died of poison in Qwg Te
Amodkunsika (p 12) while it is confirmed at the coroner's
Inquest That Sile died of poison in Owé Ejé¢ (p 31).
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stories.27 Such details only serve to prolong the
stories, and they are perhaps designed to relieve the
boredom which readers may likely experience with the
interrogation sessions. If such stories are removed, the
novels would still be what they are. In actual fact,
after relating such events, the narrator quickly reverts
back to report on police investigation or the private
detective's investigation. The narrative is then arranged
in a way that makes Akin Oldsina close to the victim or
the victim's relative. In some cases, it is the close
associate of the victim or the police that invites Akin
Oldsina to participate in the investigations. Akin

Olusina gets involved in detective work in Tal'd Pa

mogoba? (p 14) and Asenibinidiro (p 9) because of his

27 In Qwd Te Amddkunsikd (pp 71-74), the narrator relates
the story o aaripo which is not in any way connected
with Akin Oldsinad's investigation of Orisdbunmi, and
the entire story. The investigation of the mysterious
disappearance of money in Aléf?étéy@ hospital in Aj&
7'6 X Lepa Ekin (pp 108-114) is not relevant to tEg_
plot of the novel. The argument about marriage
institution and the three and a half pages devoted to
the description of Fimiyli{wd's shop in Ta lo gbin'gi
oréd (pp 72-74 and pp 101-104) are uncalled for. The
Third chapter in Aldsi Qldgo is not relevant to the
development of the story.
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intimacy with the victim's relative. It is his impression
about the brilliant lawyer whom he has seen perform that

sets him to work in Qwé Te Amdodkunsika (pp 8-15), when

the lawyer is killed. A close associate of the victims

in Owé Ejé (pp 29-24) and Ta 18 gbin'gi Ord (pp 39-41)

call in the private detective. There are instances in

A1d0si 014go (pp 59-62) and Aja T'8 X 1épa Ekun (p 37)

when the police call on Akin 0ldsind to help uncover
the criminal. However, Sergent Oriowd is the one who

investigates the crime in Agbdko Ni1é Tété. He starts

investigation after lyd Yomi's neighbours report the case
of the corpse found in her shop to the police.

In all cases where the narrator brings in the
private detective, explanation is given about why his
services are needed. Bis{ explains to Akin Oldisina thus:

"... Jambd kan selé¢ si eni ara mi kan
14ipé yif. Ibi ti jamb4 nda ti wé, ko
vé mi t6 ... E jowd, ¢ bd mi wadif
¢ran nda" (owé Ejé pp 20-232)

("... Someone close to me is harmed
recently. I do not know the source of

harm ... Please help me investigate
the case.")
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ngi Qladunjoyé gives two reasons for calling on the

private detective in Ta 16 gbin'gi Ord. He explains:

"Eni aimd kan pa ¢ré mi, awon Ql¢paa

ko r{ eni ndd md, ... ng ké si £é ki
ééyan pa DapQ ni apagbe ti Ord { pdgi.
Léna keji, mo rd pé § se dandan ki ng
mo eni t8 pa Dapqg, kI émi nda ba 1lé
mda sQra fun un ... ti mo b4 mQ -gni t&
pa Dapd, ti mo si mg idf t{ eni nda fi
pa &, nigbd naa ni mo td le md bdy4
ewd wa 18ri mi tabf ko sf{ T.. EF jé ki
ng mQ eni t8 pa Dapg ati idf ré té fi
pa g™

("An unknown person killed my friend; the
police have not arrested him, ... and I
do not want the person to kill DapqQ as
Oré kills a tree. Secondly, I think it
is compulsory that I know DapqQ's murderer,
so that I can be avoiding him ... If I
know who killed DapqQ and why he is killed,
it is then I will know whether or not my
life is endangered ... Let me know who
killed Dap¢ and why he killed him".)

Once Akin Oldgind appears on the scene, the narrator
shifts emphasis from police work and focuses on Akin

Oldsina's findings. Police recedes to the background
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while Akin Oldsf{nd carries out his investigation. He
usually reports his findings to the police at intervals.

The only exception to this is Agbdkd NIf1é Tété which

features Sergent Criowo as the detective,

In presenting the investigation, Akinladé's wnarrator
devices a means of diverting attention from the criminal
to people whose suspicious movements, and, or interraction
with the victim make one doubt their non-involvement in
the crime. Such people usually have some kind of

2
relationship with the victim shortly before his death.’

28 Bémgb8sé and Liafinhan are suspected for Ademuyiwa's
murder in Tal'S Pa Qmooba?. The former is suspected
because the deceased sold his farm while the deceased
snatched the latter's fiancee. The detective suspects
Qp¢ who has earlier threatened the victim in Qwg Te
Amodkunsika (pp 28) because of the illicit afgggﬁg‘
between the viectim and his wife. In other instances,
the suspect's property is found near the first victim
in Alosi Qlééo (p 24). The detective's investigation
is diverted to Qjélabi in Ajé& T'S N Lépa Ekun (pp 1l4-
16) because the deceased's money is found near his
window. In Owé Ejé (p 21), Oglndiran is suspected
for Slé's death because he emerges from where Silé's
corpse is found. In Asenibdnidiré (p 5), Akanbi, a
well-known and recognised thief is suspected.for the
theft of Adégun's box because of his presence at the
funeral party.
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The detective focuses attention on these suspects while
the real criminzl moves about freely.
With the commencement of investigation, the scene of

29

crime is visited, the house of the victim is searched30
while useful documents retrieved from the victim's house

are studied. The @etective also trails the suspects to
market places, beer parlours énd other such places. The
suspects are interrogated and if their explanation is not
detailed enough, or if the detective wants more information,
he does not hesitate to invite the suspect for further
probing. Although J6séfu is a bit infuriated when

questioned the fourth time in Owd Eje (p 43), he relates
all he knows about S{lé all over. In Agbdko Nilé Tété,

when Lard is further cross—-examined about her scissors.
She retorts:

"... Sugbdn mo ti sQ gbogbo ohun ti
mo mQ 'nipa alumdgaji nda fdén nyin.
Ey{ n{ igba karun-in t{ a 8 tin nkan

29 " Akin 0l18sfind visits the scene of crime in Tal'd Pa
OmQoba? (pp 15-16) while the police visit the scene
of crime in Agbdko Nf1& Tété (pp 4-8) and Aja T'S %

Lépa Ekun (pp 5-8).

30 Dapd Adigin's house is searched in Ta 18 gbin'gi Ord
(pp 42-44) while Ayénwindé's house Is searched in
Ajéd T'6 % Lépa Ekun (pp 7-8). Jgbi's house is also
searched in Ta 18 gbin'gi Oré (pp 129-1%1).
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kan nda sQ. Am¢ sé, k6 nira fun mi
1lati tin un sQ, bi ko bd ti si ¢yin ti
e n béérd ..." (Agbdkd N{1& Tété p 75)

("... But I have told you all I know about
it. This is the fifth time we are repeat-
ing it all over. However, I don't find it
difficult to relate if it does not bore

you who asks ...")

The use of the repeated interrogation in Akinladé's works
is meant to find out the consistency or otherwise in the
response of the people questioned. The narrator, however,
does not present such evidence in a way that would make
the answers monotonous. A detailed account given by each
witness is reported in full when first related while
subsequent ones may be summarized. Bennet (1978: 248)
comments that such use of interview serves to put the
detective and the reader at equal distance from the vital
pieces of evidence. The detective also gets useful
information which he has not solicited for during such
interviews. Such incidental revelation reduces the
number of questions to be asked, hence investigation
proceeds faster.

When there is difficulty in identifying the criminal,

a second crime is usually committed. This other crime
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may help the detective in uncovering the first crime.

In Aldosi 0l1dgo (p 11%2), a second crime is reported.

Incidentally, it is established that the person who
commits both crimes is left handed. The investigation
of Lay{'s death now sheds light on Asami's murderer.

The investigation of Ewéjé's death in Ajsd T'd M Lépa

Ekin also helps in resolving Ayénwéndé's death. In such
cases, there may be simultaneous investigation of both
crimes, or the detective may concentrate on the second
crime. With the successful investigation of this second
crime, the investigation of the former one becomes
easier. There are however instances where the second
crime is un-related to the first.51

The detective's work is made much easier in Ak{nladé's
works because there is almost always a clue to the identi-
fication of ‘the criminal. This may be through descriptive

comments about the criminal's physical features, the

31 The goat theft in Agbdkd NI1é Tété (pp._ 82-85) has
nothing to do with the murder in Iya Yoml s Pool S

house. The fake—money syndlcate in Ta 18 gbin'gi Ord
(pp 163-167) and T§1l4's theft in Ta Id gEln'gl 0rd
pp l24-125)are unconnected with Dapo Adlgun s death.
The theft in Alafiatayo's clinic in Ajéd T'S N Lépa
Ekin is not related to W&ndé's death neither is
Akanbi's theft in Agenibanidaro related to Adéglin's
missing box.

f"\..
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sophisticated weapon employed or the car which identifies
his social class.?2 After knowing the clue, the detective
establishes whether or not the victim's death is benefi-
cial directly or indirectly to the suspect as he proceeds
with the investigation. All the evidences gathered
during the investigation are later subjected to close
scrutiny before the culprit is named and handed over to
the police for prosecution.

Akinladé's presentation of how Akin Oldgina gets
the criminal arrested sometimes depends on mere chance.
This is reiterated by Isgld (1978: 293-294) when he
explains that:

Some of the brilliant successes of Akin
Ollisina depend rather on sheer coincidences
«se And so the most crucial evidence
against the culprit depends so heavily

on gl rare coincidence.

We need to add that such coincidences detract nothing

from the realism of Akinladé's novels. In fact, the plot

32 In Ta'é Pa Qm%qba p 17, it is established that the
criminal has four fingers on his left hand while he
is said to be the owner of a Mercedez Benz AR 26 in
Ajéd T'8 I Lépa Ekun pp 106-107. The criminal in

Alosi 0OlQgo p 102 uses the left hand and he is
about t tall.




169

shows that coincidence could be one of the weapons of
normalcy, that is one of the ways in which the global
society restores its healthy order. The use of coincidence
also fits into the world-view which acknowledges that
some events occur beyond human control. Such a devise

is employed because the method of getting the culprit
arrested is of little importance when there is the
insistence that the detective must succeed. After the
successful investigation, the ingenious criminal gives

a detailed explanation of how he executes the crime.
Thereafter, the narrator simply summarizes the punishment

meted out to such offenders.



CHAPTER FOUR

CHARACTERIZATIONAL STYLE

4,0 Introduction

Like we have different people in reasl l1life, there
exists a diverse set of people who are actors in the drama
of the novel. The only way we can get to know such
characters is to pay close attention to the writer's
language. This is to say that a writer's use of language
helps readers to formulate an opinion about the characters
in his works. The author then transmits behaviour patterns,
defines roles and makes character's values manifest through
his language use. Fowler (1977: 22) attests to this when
he explains that "the 'people' of fiction are transmitted
through the conventions of fiction language".

The presentation of character in crime-fiction is
closely related to the roles assigned to them in the world

of the story.l The characters are only important in so far

— ——

1l Our emphasis is not going to be on all the characters
but on the few who are vividly presented by the charac-
ter depiction styles of the writers. This explains why
Tindé AtQpinpin and S&8jénti Oriowd's character are not
focused on in the discussion that follow. Unlike Tafa
in Okédiji's novels, not much is revealed about Tindé
AtQpinpin in Akfnladé's novels. However, it is shown
that Tundé AtQpinpin loves taking stout while in g&é
T7'S X 1Lépa Ekun p 53, he is depicted to be a gifte
artist. 1t i1s in the light of his role as Akin Oldsina's
assistant in detective work that Tdndé AtgQpinpin's
character becomes explicit. Besides, the 23 year old
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as they play a part in contributing to the detective's
success. Since the emphasis is on how the detective
unravels the mystery before him, the focus is on the
detective and his assistant. This probably accounts for
why the same set of detective and his assistant are
introduced into more than one crime-fiction. In Okédiji's

Aja 1'8 lerd and Agbalagba Akan, L4padé plays the role of

the detective while Taf4 L&wAlé assists him in both novels.
In all but one of Akinladé's crime-fiction, Akin Oldsina
is the detective while he is assisted by Tdndé Atopinpin.
Sajenti Oriowé is the detective who is employed in Agbdkd
N{i1é Tété. Since Akin 0ldgind does not feature in this
novel, Tindé AtqQpinpin is also not prominent. Sajenti
Oriowé has no assistant that could be likened to the one
employed in Akinladé's other novels. The innovation of
employing the same set of detective and assistant is not
new. Murch (1958: 58) has observed this in Balzac's
narrative. According to Murch, almost every popular

detective in 20th century fiction is the hero of a long

Saaentl Oriowé who investigates the crime in Agbako
Nilé Tété is presented as someone who is alive to
uties. The emphasis on his role as detective
precludes a detailed account of his person. His
method of investigation is synonymous with the methods
employed by Akin Oldsina.
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sequence of investigation. Such heroes are supported by
one or two associates long familiar to readers. The
leading role in Yoruiba crime-fiction is given to the
detective who uses his skill to uncover the crime. He is
assisted by one associate.

Other characters are brought into the narrative to
create the puzzle and to help the detective unravel the
mystery. Most of the characters are brought in for the
single incidents in which they are involved. They are
either functional characters or background characters.

The functional characters are those that perform a parti-
cular function that create the task of the protagonist or
those that make the task easier. Characters in this
category comprise the criminal, the victim, suspects,

. victim's close associates and the police. These characters
appear briefly tc perform a function only to disappear into
the background until their services may-be needed. In
Yoruba crime-fiction, the criminals create the problem
which the detective strives to resolve while the crime is

possible because of the circumstance in which the victim

finds himself. However, in Okédiji's Aja 1'S leru, Salédmi

Kéfivérd, the lone-ranger burglar makes Lapadé realise that

he is being monitored by T4iwd Digbé. Salémi's role also
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gives the author the opportunity to attempt explaining
the causes of crime among the un-employed masses. Having
performed the function for which he is created, Salédmi
Kémbérd disappears to the background never to be seen
again., ©Sdlé Aldyiimd, the taxi-driver who helps Lipadé
deliver goods and services is always brought to the scene
whenever L4padé needs his services.2 The author uses
Sdlé's role to substantiate the fact that taxi-drivers
play a vital role in assisting people carry out their
nefarious acts. 0kédiji uses Dada who lives in ILipadé's
house as an indispensable messenger who buys him food and
informs him about the presence of strangers. He does not
admit visitors until he has gained Lipadé's concession.
He ensures that L&padé's room is always lit, and this has
on several occasions deceived the police.

In Akinladé's crime-fiction, victim's close associates
neighbours, informants and suspects perform the role of
revealing information and providing plausible explanations

on the circumstances surrounding the crime. After respond-

2 In Agbidlagba Akan (pp 11-12), Sdlé helps to carry Kinlé's
corpse to Ladeji's hut. Tafa explains on page 9 of the
novel that Sdlée is the one who carries Tdiwd to
Jampakd's hideout in Aja 1'8 leru. In Agbalagbd Akan
(pp 38-42), SUlé drives Lapadé and Tafd to Egbeda
while on pages 8%-95, he helps to dispose of Défrelé's
corpse.
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ing to the detective's questions, they recede to the back-
ground. Nonetheless, whenever the detective doubts their
evidence or when he feels that some facts are not explicit,
they are brought back to the scene. These characters

may fade in and out of action, but each time they- appear,
they are emotionally alert. In novels where murder is
committed, a medical doctor performs a post-mortem
examination of the victim. He presents the autopsy report
to the coroner who announces the cause of death, thereafter
nothing is heard about them again. In Akinladé's crime-
fiction, the character of the wvictim is forcefully presented
within the short period in which he appears. So their
memory linger on in the reader's mind after their death.
Akinladé usually presents the victims as respectable people.

The victim in Qwd Te Amddkinsika is a successful lawyer who

is loved by his clients. The illicit affair he has with
Qpé's wife and the characteristic way in which he handles
his radio leaves an imprint on the reader's mind. The
medical doctor who falls victim to the assailant in Ta 16

gbin'gi Oré is cool-headed and hard working. He is the

star on the dance floor during Jqbi Qladunjoyé's house

warming ceremony while he is also depicted as someone who

does not comprise on matters relating to theft. The prince
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who is killed in Tal'd Pa Qmooba is an extortioner as

could be seen in his dealings with Bimgbds&. He is equally
covetous, hence he snatches Lafinhan's wife and he in a
sense steals drinks during a party ceremony which he

chairmaned. The victim in Agbdko N118 Tété is a "been-to"

while the one in Aldsi Q19gQ is a successful businessman.

There are, however, instances where the victim is a less
fortunate member of society. This is the position of
Silé, the Igbira man who loves Bisi. He blackmails
01éwéjeunjéjé and buys a bicycle before he is poisoned in
owé Ejé. Such characters are the instruments whose death
set the detective into action. Though their appearance is
brief, the remaining part of the stories centre round the
investigation of their deaths.

In the works of Okédiji and Ak{nlade, the police come
to the lime-light only when their services are needed. The
only exception to this functional role is that played by
S84jénti Oriowd, the principal investigator in Akinlade's
Agbdks N{1& 1ét4.

The background characters are those other characters
that form the crowd in the world of the novel. They

comprise characters in the hoépital setting, characters in

the motor-parks, markets, beer parlours, courts and the
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guests at the party scenes in Akinladé's novels. Such
characters are not individualised, they are mere faces in
the huge crowd (Ogunsina 1976: 202, Is¢ld 1978: 181).

Previous researchers have approached the presentation
of character from various perspectives. Bémgbdsé (1974:
77-80) explains that Figinwa depicts character by descrip-
tion, use of a symbol, names and by giving a historical
sketch. Ogdnsind (1976: 195-202) identifies that character
is presented by the writer's use of description and the
overall function.

Is¢ld (1978: 115-186) discusses the character in terms
of his role fulfilment, character's reaction and his
reflection. He proceeds to say that oriki (cognomens)
and direct statements make for economy of presentation.

He reiterates that there is infrequent occurrence of

physical description of character in Yoribd novels. Oginsina
(1976) and Is@ld (1978) discuss the following types of
character in Yorubd novel: the functional character, back-
ground character and the protagonists.

While writing on mythico-historical plays, Ogindéji
(1988: 290-295) explains that character can be described
in terms of two major approaches. In the first approach,

characters are identified mainly by their "overall functions"
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while character is treated as a name to which a set of
characteristics is attached in the second approach. He
explains further that the second approach has remained a
mere suggestion by structuralists (Fowler 1977: 35), hence
it has not been employed for the analysis of character by
critics. Nothwithstanding, Ogindéji combines both
approaches in order to consider characterization as a full-
fledged code.

018kdjd's (1991) concession is that critics could
analyse character in terms of his actions, what he says
about himself and what others say about him. Though
018kéji's submission is the universal truth, the author
may have other characteristic ways of revealing the
character. Our emphasis in the present work is to examine
the various ways by which Yorubd crime-fiction writers

typify character in their works.

4,1.0 Character Depiction Style

Each writer has a characteristic way of depicting
character in his novels. Hence, we assume that the
character depiction style could be an index to the
differences and similarities in the crime-fiction of

Okédijf and Akinladé. In Yorubd crime-fiction, writers
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portray character through the following: use of titles,
names, cognomen and the interior monologue. The presenta-
tion of character could be direct or indirect.

It need be emphasized that our discussion of these
character depiction styles overlap with the behavioural
features, actions and the overall function of the characters,
consequently they are not treated separately. A character
then emerges out of the interplay of the features by which

he is presented.

4.1.1 Use Of Titles

The three types of titles that are common in the
presentation of character in Yorubd crime-fiction comprise
title deriving from sex and marital status, professional
titles and social titles. The first two are peculiar to
Akinladé's novels while both writers employ social titles
to idéntify their characters.

Akinladé is fond of identifying his characters by
indicating their sex and marital status. The owner of

Asgniyiara fashion design in Agbdkd Ni1& Tété is identified

simply as Sisi (Miss) Yémisi while the owner of Qmgluabi
Stores is identified as Iydafin (Mrs) Fimiyifw4 in Ta 16

gbin'gi Ooré (p 101). In Ajd T'$ ¥ Lépa Ekun (p %3), Q0jé's
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former employer is simply called Qgbéni (lr.) Féwqglé. 1In
some cases, Akinladé may not give the character a personal
name rather he calls them by their cbhildren's name. The
character's sex is determined by the use of lya (mother) -
female and baba (father) - male to qualify the child's name.
An example is found in Owdé Ejé where Sdard Owdyemi is

addressed as Babd Wdlé (Walé's father). In Aghdko N{1é

Téteé, we have lyd Y¢m{ (Y¢mi's mother), Iyd Dipé (Dipé's
mother) and Babd Bigdin (B{§ddn's father).

At other times, Akinladé's use of titles provide
information about a character's profession. Such profes-
sional titles are used to qualify the character's name.
They also provide information about the roles played by
such characters. Examples include the following: Ldya

(Lawyer) Fémi Kogbodqkd in Qwd Te Amookunsika, Ldya

(Lawyer) Fémi Adéjare, Dokita (Doctor) Dapd Adigin, Dokita
(Dr.) Yewande aya (Mrs) Baldgun and Enjinia (Engineer)
Jobi Qlédlinjoyé in Ta 16 gbin'gi Ordé. There are instances

when the character's names precede the profession which is
used to qualify them. Such is the case of Tundé Atopinpin
( A + topinpin (One who investigates, hence he is Tindé

the investigator who assists Akin Olisina in detective
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work in almost all the novels written by Akinladé. Other
examples include Wandé aldgbafg ¢ oni + gba + f§ (One who
takes and washes) that is W&ndé the dry-cleaner in Ajéd T'S

I Iépa Ekin. In Ta 18 gbin'gi Ord, Téjd is onfréyin ¢ oni

+ 0 + 1yin (one who reports news) while Akanbi is agbero

( a + gba + érd (one who receives travellers) in Aseniﬁéni-
ddrd. There is Ewégbémi ( Ewé + gbé + mi (Herbs favour
me) who is Ajibddginsdrd ( A + jL + b4 + oogln + sqQ + Qro

(One who wakes to speak with herbs) in Qwd Te Amodkunsika.

Although Addu Karimi is referred to as an Inspector
of Police in Okédiji's novels, Okédiji does not always call
Afdu Kar{mi an Inspector like the way Ak{nl3dé identifies
police by their posts. For instance, we have Sédjénti
(Sergent) Orfowé and Kéfistébi (Constable) Fiyemi in Agbdkd
Nf1é Tété, Kburu (Corporal) Akandé and PSpd 9géd Qldpad “
(Pépdé, the Inspector of Police). In some cases, the police-
men are merely identified by their posts. It need be noted
that whenever such character's names are mentioned in
Ak{inl3dé's novels, it is usually qualified by these titles.

Okédiji and Akinladé sometimes employ a title to
depict the social status of the character. In Agbélaggg

Akan, the leader of the robbery syndicate is addressed as
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016ri-Ayé <<on{ + ori + ayé (One who leads the world).
Ayé (world) connotes the robbers, hence the title is leader
of the robbers. This use of social title is not traditional

like the ones employed by Akfnladé. In Owg Ejé, Akinladé

L]

presents 018yé (Chief) Oléwéjeunjéjé. sSdard Owbyemi calls
the chief by his chieftaincy title, Qtdn Ajagajfji! on

page 19. 0l8wdjeunjéjé's social status makes him concede to
bribe SUlé who sees him while he breaks into the administra-
tive officer's secretary's house. He fears Silé and meets
all his demands. It is only at the latter's death that the
chief can now move sbout without any inhibition. In Tal'$
Pa Qmogba?, Adémuyiiwd is presented as a prince. QmQgba
(Prince) Adémuyifwi becomes the object of attack by
Sangddind who is aspiring to ascend the throne which
Adémuyifwd qualifies for.

Once Akinl14d€ has identified a character by his title,
he may decide to drop such identifications once the
character has been distinctly introduced. More often than
not, he consistently employs the titles alongside the
personal names given to the characters. This character
depiction style helps the reader to distinguish between
the diverse set of characters that act out their roles in

Yorub4d crime-fiction.
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4,1,2 Use Of Names

The name may simply be used to identify a person or
a character. Besides, the name is also believed to depict
the background of the character and his behavioural
patterns.5 The three types of name which are employed in

Yorubd crime-fiction include ordkq abisqo (name given at

birth), oridkgo amitérunwd (the name a child is born

with) and inégiﬁ-g4 (praise names/ cognomens).

5 These Yorubd sayings reiterate the fact that the name
can be an index to character:

i) Ortkq A ro ni
(Names have an influence on those
who bear them)

ii) oOrdkq eni ni ijénu eni
(One's name is one's caution)

4 Oriki indgije or alajé (epithet/cognomen) is an
important aspect of oriki (praise name) among the
Yorubd. It is not given at birth, rather it is a
nickname acquired as one grows up. Such cognomens
reveal a lot about the character of the bearer. For
more information about the use of cognomens in
Okédiji's work, see Akfinyemi{. A "Ilo inigije bl

ifiwawé d4 nind awon iwé itan-ardsq Okédijf", Iwé
Apilékq t{ a ka nibi apéré Egbé Onimqg Yorubd ni
Yunifdsiti Ibadan, 1989.
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Ordko abf{so (name given at birth) may be a traditional

Yorib4 name or one that has to do with a foreign religion:
Islamic and Christian religions. Examples of the traditional
Yoribd name include Lipadé, Adédreléd, TJlédnf, Oyéniyl ard
Adégin in Okédiji's novels while we have names like Tindé,
oriowd, DapQ, Akin Olfsina and Kiké in Ak{inladé's novels.
Islamic names are more predominant in Okédiji's novels than
Akin13dé's novels. In the former we have names like Tarf4,
Tidmfyd, sdlé, Addu Karimd, Saldmi and S€1f while we have
Silé and Sdard in the latter. It is only in Akfnladé's
novels that characters are given christian names. An
example is J8séfu in Owd Ejé, and the victim's parent:

Rb3dti and Bandisi in Ta 18 gbin'gi Ord. Majority of the

characters whose names have to do with a foreign religion

either have criminal tracts or they perpetrate one crime

5

or the other in the novels where they occur.

The use of orfdko amitdorunwid (the name a child is born

-~

5 The ex-convicts are Tafd, Silé Aldyiimd and Saldmi
Kéfbérd in Okédiji's work., The criminals in Oké&diji's
crime-fiction comprise Tidmiyd, Saldmi Kéfibérd while
we have Siard OwSyemi in.Akinladé's Owé Ejé. Those
of them who are neither ex-convicts nor criminals
include Sé€1f and Addu Karimd in Okédijf's work and in
Akinladé's Owé Eje, we have Joséfu and Sdlé Igbira.
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with) is found only in the works of Okédijf. The ones

employed in Aja 1'6 lerd are T&fwo and Dada.

In the presentation of character, the indgije
(cognomen) is more preponderant than the other two types.
The indgije (cognomen), a name acquired as one grows up is
employed only in the crime-fiction of Okédijfi. Okédijf
uses such cognomens (an attributive name expressing what
the character is to describe the physical appearance,
actions and behaviour of the character so depicted.
AkInyem{ (1989: 4-5) identifies three ways by which
Okédiji uses cognomen for depicting characters in his
novels:

Awen ndd ni ti alajé¢ té ti dordko,
alajé té jé apélé ordkq abisg, ati
alajé té di orfki gbajumq tabi
bordkini, "

(They are cognomens used as names,

cognomens used with names given at

birth, and cognomens which have become

that of a well-known person.)
It is the appearance, actions and behaviour of such
characters that earn them the appropriate cognomen which

best describes them, Besides criminal characters whose

cognomens are used as their names (i.e. D88gd, Kiruna,
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Orfejo etc.), Tafd is about the only character that comes
to life in the way Okédijf uses cognomen to depict
character. The first cognomen which describes Tafi is

used by L&padé when he addresses him thus:

Tafa Igiripa, Qkunrin meta (Aja 1'$ lerd p-21)

(Tafa Igiripa, the strong man.)

As rightly pointed out by Akinyemi (1989), this cognomen
is used alongside with real names and anyone whose
knowledge is not rich about Yorub4d culture may mistakenly
take Igiripd to be Tafd's surname. However, this cognomen
gives a brief description about the physical appearance of
Tafd. It depicts him as a huge, stout and strong man.
Readers are therefore not surprised at the confidence which
this stature bestows on Tafd. It also explains why the
agile Tafd is able to deal ruthlessly with criminals who
cross L3padé's path during their chase of criminals.

All other cognomens used by the author‘in highlighting

the qualities of Tafd are rendered by Tafé himself.6 Although

6 Among the Yorubd, orfki is usually used by a senior
person for someone who is Jjunior to him or by a
husband to a wife. A wife may use her husband's
orikl when referring to him affectionately or during
ceremonies. Poets are also privileged to use the
oriki in praising or in criticising anyone. It is
however untraditional to find someone praising himself
by his own orfki as Tafd does in Okédijf's works.
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Tafd agrees that he ought to be praised by someone else,

he argues in Agbalagba Akan Cp 2) that he has to praise
himself when there is no one to chant his orfiki. We
then believe that Okédiji's use of Tafd's cognomen is to
give a picture of his true cheracter. As pointed out by
Is614 (1978: 177), bearers of ludicrous oriki protest
openly when they are being addressed by it.  For Okédiji
to have allowed Tafé chant ludicrous oriki about
himself then shows that we could depend on it as reliable
pointers to Tafa's behaviour and character.

Having known that Taféd is huge, Taféd gives readers
further insight about his appearance. On each occasion

he reveals more about himself, he usually starts with:

(1s914 (1978: 77). 0Okédijf{ himself realises that Taféd's
use of his own orfiki is untraditional. As a Yorubid man
who understands how and when oriki is used, L&padé is
made to comment thus:

..o Mafdd4! Sebi eldémiran 1'ad jé k'6 ki'ni.
0-si w8 ndd ara re¢ ki. O ko6 gbqg bf awen tf 1
wi p€ a ki { pe ara eni ni{ misita, glomiran ni
i pe'ni béé! ... (Agbidlagba Akdn p 2)

(... Taféd84! I suppose it is another person we
allow to praise us. And you start praising
yourself. Have you not heard how people say
one does not address himself as a mister,
another person calls one so! ...)
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kEmi Tafa Igiripa, Qmo Lawale. Emi Ajao Aro

(I, Tafa Igiripa, son of Lawale. I, Ajao

ATO.)

It is after this that Tafd goes on to shed more light on
his own person. According to him, he has fearful eyes:
«.s 8b8jiubomoléri. Emi ... o0l8jlu-ba-mi-
dért b'omo mi, emi aiya-jin'mo-girigiri
eee (Aja 1'@ leru p 61)

(eee I who has fearful eyes. I am... he
that has terrifying eyes, I am he that
makes a child tremble profusely ...)

Readers have additional information about Tafi's personality
in this cognomen which he voluntarily gives about himself:
ee. Emi ajdmoldiya bi aildwd 1gwd,
ajidmQl4iya bi okin s0kdtd t'S j& 1l'awujQ ...
(Agbalagba Akan pp 1-2)

(ese I am he that causes anxiety like
penury does, he that causes panic like
the string of a trouser that gets
snapped in public ...)
The simile in the above cognomen makes the reader know the

extent to which T&fd can go in doing something. It also

depicts the state of fear and anxiety in which people who
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come across him are. The cognomen cited below also
confirms Liapadé's earlier explanation that Tafé now
engages himself in thuggery.

... BEmi jaddukd ilé, jandukd oko, emi

amdranjqldran ... (Aja 1'S lera p 74)

(eee I am a thug at home, thug in the

farm, I am he that is more concerned

than the person affected by a case '...)
Tafd does not shy away from the fact that he is a known
criminal. He takes pride in it as he says:

... Emi ajeldjldonf1&, emi agbaldwdoméri
.ss (Agbalagbd Akan 'p 86).

«es 1 am he that steals in presence of
the owner, I am he that takes from the
one who has nothing ...)

In fact his violence and unusual behaviour is further
impressed upon the reader in the following cognomen which

he employs to praise himself:

Emi Tafa Igiripa g@kunrin ogun ... Emi

ijamba ilé, ijambad ode, ijambi oko ...

Emi ¢bora ti i jade lgsan, émi eégin

ti 1 jé 18ru. Emi 18k81éké ti 1 fod

1'6j6, emi sangdé t{ 1 ja 1léérun. Emi

ni janduku t{ { na iyd oniyd ... Emi

obdkq dé, 6brin dé ... (Agbalagba Akan pp 83-85)
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(I Tafa Igiripa, man of war ... I mishap

at home, mishap outside, mishap in the

farm ... I am the spirit that walks in

the day, masqurade that dances at night.

I am the cattle egret that flies in the
raining season, I am Sango (god of thunder)
that strikes in the dry season. 1 am the
thug who beats other person's mothers ...
I, the he-goat has arrived, bad odour is
here ...)

There is no good-mannered person that would answer to this
type of cognomen. Yet Tafd uses it boastfully to throw a
new light on his character. He reiterates his interest in
trouble making in the last sentence. This shows that
wherever he is present there will be trouble. He therefore
sees himself as bringing mishap wherever he goes. Taféd's
cognomen above suggests that he could be unpredictable.
The cognomen makes readers appreciate his worth and

courage. Despite his wickedness, Taféd confirms that he
could be humorous as the cognomen cited below shows:

... emi ¢lérinom¢hin, émi af'awada-té-

wqn-1l¢grun-af 'érin-tén-won-niduin. Emi

ti nwon mbé 1éri, ti mo A fi wqn se
yéyé ... (Agbdlagbd Akdn pp 149-150)
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(ee. I am he that doesn't know when to
stop Jjoking, I am he that satisfies

them with jokes, he that makes laughter
end their sorrow. I am he that is being
beheaded yet I have time to ridicule
them ...)

Okédiji's use of Tafd's cognomen the way he does
affords him the opportunity of depicting Tafd's character
in a most precise manner. He succeeds in giving an
exhaustive information about the energetic but heartless
ex-criminal who makes success in crime detection easier for
Lépadé in Okédiji's novels,  Tafd's cognomens reveal more
than required for the render to imagine the circumstances
surrounding how he comes about them. They also Jjustify
Taféd's feat and actions in the novels.

Another way in which cognomens are used to depict
character in 0kédiji's novels conforms with normal usage
in Yoribd society. In such cases, it is others that employ
the oriki to describe the character whose cognomen is being
cited. For instance, when Taf& recognises Salémi Kéfiberu

who breaks into LApadé's apartment in Ajd 1'S leru, Tafé

cites Salami Kémbéri's cognomen quoted below to explain

the type of person he is to Lipad&. Tafi says:
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Atari Aparo, Kookooldwo, ... Ijesa omo
karforén! ... A-pé-1'éwin-bi-obg!
okunrin-jééjéé-ab'ija-kunkun ... (p 49)

(Atari Aparo, Kookooldwo ... Ijesa the
karigorén! ... One who kept long term in
prison like the monkey! A simple but
delicate man ...)

Likewise, Tidmiyu Arisémdse cites Jakunmg Gbékdita's cogno-
men to make LApadé have information about the leader of the

hemp-peddlar's syndicate. Tidmiyd cites the cognomen thus:

«+. Jakinmd Gbekuta, baba mugbdmugbd,
a-b'oji-i-pdn-b{-¢j¢, ab'eté bl été
atidoro, a-binl-ori-fi-fild dé'badi (p 88).

(ee. JakunmQ Gbekuta, father of the hemp
smokers, one with blood-shot eye, lips
as thick as that of allied hornbill, he
grudges the head and puts the cap on the
buttocks.)

In the former excerpt, Saldmi Kéfbé&rd is depicted as an.

-~

ex-convict. This fact is reiterated by Salami's explanation

on why he resorts to burglary in Aja 1'§ leru (pp 50-52).

In the latter, JakunmQ Gbékita is presented as the leader
of the hemp-peddlars. In Aja 1'S leru (pp 128-1320),

Gbékita's lead role in the discussion‘of how to thwart
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police arrest confirms his leadership position.

We need to add that both the traditional Yorubi
name and the cognomen may be symbolic. Such symbolic
names may give a hint about the behaviour and the activities
of the character. Sometimes, however, the symbolic name
may have antithetical implication.

In Okédiji's crime-fiction, the symbolic name is
usually given to the criminal characters. The criminal
characters whose names are symbolic dinclude Tidmiyu

Arisémise and JakumQ Gbékdta in Aja 1'S leru, Kirtna,

Param$l¢ and Lamidi 0l8joro in Agbalagba Akdn. With the

exception of Kirtna and Paramdlé, the other symbolic names
are employed as thé surname of the characters. Whether

it is used as the personal name or as the surname, the
symbolic name throws light on the actions and personalities
of the characters involved. Such is the case of Kdrdna in

Rgbalagba Aké&n p 1l0l. We need to add that it is only

Arisémise and Gb&k§ta in Aja 1'é lerd who come

to life more distinctly than their counterparts in

Agbalagba Akan.

Tidm{yli's character is better exposed by the name

Arisémise <A + ri + igé + md + se (One who finds a job but
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would not do it). Tidmiyu gives the impression in Aja
1'S lert p 8l) that he is not employed. Although he owns
a hide-out which fetches him money, his name gives the
impression that he is perhaps not interested in doing a
legitimate work. This may be due to laziness which Tafé
says may not be due to physical weakness in the explanation
below:

Tidmfyl ... oklUnrin méta, aldpamasisé,

omo @¢lédartn. KO n'fsé, ko 1'4bo Qmg
Ajisafé, qmo Ajfsefinf (Aja 1'S lera p 82)

(Ti4mfyd ... the strong man given to

laziness, the inveterate slacker. He

is neither employed nor does he have

something to do, the one who awakes to

look spruce, the one who awakes to be

scrupulously clean.)
In the case of JakumQ Gbéklta, both names are symbolic. The
first name < is really IjakumQ but the author prefers to drop
the nominalising prefix i to-foreground the meaning of ja
(wrestle/fight). Jakumd refers to a type of wild cat and by
their nature cats - are not easily defeated. Gbékita <
Gbé+ikd+ta (dares death), hence JakumgQ Gbékita suggests

that bearér would fight doggedly ana he would not be easily

defeated. When other criminals flee from his hemp-plantation
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which they are weeding to avert police arrest, Jakumq
Gbékdta waits behind to face whatever may happen. When
Lépadé and Taféd later emerge to attack him, Jakumg Gbékita
fights them tenaciously. As it is difficult to throw a cat,
so do Lépadé and Tafd find it tough to defeat him. -The
narrator explains their difficulty in overpowering JakumQ

Gbéklta in Aja 1'é lerd p 147 thus:

Qwg awon mejeeji ko6 mid k& Gbékdta o.
Bf o ti flle ¢kan m§l¢ 1'S fisq Qkan
séké. Bi o ba lu qkan lébaré, a gba
ékejl 1és€ ... Oun nikan sosgo 1dja
bi enia mefa.

(Both of them are unable to overpower
Gbékita. As he throws one down, he throws
the other up. If he slaps one, he will
punch the other ... He is fighting as

six men will.)

The detective's name can also be symbolic when analysed
in terms of his interest in, and attitude towards money in

lja 1'S leri and Agbalagba Akan. The name Lapadé is

actually Q14padé ¢ Q14 + padé (honour/wealth meets). The
first vowel ¢ is elided, hence we have Lipadé. It is in

the light of "wealth meets" that critics are better privileged
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to analyse the character of the detective who comes across
"wealth/money" during investigation. Since his name already
suggests that he stumbles on wealth (money), it is no
surprise that he takes possession of all the money he finds
with the criminals during investigations. He does not
disclose this to the police even when he is challenged.
L&padé's name becomes more meaningful in his attitude towards
the money he finds with criminals. Since he does not solicit
for the money which he just comes across, he values it,
counts it as a blessing and he does everything to ensure
that the money is kept safely.

In Akinladé's crime-fiction, symbolic names are used
for the detective, criminal characters and some nominal
characters. Akinladé employs the symbolic name in two ways.
First he employs it to throw light on the role the characters
are to play or to signify what happens to the characters in
the novels.

It is in the sense of his role as detective that
Olisina's name is symbolic. In the sociological interpreta-
tion Oligina is actually Oldwasina ( Oldwa + si + ¢na (God
opens the way). People bearing this name are usually those

that open the womb, that is the first child who is born after
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the parents have waited for years.8 The syllable wa is
deleted from OlUwa hence we have 0ld + si + ona ) Oldsina.
The symbolism in the name in all the novels where Olusina
serves as detective shows that it is the detective that
opens up the path that leads to the eventual arrest of the

criminal. Akin Oldsina himself throws light on the symbo-

lism in his name when he explains in Tal'$ Pa Omooba (p 41)

that:

Nigbati Dind padé Sina ni ijéta,

okunkin ti 6§ sf{ji bo ikd Qmogba

k&4 k@ro; ¢na si ti si s{1¢ lati mu

osiké nda ...

(When Dind met Sfna the day before

yesterday, the darkness covering

Qmooba's death is removed; and the way

is now clear to name the criminal ...)
The second part of Qyadina's ( Qya + di + ¢na (Qya blocks
the way) and Sangddina's ( Sangé + df + ona (Sangd blocks

8. The belief is that the child's arrival will .open the
path for subsequent children. In Akinladé's novels,
before the detective's arrival, not much progress is
made about the investigation. It is then the detective's
arrival that is the beginning of the investigation which
leads to the subsequent arrest of the criminal.
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the way) name, that is dina (block the way) can be used to
explain the difficulty encountered by the detective in

unravelling the mysteries in Tal'§ Pa Qmogba? Sangddina

throws light on the symbolism in his name when he writes
to Ekéoleré on page 90. He writes:
«eo Mo md pé bf mo bad di ona kan, ko si

enia ti o 1¢&¢ sf Qné nda kfakfa ... sugbén
¢nikan tf Ajé $ina ti da mi 14gbo nu ...

(ees I know that if I block a _Wway, it will

take time before anybody can find a clue

to it ... But someone called $ina has

circumvented me ...)
Although Sangddina succeeds in killing Ademuyiwa and he
neatly covérs up his crime, the crime is uncovered by
Oldsina who exposes the criminal. Qyddfna on his own part
comes in midway to make the investigation of Qmoqba
Ademuyiwa's death more difficult. All these stumbling

blocks are however removed by Akin Oldsfnd. Other symbolic

names in Tal'’d8 Pa Qmgoba? include Ekeoleré { Eké + ko + ni

+ eré (falsehood has no reward/gain), Bwdlg {( Ewu + lg
(danger is gone) and Bfndkond ¢ Bf + ind + ko + ind (If
people are in agreement). -

In Agb8ko Ni1& TEté, the name Abdniwdkd ( A + bad + eni
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+ wa + ik (Someone who finds death for another) is symbolic.
This symbolism makes FépS suspect that Akangbé Abdniwdkd could
have been responsible for his own death. FP6pé asks
S&jénti Ori'owd this question.

"... 0 da @ 16j80 pé Abdniwdki ko wé

ik§ fun ara ré?" (p 37).

("... Are you sure that Abdniwdkd has

not caused his own death?")
The symbolism becomes more explicit when Safé Abdniwdkia
successfully makes his father, Akangbé to take a poisoned
drink which eventually leads to his death. In Asenibanidérg,

Mitanm{ { M4 + tan + émi (Do not deceive me) suggests that
the bearer does not tell lies. Although Akin Oldsfna
doubts the sincerity of Akanbi Mitanm{ in Asenib&nidrs,

(P 19) he later discovers that Akanbi Mitanm{ is not deceiving
him, Other symbolic names which give information about the

character include Arfigbdbusflé ¢ A + rf + igbd + bu + sfle

(One who has calabash to take money) in Aldsi 01dgo, Fééripé
( Fédari + pQ (There is much ostentation) and IjQngbonkdseé-
nikanfa { Ijongbgn + ko + ge + i + nikan + fa (One can not

cause trouble all by himself) in Qwé Te Amookunsika.

Akinladé sometimes employs the symbolic names with

antithetical implication. In Qwd Te Amodkunsika, the name
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KogbqdQkd ¢ ko + gbddQ + ki (He must not die) suggests that
the bearer must live but the opposite is what befalls him.
Akin Oldsina later explains on page 17 of the novel that all
men are born to die, hence Kogbodokd must not be an exception.
Another symbolic name with antithetical implication is that
of M&jiyagbé ( M + je + iya + gbé (Do not suffer in vain).
However, M4jiyagbé is beaten up after being insulted by
Qpé. Although it is Qpé that the police arrested, it is
M&jiyagbé that is later prosecuted. He spends N16.80K for
his-léwyer before he wins the case and in any case Qpé is

not fined. So M4jiyagbé's name does not reflect the fate

that befalls him in Qwd Te Amodkunsika.

4.1.2 Use of Interior Monologue

Interior monologue is a literary device in which a

character's thoughts, feelings and memories are presented.9

9 Though the interior monologue is mainly used to depict
character, the way it is consistently employed by
Okédiji's narrator shows that it could be used to present
some aspects of the stories. The narrator uses the
hero's interior monologue to give a hint about what
the whole stories will be about. It is through this
technique that readers get to know about the alarming
rate of crime in contemporary society when compared with
the crime rate of the past. There is also the suggestion
that the police is ineffective, hence we are informed of
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There are two ways in which this device is used in Yoruba
crime-fiction. A character may reflect on his own person
while one character may reflect on another character.
Okédijf uses both methods while Akinladé€ uses only. the
latter. In Okédiji's works, the interior monologu€ is
used to throw light on L&padé, the leading character in
Aja 1'8 lerd and Agbalagba Akén. In both novels, Lipadé

is always busy thinking about one thing or the other. It
is through Okédijf{'s use of the interior monologue that
readers get to know that Lépadé has served in the police
force before his father's death. Through his consciousness
we are informed that he is about to be promoted to the post
of a corporal when he leaves service. It is after he quits
the police force that he inherits and starts managing his

late father's farm in Aja 1'S leri (p. 2). We are also

intimated with the fact that he used to be an effective
detective during his days in the police force, and that,
he performed better than Addu, the present inspector of

police. We are privileged to know that Lapadé would have

what to expect of police performance in the novels. This
technique is not used to reflect on the past in Akinladé's
novels neither does it provide information about the
character whose thought is reflected.
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arrested all the hemp-peddlars in town if he is still in

active service:

... Bi o ba se pe oun ko ti 1 kiiro nibi isé olgpa
ni, bi eni nfi eran jeko ni iba ri. Nibo ni nwon

ibi ti maa ké igbd naa wo'ld ki oun ma ri won?
Nibo ni nwon iba ti maa gbin igbd naa ki oun ma ti

dé'be? Oun ibéd ti fimufinlé ridi okodoro nit'odun.

Ow$ oun iba ti t¢ won. Nibo ni nwon ib& ri sé si?

Ko le gba oun ni ¢jo meji bi oun ba fé mu won ...
(Aja 1'é leru, p. 3)

(e« If he has not left the police force, it would
have been very easy for him. Where would they have
smuggled the hemps from that he would not see them?
Where would they have planted the hemp that he

would not have got there? He would have investigated
to know the truth. He would have arrested them.
Where would they have hidden? It could not take him
two days if he wants to arrest them ...)

The use of the interior monologue gives a good picture and
background information about the type of police man Lépadé

used to be. It is revealed that Lipadé was an efficient
police-man who carried out successful investigations. It did
not take him time to fish out criminals from their various hide-
outs. The monologue also depicts Lapadé's disapproval of the

state of the present police force. A lot more is revealed
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about L4padé in the way Okédijf{ uses interior monologue for
depicting his character. L&4padé is involved in an accident
shortly after making away with the money buried in the bush.
He is scared at the approach of a driver who parks his car
near the scene of the accident. He thinks the ‘driver is
the one who has earlier pursued him:

Abi eni ti nle oun ninu igbé leekan ni?

Nibo ni oun 8§ w4 wd bayi? Nibo ni ki

oun sa si? ... ko nf sfse; ko 1ldise

oun 8§ durd ké o loju ni. Qkunrin ki {

ki leemeji. Ija yio si po nibe ki o

t6 & le gba owd Qwo oun yii lgwo oun.

(Aja 1'8 lera p 7)

(Can this be the person pursuing him in
the bush earlier on? Where will he go
now? ~Where can he run to? ... There is
no going back as he will have to face him,
Man dies only once. But there will be
much fight before he can retrieve this
money on him,)

Lapadé is here depicted as someone who loves to hold on
tenaciously to another man's property. His desire for
that money makes him vow to protect amnd fight for it since

there is no means he can escape from the man coming towards
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him, However, when he discovers that the approaching
person is Addu, the Inspector of Police, he expresses
surprise and feels guilty as he wonders whether Addu has

been keeping watch over the money he digs up in the bush:

«ee Audu kqQyi? Audu Karimu Olori Qlopal
Agbako ird éwo niyi? ... £Eeési 1'é se ui,
abi Audu ti ds¢ owé ti oun W& hd yi
teletele? ... A wa je pe awQn Qlopa ko

r{ bi gbogbo enia ti Ard pé nwon r{ k§"yen?
«.. Agbdko kfni yf! (Aja 1'6 leru pp 7-8)

(ee. Is this not Audu? “Audu Karimu, the
Inspector of Police! What misfortune is
this? ... Is it accidental, or has Audu
been keeping watch over the money which he
digs up? ... Is that to say the police
are not irresponsible as people think of
them? ... What ill-luck is this!)

It is evident from the excerpt above that Lipadé thinks he
has been seen and that he is going to be arrested. This
makes him overreact to Addu's insuniation that he is one

of the criminals. After this initial encounter with Addu
Karimi, L&padé thinks that he should return to his farm
with the stolen money rather than proceed to Ibadan. It is

shown through the use of the interior monologue that he sees
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the money as a blessing from God:

... Kini ki Qlorun tin se fun oun ju bi
o ti b4 oun bdtaa birédl oun dunradunra
yi? Owo tudlu-tuulu ni owd oun ti ba yi,
ki nkankan sd mi gba a 1l'owg oun ...

(Aja 1'6 lera p. 13)

(... What else can God do but bless him
the way he has done. He has got hold of
plenty of money, let nothing take it from
Bim )

He thinks that it is safer to proceed to Ibaddn and bank the
money. He therefore changes his mind of returning to the
farm where there is no bank to keep the said money. It is

shown in Aja 1'S leru (pp 16-17)that Lépadé later thinks

the'money'ié an unlawful one when T4&fwd Digbé who buries it
in the bush crashes his car into a tree while attempting to
crush him., Despite L&padé's awareness of the owner and his
realisation that the money is likely to be a stolen one, he
makes no attept to report his finding to the police. Rather,
he keeps the money and takes the accident victim (owner of
the money) captive. This action of his makes readers to be
suspicious about the reasons he gives for engaging in

detective work in Aja 1'6 leru (p 13). The reasons he
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advances for his participation in detective work depict
Lipadé as a man who has determination to challenge the
criminals. In order to do this, he seeks for the
assistance of Tafd. His justification of his involvement

in the chase of criminals in Agbalagba Akdn is ‘also

revealed through the use of interior monologue. The

reasons are stated in the excerpt below:

Lénad kinni, awon kan 1'S sé pa DE1€ ati

kinlé. Nwon ko gbqdQ mu un je; oun

nilati w4 won rf ni. Igna keji, oun

nilati gba apo mefa t'o ku si Egbeda.

Lona keta, ibi tf owo qw§ DE1¢ wa,

oun nilati ri i. Lo¢na kerin, oun 6

se isé adnd: oun & k8 gbogbo owé ti

oun b4 r{ gba ninu owo yi fun awqQn

qmg ok, ki iya mid je won gbé.
(Agbalagbd Akan pp 17-18)

(In the first place, it is some people

who killed D&1& and Kinlé. They must

not make away with it; he must find them.
In the second place, he must recover the
the remaining six hundred pounds left in
Egbeda. In the third place, he must find
where the money on Dele is. In the fourth
place he will do a philantrophic work, he
will give all the money recovered to the
children of the deceased, so that they will
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not loose everything.)

It is evident from the reasons advanced in the above
excerpt that Lipadé has a major concern for matters
relating to money. After Saldmi Kémbérd and Karimu
Al&kob&, two notorious criminals break into his apartment
to recover T4iwd Dugbé's money which Lépadé ‘makes away
with on Akdnrén road, Lipadé cannot sleep as he starts
thinking about the implication of his earlier action:

Qrq igbdé ni oun fi bere, gQrq olé si

tin w§ ¢ ... awgn arufin naa si ti

wé beresi i dgde oun ti oun ni oun

Awd won kiri ... § m¢ pe bi oun ko

b4 dode won m$, awon § maa dode oun.
(Aja 1'6 lera p 57)

(He starts with the problem of hemp,
now it-has involved stealing ... the
criminals have started hunting him
whereas he says he is looking for
them ... He knows that if he no
longer hunts for them, they will be
looking for him.)

It is also shown that LApadé realises that his life is not

safe, hence he has to act fast:
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Igi ganganran md gun mi loju, Okééré
l'a ti 1 sQ 9. Eni ti o yadw§ si ni
Ogin i gbé. Ki awon onise-ibi yi té
6 bér¢ si i wa oun, oun gan an ni yo
yio koko mda wa won kiri ... Nitori
pe bi o ba ge awon 1'8 k§ r{ oun, nwon
k6 nf { rowd ati-pa dun ...

(Agbalagba Akan p 16)

(To be forewarned is to be forearmed.
Oglin assists the person that is faster.
Before the criminals start looking for
him, he himself will be the first to
hunt for them .... Because if they are
the first to get hold of him, they will
not hesitate to kill him ...)

This shows that Lipadé is very sensitive to events around him.
Besides, he does not take chances. He believes that attack
is his best means of defence. Hence he resolves to start
chasing the criminals, but in carrying out the detective

work he has no intention of seeking police help:

eees Oun k6 si ni { beere iranlqQwo kankan
lowg awgn Qlopa. Oun funra oun ni oun 6
se iwadi yi, oun nikan ni oun 8 jébd fun
ara oun. KO si eni ti o ran oun nise,
nitori naa ko si eni ti oun o jébg fun.
Eni ti oun ba mi, oun 6 faa le awon ¢lgpa
lowQ ... (Aja 1'S leru p 15).
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(e.. He will not ask for any assistance
from the police. He will solely
investigate the case, and will report
only to himself. Nobody sends him to
investigate, so he will not report

back to anybody. He will hand over the
person caught to the police ...).

The explanation given in the first three sentences of the
extract above suggests that Lipadé has no intention of
reporting his findings to anybody. We may then say that

10

the last sentence is an afterthought. In fact, throughout

the stories in Aja 1'S leru and Agbalagba Akan, there is no

single instance where Lapadé voluntarily hands over or
reports any criminal to the police. He even denies having
anything to do with them when questioned by the police.ll

Yet in Aja 1'S leru, Lapadé is in conflict with a gang of

hemp-peddlars -and kidnappers. He is in conflict with a
robbery syndicate in Agbalagba Akan. It is through the

use of the interior monologue that readers have an insight

into what Ldpadé is likely to do with the criminals. He

10 The thought may however be relevant because it is the
police that have the power to arrest and prosecute
criminals.

11 L&padé probably adopts this attitude in a bid to prove
his innocence about Addu's allegation that he is
sponsoring the criminals.
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thinks that the criminals are heartless and so he resolves

in Agbalagba Akdn (p 2%) not to pity them but to deal

ruthlessly with them. Tnls explains why he humiliates
them and why he uses force to elicit information from

Tidm{yd in Aja 1'S leru (pp 93-%). However, LApadé is

depicted through the interior monologue to e someone who
takes care to review his activities. On one of such
occasions, L&padé realises that he is outstepping his

bounds:

... Nje ko ye ki oun sqra bayi? Isé
agbe ni oun w4 nse yi ni, abf isé
olopa-inu? Abi oun si rora ndi arufin
lg diedig? Ise jaguda ni oun nge abi
ise ddnadana? Isé ipanle ni oun nsge
abi a-ji-nia gbé? (Aja 1'S leru p 44)

(... Should he not take care now? Is
he a farmer, or is he engaged in
detective work? Or is he gradually
becoming a criminal? Is he a thief or
a high-way robber? Is he a thug or a
kidnapper?)

He resclves to steer clear of having anything to do with
the criminals if they will no longer come near him. This

thought tends to guide the reader to share the view that

Lipadé has a conscience that keeps him on the right path
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whereas in the course of the story, he gets hold of the
criminals' money illegally. It is through the use of
interior monologue that readers come to know about how
calculative Lapadé is. This character-depiction style
shows that Lipadé is someone who will not embark on any-
thing without first subjecting it to serious thought to
know the consequences of such an action.. There also lies
the fact that Lipadé's reaction to events and people around
him are depicted through the use of the interior monologue.
Through LApadé's inner thought, readers come to know that
Taféd is shallow-minded and can do no serious thinking:
Taféd ki { rond jinle. Oun gan an

ni ibd mda jé aldgbdramémérs ...
(Agbalagba Akan p 79)

(Taféd does not think deeply. He ought
to be-called strong but not prudent ...)

Another fact which is revealed by Lépadé's reflection on

Taféd's past in Aja 1'6 leru (p 21)is the fact that Tafd is

an ‘ex-convict fbrﬁerly engaged in burglary and stealing.

In all the places where the interior monologue is
used as a character depiction style in Okédiji's crime-
fiction, Lépadé's thoughts are usually focused on. Whereas

the interior monologue is a dominant character depiction
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style in Okédiji's crime-fiction, it is seldom used in
Akinladé's works. A character may occasionally reflect

on another character in Akinladé's crime-fiction.

There is the example of Bisi's thought, about the relia-
bility of Akin Oldisf{nd's detective ability after a drinking
spree in Owé Ejé (pp 29-20).

O ré ninu gkan re pe, "Eyi ni okunrin
nda ti nwon sQ pe 6 1lé wadii oran t'6
dfj8? ... NJjé eni ti & nikan ké igo
bia méjo sddd yif, ha le rond jinle
1éhin t{ o ba mu iwgnyi tdn? ... Qré
ré yif (iyen ni Tunde) jQ Qjogbén
éniyan. Sitdotu kékeré méji 1'oun k6
tira ni tiré. O jo pe, eléyif 1le
wddi{ ¢ran dé4raddra, ojd ré yio dilé
nitori ko mu nkan pupQ ...

(She thinks that, "Is this the man
people say can investigate complicated
cases? ... Will he be able to think
deeply after drinking the eight bottles
of beer before him? ... His friend
(that is Tunde) looks more intelligent.
He has only two bottles of small stout
before him. It seems as if he will be
able to make a thorough investigation
as he does not drink too much ...)
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Bisi's reflection on Akin Oldsinad in the excerpt above
shows that he drinks beer while Tdndé takes stout.

Although Bisi feels Tindé will be a better detective

because he drinks less, it is shown in Qwd Te Amodkunsika

(p 20) that the beer Akin Oldsind drinks enhances ‘his
detective work. Later events in Owé Ejé also prove Bisi's
fears about Akin 0ldsinad wrong. Bisi's thought is therefore
an unreliable character depicting style as far as Akin
Olusina's detective ability is concerned. But her observa-
tion about Tindé Atopinpin is valid. Jéséfu's perception
of Akin Oldgfna in his inner mind gives readers a hint
about the detective's appearance in Owd Ejé (p 42). Joséfu's
reflection suggests that Akin Oldsfna with the bulging eyes
and well trimmed-moustache must be a detective.

Unlike Akinladé who puts the thought of his characters
in quote as Af it is speech, 0kédiji does not demarcate the
inner thoughts of the character from the rest of the
narrative, rather it is reported in the third-person. As
earlier noted, it is the major character's thought that is
focused on to reveal facts about his own character and to
cotment on obhen characters in Okédiji's works. However,
in Akinladé's works, the thought of a functional character

is employed to give an impression about the protagonist.
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It is only in Qwé Te Amddkunsikd (p 13) that Akin Oldsina

reflects on Fémi's death.

4.1.4 Direct Characterization

Invention is art's main business, hence the writer's
business is to make up convincing human beings. In the
attempt to do this, there is the explicit description of
character traits, physical appearance and intellectual or
moral attributes. Unlike previous assumptions Oginsina
(1976) and 15014 (1978) that Yorub4 novelists seldom
describe a éharacter, the Yorubd crime-fiction writer may
describe some peculiarity about the character. He may give
information about the character's action and perhaps comment
on such actions. Such description gives even the
minutest detail that will make the character come to life.
The facts are described and readers can then interpret

the character's qualities and actions.

Usually, Okédiji and Akinladé resort to a combination
of the description of the dressing and the physique to
present a character. O0Okédiji resorts to this descripticn

to present the functional characters in his novels. From
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Lépadé's perception of Adéfirelé, Adénrelé is described in

Agbalagbd Akan (p 78) thus:

Qdomokunrin jogbodd ni, & sigbonlé
Dddd ni, k& kqgla. $0koto kakd

kukuru 1'S wa n'fdi ré, ati sééti
kampdla alddire.

(He is a young man, he is tall and
huge. He is dark complexioned and
he has no facial mark. Hewwears a
kampala shirt and a khaki knicker.)

Having recognised Adénrelé, Lapadé remembers how he falls
unconscious when he hits. him'at Egbédd. with his corpse in
his house at Ibadan, Lépadé concludes that Adénrelé does
not recover from that .terrible blow. The corpse therefore
signifies that the other criminals are bent to retaliate,
hence Lipadé has to get himself prepared for the attack.
Tidmiyl's<description below is merely to acquaint us with

his physical form:

Tidmiylu to gélétégelete, § ba'nia
1éru lati wo. O ri golotggelotg. O
kdn £§f§4f¢. Ponmé ¢hin-grun ré té &
je iyén koto kan tén.

(Aja 1'8 leru p 79)

(Tidmfyu is stout, his appearance is
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terrifying. He is colossus. He is
obesee« The flesh at the back of his
neck is enough to eat a bowl of

pounded-yam. )

Despite his outlook, he has enough strength to engage the
muscular Tafd in a fight. He however gets tired easily
and this gives Taf4 the advantage of winning the fight.
The first time we come across 0lérf{-Ayé in Agbalagba
Akan (p 100), we are presented with a description of his

physique:

«oe O ga fiofio, ori ¥E~Si fere maa
kan Qpi-3ja yard nda ... (Ckunrin yi
si tln wé tééré mgd on, 8 dabi pasén.

O se tinnigin walé¢ bé¢ ni, 6 ri sasara
bi i fénrén owd ...

(--. he 1s imposingly tall, his head

nearly-reaches the ceiling ... The

man is also very slim, he looks like a

whip. He is thin, he looks like a

broomstick ...)
The impression given about 01éri-Ayé in this excerpt is that
he may not be that strong. However, the effect of his slap

on Lipadé proves that his physigue is not a good indicator

of his strength. The narrator explains that:
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... Gegebi igba ti nwgn fi irin

wonganwdngan lu 4 l4tari ni ika ati

atélewq D&Sgd ri 16t ré ...
(Agbalagba Akdn p 100)

(Doogo's slep dazed him, it is as
as if his head (L4padé's head) is
hit with a metal ...)

The beggar's description in Agbalagba Akan (p %6) is aimed

at giving the impression that he is not a fake. Hence it
is easy for Lépédé to deceive the police and his disguise
helps him to proceed on his mission to Egbédd without the
police suspecting him. Occasionally, 0Okédiji takes time to

describe women in his novels. In Aja 1'S leru, Angelina

Odédairo is described in the following words:

Omoge ni, & pupa fé5, 8 ddra bi ¢jd.
Agiké £ééré wa 16j6 ré ... arewa ni i
se. (pp 65-66)

(She is a lady and she is light complexioned,
she is as beautiful as the day. The powder
on her face is light ... she is a beauty.)

It is probably this beauty that captivates Lipadé to the
extent that he promises to do whatever she requests for.

In a bid to fulfil his promise of finding her missing sister,
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Lipadé goes all out to expose himself to danger in the
criminal's den. The description of Seli and the old

woman is just an attempt tc show the differente between

the two. Instead of describing S€11f when she first appears
on the scene, in order to save time a comparison-is. later

made between her and the old woman.

Iya agbalagba ni, 8§ gbd kujdkujd ...
OmQge ni t'Qhin ... Arugbo l'eleyi
... Ohln omgbinrin naa dun 1'éti,
sugb¢n ti iyd yif{ ddn bi igba ti
éékara ba ddn pépéépé. 0jd
omgbinrin naa fdén, o si fanimgra
sugbdn ti iya naa ti hunjo, o si

se sigisagi b{ ébin ¢pgl¢ ... (p 106)

(She is an elderly woman, she is very
old ... The other one is a lady ...
This one is o0ld ... The lady's voice
is sonorous but the o0ld woman's voice
sounds like when a broken calabash is
stepped on. The lady's face is good
and appealing but that of the old woman
is wrinkled, it looks scraggy like the
beck of & toad «.s)

It is probably their outlook that makes L&padé distrust

the old woman whom he guesses would be wicked. True to his
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suspicion, he finds it easier to depend on the information
given by the young, attractive lady. Such presentation is
probably aimed at giving the impression that old mothers
aid their children in their criminal activities.

Akinladé uses description mainly to typify Akin
Oldsina and some important functional characters in his
novels. Despite the fact that Akin OlUsfind is presented
as an educated elite as his dressing in - Owd Ejé (p 42)
and his approach to detective work in all the novels
suggest, he is always dressed in. a Yorubd outfit whenever
he goes for any social outings or investigation. In

Asenibdniddrdo (p 5), Akin Cldsina is dressed in complete

agbdd4d with traditional cap to match during the funeral
ceremony of Adégin's mother. When Akin Oldsina is to
carry out some investigation in Qmo Jayé-Jayé hotel in

Qwo Te Amookunsika (p 21), he puts on a Yorubd outfit.

Even when relaxing at home with his friends in Ta 18 gbin'gi

oré (p %7), Akin 01dsind is described as being dressed in
the traditional way. His neat and gentlemanly appearance
in the descriptions given of him suggest Akin Oldsina's
inward character as a man who does things orderly. Besides

typifying Akin Oldsina, Akinladé sometimes describes the
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physical outlook of some of his characters. Such characters
usually have an important role to play in the narrative.
Their description thus leaves an indellible mark on the

reader's mind. In Alosi glégg(p 3}’Ebﬁn's description makes

one suspicious of his real identity. It is thebefore not
surprising to note at the end that he is rounded up as an

impersonator and murderer. The narrator describes him thus:

Ebin ké ju omg odén mékandinlégin 1lq.

0 ga t6 es¢ bata méfa. ~0 wo asg bi

Qmo-qba, sugbdn awg ara ré ké dén.

0jd ré séku-saku fihan pé t414ka ni
(p 2)

(Eblin cannot be more than 19 years
old., He is about 6ft tall. He is
dressed like a prince, but his
complexion is not smooth. His rough
face ‘'shows that he is poor.)

The description of Ayanwadndé Adié in Ajad T'S X Lépa Ekin

(p 9) is significant in the sense that it makes the birth
certificate and the newspaper report found in his apartment
more dependable., Hence, his outlook and the report in

rd

Irawd Odddiwa help to establish Adéwolé's guilt in Ajd T'

K Lépa Ekun (pp 133-136) Doctor Jayégld who performs the
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post-mortem examination on Ayanwandé Adié describes him
thus:

eeee & t6 eni @dln méjidf{143sdéta. O ga,
8 tééré, ila abaja merin wa nf éréké kam,
sugbon éréké keji ti bajé. Ara baba néa
JQlo diradéra, ara r¢ si le ... Omg-ika
méfa-méfa 1'6 wa n{ owd ati esé¢ ré. Apd
palaba kan ti & ba apdkan ojd ré jé gbilé
14ti éréké Qtin titi lo dé eti’... (p 9)

(... he is about 48 years—old. He is tall
and slim, he has four facial marks on one
cheek but the second cheek has a scar.

The man's skin is very smooth, and he
looks healthy ... He has six fingers
and six toes each. The big scar that
disfigures one side of his face covers

his right cheek up to the ear ...)

Sometimes, women who are close associates of the suspect or
the victim ' may be described when the need for such descrip-

tion arises. Kiké, $96tdndé's relation is described thus in

Ta,_ 16 gbin'gi Oréd (p 4).

... Imura r¢ ju ti ayaba lg. G&618 té
fi k§ orun rékgj4 idodo, 8 r{ ruvbutu, &
si A d4n yinrin ... Ohun t{ kfké fi se
gelé lésdn, & t6 aya elomfran fi d4 asq
odin ... Kiké ké ga pipQ, sigbén 6 sanra
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niwQnba, ese ré si dird sangbandan nilé
bi ¢pa ibgn. OQmo odin métalélégun ni,
sugbg¢n omi ré¢ naré sansén. Imd ré té-
bi, 6 r{ perebu; sugbon ehin enu ré¢ ...
funfun gbod bf hiné o¢se ...

(... Her dressing surpasses that of a
queen. The gold on her neck drops pass
her navel, it looks roundish, and it
shines ... Her headtie 1is enough for a
housewife to sew a festive dress ... Kik
is not that tall, but she is moderately
fat, when standing her legs are like the
gun's stick. ©She is 23 years old but her
breasts are still pointed. Her nose is
big, it looks flraty) but her teeth ...

are as white as soap's foam ...)

oM

The above description depicts Kiké as a well-to-do woman.
With such dressing, she is able to attract important
personalities who invite her to the dance floor during
Jobi Qliddunjoye's house warming ceremony. She wants to
use her captivating appearance to lure Dr Dap¢ Adigidn into
helping her absolve $S6tindé who is suspected for stealing
drugs from the pharmacy of a government hospital. The
trick does not work on Dr Dapo Adigin. Bis{ is described
as a beautiful girl in Owé E£jé (p 24). Tindé explains that

her beauty may have caused the death of one of her suitors
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if another man is interested in her. Besides the impact
the description of women have on the immediate environment
where they appear, such appearances add nothing to the
development of the story in which they occur.

Another character depiction style is the _description
of a character's behaviour. This character depiction style
is characteristic of both writer's works. Usually, short
descriptive sentences are employed by some characters to
describe the behavioural traits of wictims. Such descriptions
are always presented with the past tense. In Qwg Te

Amookunsikd, Jidé explains the type of person Oldfémi

Kogbodgkl used to be:
"Fémi ki { ja, ki { ta, ki { fa
ijongbon. Jééjéé r¢ ni 8 A 1lq.
Isé re lo kojfm§ ... K& lu enia ni
Jibstd ... (pp 132-14).

("Fémi was not quarrelsome, he did not
cause trouble. He went his way gently
and quietly. He faced his work ... He
did not swindle anyone ...")

Sile, the Igbira man poisoned in Owd Ejé is described as a

gentleman., Jéséfﬁ confirms that Sdlé could not hurt a fly

while Jimdd describes Stilé thus:
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"... ki { se onfnifufu, ki { se eni -t{’
o le binu lojiji nitori oram t{ ko
t'éran. Eni pélé ni. Ori r¢ pé, 8 si
se éniyan rere ... Sule féran sigi,
ses 0 nJYcbL pRIG ... Aldgbéra ni ..."

owd £j¢ (pp 75-76).

("... He was not quick-tempered, he didn't
get infuriated over trivial issues. He
was gentle. He was sensible and good
mannered ... Sdilé loved cigarette, ...

He also ate kola-nut ... He was
hardworking ...")

In Ta 16 gbin'gi Oré (p 96), Bgsé throws more light on the

person of Dapd Adigdn when she says:

". .. Olododo éniyan ni Dapy. Ko fé éry,
ké fé makarad, ké fé magomdgd, ko fé
gbékanbgkan.  Ohun mim§, t{f ké ni
k31¢k$1é ni Dapg fé".

("... Dapg was a righteous person. He did
not like deceit, he detested dishonesty
and double dealing. What DapqQ loved was
transparent honesty".

Sometimes, the actions of the victims while alive conform

with the description given about them. In Ta 1'6 gbin'gi

oré (pp 7-8), DapQ's refusal to cover $6tindé who steals
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drugs from the pharmacy attests to the fact that he
detested dishonesty. The short descriptive sentences
may also give more information about the victims whom
readers see briefly in action before their deaths. Such
is the case of Sile in Owé Eje and Fémi in Qwq Te
Amdédkunsika.

In Okédijf's Agbalagba Akén, Lépadé describes Tafé

as being muscular, fearless, courageous and violent:

«ss Qkan re le ju okita akg lo,
aiya ki { f6 6, éru ki { ba 4
ese (p189)

(... he (Tafa) is hard-hearted, he
is fearless, he is never afraid ...)

Lapadé goes further in his description by showing that
Tafd has an uncaring attitude towards everything. In Lja
1'4 lgrﬁ(p 35), Jampakd describes Tafd as a talkative
who has a lively tongue:

Enu re ko 1é dird nigbakan ni?

Awada re¢ ti pd ju. O se feran
asQdun bayi? Aldroyé lasan kan ni @
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(Can you not just keep quiet for

sometime? You joke too much. Why

do you like much talking? You are

a talkative ...)
Lapadé confirms that Tafd has a lively tomgue in Agbalagba
Akan (p 150)while the medical doctor who attends to Lép&dé
reiterates Tafd's verbosity when he warns him to be quiet:

.+« Ma si pariwo o, nitori awoko ki {
garoye ju o 19 ... (Agbalagba Akan p 71)

(... Don't make noise because the mocking-

bird doesn't make more incessant noise

than you ...)
A lot of information is revealed about the detectives in
Yoruba crime-fiction by the description and explanation
given by the narrators and the characters in the novels.

In Okédiji's Aja 1'6 leru (p 43%), the narrator describes

Lép&dé to be a chain smoker who also loves to chew kola-nut.
The narrator explains that whether or not Lipadé eats, he
smokes and chews kola-nut. According to the harrator,
Lapadé is always at alert as he is ever watchful:

Epo oyinbo ki { sin. Ldpade a maéd

sin nftire, ki { sun asunpiyé ni. Bi

abéré b sflé, & 1& jf Ldpadé 1'oju

oorun, Asungbagbé ki { se e. O gqra
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Ju aja 1@, o fura ju adahunse ...
(Agbalagba Akan p 76).

(Kerosene is never coagulated. Lapade
sleeps, but he does not sleep soundly.
If a needle drops on the ground, it can
wake up Lapade. He does not sleep
deeply. He is more on his guard than
the dog, be is more suspicious than the
herbalist ...)

Lapadé‘'s favourite food is described to be amala with
gbggiri soup. It is shown in Aja 1'6 leru (p ?Q)and

Agbalagba Akan (p 9) that Lipadé loves wearing Yoribd

clothes. He does not discountenance advice, bhence he
changes his dress when Tafd advises him to do so in Aja 1'¢
lgra (p 77)

' The narrator describes Lépadé as a man of the people

in Aja 1'6 leru (b 19), He is dépicted as a great pretender

whenever the police comes around to interrogate him. Such
is the case when Audu comes to discuss with him in

Agbalagba Akan(p 190); He is however prone to own up to

facts when it becomes evident that the police have not come

to antagonise him as is the case in Aja 1'¢6 leru (pp 155-156)

Although the narrator explains that Lapadé is more
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humane than Tafd, it is shown in the excerpt below that
he can go to any extent to achieve his selfish motive. An
example is the description of how he takes Taiwé, the

accident victim captive:

Lapade wa gbe kéké re pamg sinu igbé, o
si pada si ibi ti qQkunrin naa sun sile
gbalaja si ... O gbé e wg inud igbé 1lg.
0 jé& okin @gbd kan, o fi dé e 1l'qwg dé
e 1'¢se, 6 si ra 4 mo'gi kinnfkinn{
<o Gbogbo bi o ti A dé e mg igi yi ni
o nwotun-wosi pelu ifura pé boya enikeni
le wa nitosi ki o maa wo oun ...

(Aja 1'6 leri p 17)

(Lapade then hides his bicycle in the
bush, and returns to where the man is
stretched out ... He carries him into
the bush. He gets a periploca fibre which
he uses to tie his hands and legs, and he
wounds the man round the tree, he looks
around suspiciously to know whether there
is anyone watching him ...)

Such is the personality of the detective who aims at investi-
gating criminals in Aja 1'd leru and Agbalagba Akan.

In Ak{nladé's crime-fiction, Akin Oldgfna is presented
as a successful trader in Qwg Te¢ Améokungika (p 76). The
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narrator explains in Aja T'é N Lépa Ekun (p 20) that Akin
Olusina has a car and owns a house in Aréso. It is

further shown in Ta 16 gbin'gi Oré (p 37) that the house

is well-furnished. Hence, it is reiterated in Agenibéni-
dérgd (p 46) that the selfless detective does not have to
depénd on the economic reward of his services before he
could perform. Akinladeé also gives us more information
about Akin Oligina's detective ability whem Sqj{ describes
him in Agenibiniddré (p 9)as a gifted and talented detective.

In Alési Q14ge (p 124) Asiyanbi, the reporter also observes
that Akin Oldsfna is highly intelligent. Téndé Atqpinpin
confirms this in Al6si Q1dgo (P 136)c In Ta 1o gbin'gi Ord
(p 114}, Sdjénti Qdétindé describes the outstanding ability
of Akin Ol8g{ng. K¢biru Ogintddé also reiterates the same
point in Ajé 7'8 N Iépa Ekin (p 84)¢

All Akin Olidsfna's actions in the novels confirm

that he is a painataking, committed gentleman who has a
high sense of devotion to duty. The success he achieves
in all the investigative work in the novels Jjustifies that
he could be described as one in a million detective whose
tolerance, coocl headedness and brilliance aid in achieving
success.

In all the ways in which description is used for
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character depiction in Yoruba crime-fiction, it is only
in Akinladé's works that the description gives the age
of the characters presented. Behaviocural trait is depicted
in both author's works to acquaint us with the characters
conduct while physical description in the works of both

authors is merely for personal identification.

4.1.5 Indirect Characterization

The author can use dramatic means and place a
character in situations to show what be is, not only by
his action and reaction but also by what others say about
him. In the discussion that follow, we shall examine how
Yoruba crime-fiction writers present character through the
use of the character's speech. Through this method of
presentation, the reader can infer the existence of certain
character traits. This shows that presentation here is
indirect as readers will have to draw inferences from what-
ever the characters say.

There is no gainsay in the fact that speech shows
reaction while reaction indicates character within given
situations in the novel. There are two ways in which the
character's speech is used to depict character in Yoruba
crime-fiction. First, the charécter may throw light on his

personality. Second, the character's speech may shed light
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on another character. The former is more evident in
Okédijf's works while the latter is a common feature of
both writer's works. Ogundéji (1988: 306) and 0lukéjd
(1991: 7) have rightly observed that what a character says
about himself or about another character may not be
reliable, an examination of such facts within the situation
in which it is uttered and the overall plotal function of
the character may help us to establish that the character
has a certain behaviour.

In Okédiji's crime-fiction, each time Lépadé, Tafd,
Jakunmg Gbékdta and 018rf-Ayé are engaged in conversation
with other chafacters, each one of them reveals more about
his own character.

Lapadé does not feel comfortable to see Afidu Karimu
because of the illegal money on him in Aja 1'é lera (p 8),

yet his reaction to Addui's speculation suggests that he
could not be intimidated. One other fact that is revealed
about Lapadé is that he does not fear the police. He
claims in Agbalagba Akan (pp 39-40) that he is more

experienced and courageous than the police. L&padé is

confident in succeeding in whatever he embarks on, hence
his re-assuring promise to Angeli{nd Qdédairo in Ajd 1'é
lerd (p 70)¢ This confidence is translated into reality
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when he finds T¢léni, Angelina's ward in Aja 1'$ leru
(pp 135-138).

Lapadé testifies that he is very observant when he

explains the movement of a black car to Taféd in Aja 1'S
leru (p 103) The fact that he is always at alert and
observant is also reiterated in Aja 1'S leri (pp 11-12)

when he notices and knows the regiétration number of a
car which Addd Karimd does not notice when the car zooms
past them along Akédnrén-Ibadan road.

Lépade's ch;racter is further revealed by the way he
expresseé himself on matters relating to money. Though he
does not accept Tidm{yu's offer of N1,000.00 to woo him
into the criminal's fold in Aja 1'é leru (p 88), Lapadé takes

the money from Tidmiyu after the ldtter has been~ovefpowered.
After ensuring that the money is not fake, L&ipadé feels
contented and bursts into laughter while he saia:

“Iwoyi &nd ni mo ri owd tudli-tuulu
kan t{ & té bayi nda he nind igbé
«ee & tin d'oni mo tin padé orfire mi!
Ki o t8 &§ to ¢s¢ kan, bf nkan ba nlg
bayi, ng 6§ ma ti d'oléwdi™
(Aja 1'6 leru pp 89-90)
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("This time yesterday I picked a huge
amount of money as plenty as this in
the bush ... Today I've also met
with my goodluck! If things continue
like this, before one week, I would
have become rich!")

Lapadé's interest in acquiring money is emphasized when he
removes N800.00 from Kinlé's corpse in Agbalagba Akan (p 15).

He vows to go and recover the remaining N2,200.00 from the
armed gangsters at Egbédd as he feels that:

Ise Egbéd4 di dandan niyen, nitori owé
ti o wa lohun yen ki { se eyi ti enia
le fisile sibe. Gbigba ni owo naa,
14igé kqobQ kankan ku séwd awqn Qldsa
DAY ouie (Agbalagba Akan  p 17)

(Egbéda's work is then compulsory,
because the money there is not one
which one should leave. The money
must be taken without leaving one kqbq
to the robbers ...)

His words at the scene of operation in Sérik{ Oyéniyi's
house at Egbédd further shows that he cherishes the money
he illegally takes possession of from the criminals:

"Mo w4 kd nyin mgle, mo wq yara nyin
wd b4 nyin. Qwd mi ti t¢ nyin nd;
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gbogbo owé t{ ¢ gbe kale si ti di temi
eee™ Agbdlagbd Akan (p 49).

("I have come to meet you at home, I have
entered your room to meet you. I have
now caught you; all the money you put
down has now become mine ...")

It is interesting to note that Lapadé does not regard such
money as being stolen. The money he steals from the bush

in Aja 1'8 leru (p 6) is in fact referred to as his own

possession in Aja 1'$ leru (p 63)
Lipadé spéaka of the“ill—gotten money as his personal

property-and emphasizes in Aja 1'S lggu (p 91) that he is

interested in acquiring more of it:

"... Mo 8f€ ird owé yen si i o,
.eo B'6 se k§bo, emi k6 k§ o ...

("... I need more of that money,
+so Even if it is only one kqbq, 2
will not reject it ...")

Lipadé's love of such money accounts for why he tells Tafd

in Aja 1'S leru (p 98) that they must come to search for

more money in Tidmiyi's house. Lapadé's various reactions
on matters related to money suggests that the central

feature that holds him on to detective work in Aja 1'6 lerd
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and Agbalagba Akan is his quest for more money. Although

he admits in an excerpt earlier quoted from Aja 1'S leru

(p 15) that he is not bound to report his findings to anybody,
he insists in Agbalagba Akan (p 57) that he has not forgotten

the deceased Dé1é and Kinlé. Lépadé makes us believe that
whatever money he and Tafd are able to get belongs to the

deceased. L&padé explains:

"... Awon gan an 1'é ni gbogbo chun t{
ewé wa b4 ba nfnd ¢r9 yi, afi eyi tf a
ba d4 pada fun eni tf olé ji i 1dwg ré,
bf a b4 mQ ¢gn. Gbogbo iydki ni a § fun
awQn QmQ oku ..." '

("... Whatever we are able to recover
during this detection belongs to them
except those we return to the rightful
owner if we know him. The remaining will
be given to the deceased's children ...)

The conditional clause bf{ a bd md én (if we know him) in

the first sentence above lends credence to the fact that
the rightful owners of the money are not known. This

suggests that all the money recovered will automatically
be given to the deceased's children who are not known by

Lapadé. It is difficult to believe that Lipadé who does



235

not recognise who Kiinlé is when he comes to deliver Délé's

message in Agbalagba Akan (p 7) would know Kinlé's children.

If it could be true that Lipadé aims at giving the whole sum
recovered to the deceased's children, we need to inquire
about how he will get to know their children and how he
will account for the N100.00 given out to Tafd in Aja 1'$S
lerd (p 90) and the others given to Tafd on other occasions.
There is the question of whether he starts chasing the
criminals so that he could recover their money for the
deceased's children or their rightful owners. Besides, we
need to explain Lapadé's emphatical statement below to know
how sincere his earlier claim is:

"owd tf o ké wa lati aba re¢ niyi, Doogo,

é ti di témi bayi. Eyi ti o gba lowg

Adegun niyf{, témi naa ni ... Nwen a ni

kin{ nwon ti f pin itan elédé tf i fi

kan leméomu. Atijo niyen. Eleyi sé
kan mf nftémi ..." (Agbalagba Akan p 170)

("This is the money you brought from your
farm-shack, Doogo, it is now mine. This
is the one you took from Adégun, it is
also mine ... There is a saying that how
is the pig's thigh shared that the Imam
has a share. That is in the past., This
has become my own ...")
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Though he claims in Agbalagba Akan (pp 57-58) that the

money recovered in Aja 1'd leru is used to pay Séli's

father indebtedness to Tafwd, he actually promises to give

Tafd and S€1i their own share in Aja 1'6 leru (p 140). This

promise contradicts the picture given in Agbalagba Akan

(pp 57-58). fThere is also the possibility that Tafwo could
have been rounded up by the police in Aja 1'S leru (p 152),

hence he could not have been paid. If L&padé's claim about
the debt repayment is actually true, we are confronted with
the problem of explaining Lapadé's goodluck which is
continually hammered by the narrator. In actual fﬁct,
nothing is heard about what happens to all the money got
by luck in Agbalagba Akan. Besides, Ldpadé would have

found it difficult to pért with just a paltry sum out of
the money. Hence, when part of the money is to be stolen

by Saldmi Kémbérd in Aja 1'6 leru (pp 46-55), Lépadé has a

aleeplesé night brooding over it. Money is so valuable to
L8padé because he is willing to fight and die for it in
certain exigencies. His inordinate ambition for’money is
unparalled, hence to suggest that he distributes his loot

would be nothing but a ruse.12

12 We have explained that L&padé cherlshes all the illegal
money which he regards as his own. Aja 1'é.leru
(p 63), Lapadé hides the money under h1 ed for safe-
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Readers also get to know more about Taféa through what
he says about himself.l3 The first impression he gives
about himself is that bhe could be respectful. Tafa
equally shows that he could be incomnsiderate as he does
not mind to hurt others. When responding to Lapadé about
the likelihood of his hurting a passer-by with the remnant

of the cigarette he throws out into the street, Tafid says:

"Agunld, aguntété ... eni le jéna k'éG
jénd, 8 kan nfi qrun apdadi kqra ni
«e. Ewo 1'6 kan emi Tafé ...!

(Aja 1'8 leri p 23)

keeping. This and other actions taken by him on
matters related to money show that he would not part
with one kqQbo out of the money he counts as blessing.

12 Tafd's use of his own oriki throws more light on
his personality. We have discussed this extensively
under the use of names.,
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("I don't care, go to hell ...
anyone who gets burnt is burnt,
he is only learning how to cope
well with hell fire ... What
concerns Tafd ...!)

Besides, Tafd is depicted as someone who has no pity for
anyone. He is highly inconsiderate and inhuman. He does
not show any sign of remorse when he sees Kinlé in a pool

of blood in Agbalagba Akan(p. 8) Instead of sympathising

with Kdnlé, he creates humour about Kdnlé's hopeless
condition. He even hits Kdnlé at the back when carrying
him into a waiting taxi-cab. Tafd explains in Agbalagba
Akdn (p 8) that he has lost his compassionate eye and is
left with that of cruelty. Tafd then does not hesitate to
pull out two of Tidmiyi's teeth with a stone in Aja 1'é
lggg (p 94). He even iegrets missing the opportﬁnity to
pull out two more teeth from Tidmfyi's lower jaw in ija
1'§ leru (p 97). Taf4's callousness is reiterated in the
way he responds to what L&padé says about Fémi's pitiable
condition in Agbalagba Akan (p 129).

The way Tafd uses language to express himself also

intimates readérs with the fact that he camot.. do menial
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«es Ng ké m'oko-8-ro, ng ké m'dna-&n yé.
Ng k6 m'omi-in pon, ng ké m'eru-d ru.
1jongbon nikan n'igé qmo Lawale ...

(Aja 1'6 leru p 23)

(eee I don't know how to hoe the farm,

I don't know how to clean the road. I
don't know how to fetch water, I don't
know how to carry loads. Trouble making
is the only thing Lawélé's son can do ...)

This is reiterated in Agbalagba Akan (p 5), when he says

that he can only perfofm diffefent"types of troublesome
works. He co-operates with Ldpadé in challenging the
criminals in Aja 1'§ leru and Agbalagba Akan. His love

for challengiﬁghworka which involve violence perhaps
explains why he would not heed the Aldrdyé Ibaddn newspaper's

comment in Aja 1'¢ lerdy (pp 61-62). The newspaper enjoins

the people to be 1aw-abiding and to report all matters to
the police. Tafd's stand is to disregard this appeal and
deal ruthlessly with whoever crosses his path. Although
Tafd continually reiterates the fact that he is a-r'i{jdngbdn-
yo' (one who takes delight in making trouble), he further
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shows that there are times when tricks could serve the
purpose which force achieves. His words also depict that

he is ready to learn from people who are more intelligent:

"Qgd, enyin naa l'¢ ti k¢ mi pé qgbgn

ju agbdra. B'o ba g'atijo mi, ija ni
ng b4 gbé ko won loju, ti ng bad fi agidi
wole. Sugben @gb¢n ni mo wa 16 nisinyi
... (Agbalagba Akan p 62)

("Qgéd, it is you who have taught me that
intelligence exceeds strength. If it

was in the past, I would have fought with
them and entered forcibly. But now I use
trick <oo%)

His readiness to learn is revealed in the way he obeys

Lipadé and takes to his instructions. Besides, it is shown
in his speech that he does not fail to keep promises and

heed instructions. When Lapadé wonders how he knows about

his whereabout in Agbalagba Akén, Tafa responds:

"... Emi ki i sé adéhun, mo féran alukawani.
Ki ¢ t6d wq Egbeda leekan, ¢ ni ki ng maa
tele nyin lqQogkan, ki ng ma sunmg nyin.
Bee si ni mo ti nge lati igba naa ...

(Agbalagba Akan p 55)
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("... I do not fail promise, I love
keeping promises. Before you entered
Egbeda the other time, you said I
should not move near you. Since then,
that is what I have been doing ...)

This depicts the fact that Tafd could be a very reliable
character who will not desert someone even when such a
person gets into trouble. He also does not seem to hide
any fact about himself. He confirms the fact that he is
an ex-convict. He does not feel ashamed to identify with
Salami Kémbérd who breaks into Lipadé's apartment in Aja
1'6 lérﬁ (pp 47-55). He even confesses that they were once
inmates at Agodi prison in Aja 1'S leru (p 49). He
reiterates the fact that he has been in and out of Agodi
prison with Sdlé, the taxi driver in Agbalagba Akan (p 83).

He also does not deny the fact that he has been one of the
men of the underworld before being recruited by Lapadé.
Hence he does not hesitate to reveal some facts about such
criminals as is the case in Aja 1'6 leru (p 35). Despite
the fact that Tafd is involved in Lipadé's search of the

criminals, he reiterates the fact that he is a known thief
in Agbalagba Akan (p 86)and Aja 1'S_leru (p 79

Taféd reveals the fact that he too loves money. Without
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knowing the nature of the work which Lipadé invites him
to do, he accepts it after being given money. He explains
that he can do anything for someone who gives him money.
After collecting two currency notes from Lipadé, Tafa
says:

"Oga mi o, mo deru nyin lat'oni 1l¢

pooo. Ibi ti ¢ bd £fé ni ki ¢ mda

bé mf. Mo le wo'nu ind, mo le wg'ni
omi bi o ba ge enyin ni ¢ ni ki ng

wo 6. 018wé 1l'emi md nitemi ..."
(Aja 1'6 lerd p 33)

(My master, I am your slave from today
onwards. Send me wherever you like.
Give me any work you like to do. I
can enter fire, I can enter water, if
it is you who ask me to do so. I
recognise whoever has money ...)

Although he does not like the way Ldpadé's plan is altered
by Angelind‘s visit, he readily accepta to co-operate with
Lépadé in his search for T§l4n{ who has been kidnapped.
Initially, bhe does not suggest to L&padé where they

should start looking for the kidnapped girl in Aja 1'¢6
leru [b 73, when Ldpadé objects to this, Tafd requests for

more money before he could co-operate fully in the search.
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After Lipadé gives him two naira, he feels happy and

gives a good hint of where to start the search. The

way he reacts when he is given money and his speech when

he requests for more emphasizes the fact that money can be
used to spur him into action. His continued interest about

money is reiterated in Agbalagba Akan (p 74) when he

suggests that there is no need to pursue the criminals
once their money have been taken away from them.

Although not much is revealed by the criminal
characters, 0l8ri-Aye's characteristic way of speaking
make him distinct from the others. Whenever he talks or
gives an order, he punctuates the end of his speech with
"Mo pa 4 lase ni o" (I decree it). His supremacy over the

other armed robbers in Agbalagba Akan is emphasized when

he confirms that he is the‘supréme head of the robbery
syndicate. He explains further that the name is a title

bestowed on him:

... Emi 1'Olori-Aiye. Oridkg mi kd;
oyé t{ ¢ pawdpd fi mi je ni ... kif
sf{ 1 ge owd ni'mo fi ra ipd tabi oyeé
mi, bikoge ét¢ mi nipa akitiyan ati
144144 tf{ mo A se ...

(Agbalagba Ak3n pp 164-165)
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("... I am Olori-Aiye. That is not my
name; it is the title you all gave me
ese It is not that I bought the post
or the title, but it is what I deserve
for my efforts and activities ...)

Other things which he claims qualify him for the post include

his experience, charms and money. In Agbalagba Akan (p 159),

he emphasizes that it is the charms and money that-give him
confidence. He succeeds in using charms to trick Lipadé in

Agbalagba Akan (p 120). He uses his power to coerce Adégin

to ;ubmiésion while he removes the money in the former's

house in Agbalagba Akan (p 166). 018r{ Aiyé sees criminal

activity as a danéeroﬁs enterprise which he plans to desist

from. According to him:

"B{ enia wd fi or{ baba mi grun bé¢ mi
nib¢, ng ké ni { joba awgn ologa wonyd
mQ ..." (Agbalagba Aké&n p 119)

("Even if my late father is invoked to
beg me there, I will not reign over
these robbers again ...")

The explanation he later gives in Agbalagba Akan p 166

shows that the impression he gives-in the above excerpt is

not reliable,
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In Akinladé's crime-fiction, a character is not
usually depicted by his speech. The only character who
throws light about himself is Akin Oldsfna. Although he
does not say much, the little he says show the type of
person he is. While interrogating Adigin in Aldési Qlégo

(b 71), he explains that he is a private detective:

"... Emi ki { se 918pd, Ol¢fintoto ti
nd4 sisé funrare ni mi. Sugbdn mo mQ
gbogbo ¢na isé otelémiyé. Ki { se oro
Igbéraga, ko si{ qQtelémuyé kan tf & gba
iwdj8 mi ni-orflg-édeé yif ..." (p 71)

("... I am not a policeman. I am a
private detective who works on my own.
But I know all the techniques of detec-
tion. I am not boasting, there is no
detective that can rival me in this
ciitsy ..."

In Alosi Q14go (p 76, Akin Ol8ginad explains that he engages

in detective work because of the pleasure and the satisfac-
tion he gets when he helps people in an area where he has

some expertise. One can infer through his speech that Akin
Ol8sfnad is someone who believes that something must be done

to put an end to the staggering wave of criminality. Hence,
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he is of the opinion that a culprit must not go scot free.
He explains this in Qwd Te Amooktunsika when he says:

"... nigbati 914j¢ ko tf i aé, ti
enikan b4 rén enikeji r¢ s{ orun
apapaddodo, 8§ ye¢ ki oluware padpad
fi o8 gbina" (p 68)

("... when it is not time for someone
to die, if someone kills him untimely,
the criminal must be apprehended and
punished”,)

Akin Oldsina who says that he is not after making money
in Alosi Qldgo (p 64) for the services he renders to

humanity is further presented as someone who feels

compelled to fight the criminals. According to him:

'Ki { se owé 1'awa 1 wd nfnd isé yii.

Ododo ati 1'a A wd ... ohun t{ awa &

ja fin niyen. L&ti ségun awon Qdaran,

14ti md ifdkanbalé wd fén ard il§' -
(Ajé T'6 R Lépa Ekin p. 23)

('We are not after money in this detective
work., We want truth and Jjustice ... -
that is what we are striving for., We
want to defeat criminals and bring peace
of mind for the citizens'.)
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It is shown that Akin Ol8sfina is a selfless detective who
devotes precious time and risks his life to ensure that
criminal behaviour does not have adverse effect on any
member of society. His words and action confirm that he
puts the interest of society at heart and feels committed
even in the face of threats to continue with the investiga-
tion. Despite the fact that Akin Oldsfna's life is
threatened in Ajd T'8 R Lépa Ekin (p 45) the selfless and

undaunted Akin Oldsfna would not take to Aréwé's advise to
stop the investigation. Rather, he becomes more alive to
detective work in the face of odds, and particularly when

he takes some beer. Akin 0l8sina shows that he does not
have to run away from the police in Qwd Te Amodkunsika ® 39.

His realization of the fact that the police is the only
legitimate body which can arrest criminals makes him enjoy
their co-operation. This also accounts for why he is able
to record resounding success in his detective work. Using
this indirect method of depicting character, the Yorubd
crime-fiction writer allows each character to say soﬁething
about himself in order to make the reader more familiar
with his person. Their action in the novels also helps the

reader to assess whether or not what the character says about
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himself is true. We discover in the crime-fiction of
Okédiji{ that more characters reveal vital information
about themselves than in Akinladé's novels. It is only
the detective in Akfnladé's novels that gives the readers
some hint about himself and his attitude to work.

The way in which one character's speech acquaints
us about another character is also significant in the
novels under study. In Okédiji's crime-fiction, readers
have more information about Lipadé from what others say

about him. Taiwd Dugbé regards LApadé as a thief when he

says in Aja 1'6 leru (§ 57).

"0lé olole, o 1@ hi owé t{ mo rimglé¢ ..."

("A thief through and through, he has
gone to dig out the money I buried...")

Té4{wo's speech in the above excerpt only serves to confirm
that Lapadé's sincerity inridding society of crime is to be
doubted. AGdu Karimu confirms that Lipadé steals when he
says:

“eeo Esin melo kan ni mo wa fi kan @. O

ja owd gba 1¢wd Tiamiyu nijeta. Owd naa

Jé egbefa naira. O tin ji owé kan gbé

1'4ba kan leba Ikereku, egbejo naira
l'oun. O jf owé-0léwé hii 1l'gna Akanran
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nijerin, oun je egberun naira. Gbogbo
re fere td ogéji apé". Aja 1'6 leru
* {p A57)

("... I have some charges against you.
You stole some money from Tiamiyu the
day before yesterday. The money amounts
to N1,200.00. You stole another sum of
money from a village near Ikereku which
amounts to N1,600.00. You stole the
money you dug up on Akanran road four
days ago, that onme is some N1,000.00.
All the money is about N4,000.00".)

Addu is more emphatic about Lapadé's habit of stealing

when he says of him in Agbalagbd Akan:

"Bi mo ti As¢ nijgsi, kin{ kan 1'6 ba
djdo jé o, apd ré gun ju itan lo...
éwo ni ki o mda ji owd o0léwé bi 6 bd
ti A11é awqn ole naa 19?... A ko sé le
fi ibajé kan tin ibaje miran se ..."
(pp 188-189)

("Like I was saying the other day, the

night jar has a defect, the arm is lorger
than the thigh ... why must you steal

other people's money in your pursuit of

the thieves? ... At least one wrong can
not be used to put another wrong right ...")
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Two of the robbers who attack Lipadé at midnight while
on his way to dispose Adéndrelé's corpse express the fact

that Lapadé is tough and that he is always at alert:

"Lapade k6 ma tirasilé¢ 1§jék§jé ri!
ee. Aijénnd md ni ewélé ti Ajé
Lapade yi o!"

"Kini iwg ro tele? B{ ko b4 le, owd
awon Qlopa ibd ti té & ti pé ..."

(Agbalagba Akan pp 90-91)

("Lapade has always been at alert! This
monster called Lapade is a spirit!"
"What do you think before? If he is
not tough, he would have been arrested
by the police a long time ago ...")

Adégin and 0ldéri-ayé's speech below also gives a picture
of the type of person Lipadé is. They believe that he can
outwit the police whom he has a high disregard for. Lapadé
is also depicted as a clever schemer who loves singing
Awodi Oké song while investigating:

"Nwon nf ki { bikita fun awen g@lgpa, nwgn

ni k6 ka wgn si."

"Padpad, o korira won ju sanpgnni 1lQ".
"Nwon si nf & gbén pupo, ggbon re¢ tayo
t'awon olopa".

"6 1é k8 gbogbo won ta, k'é tién fi owd ré¢
pamd sdwg won'".
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"Nwon si tin ni ko sf Qramn tf ko le wadi re

ldwari"

"wo mi, o ti gba &".

"Nwon nf b'é bd nse iwadi lowgq, ifé ni yio maa

s, yio maa fi ifé kg orin Awodi Oké, yio si

rfdi qran naa"

"Ké s'{r$ nibe. Ajé ni, oju ré fotord fotoro ...
(Agbalagba Akan p 157)

("They say he doesn't care about the police,
they say he has no regard for them".
"Particularly, he hates them more than the disease -
$¢npqnnd "
"They also say he is very wise, his
cleverness surpasses that of the police"
"He is so wise that he could outwit and
implicate all of them while they would not
be able to object to his scheme".
"They also say there is no case he could
not uncover if he investigates it"
"That is exactly how he is"
"They say when he is investigating, he
will be whistling, be will be using
whistle to sing Awodi Oké song, and he
would find out the sécret of the matter".
"There is no doubt about that. He is a
wizard, with deep set eyes ..."

All the facts presented about Lipadé in the examples cited

above are confirmed by Lipadé's words apd actions in Aja 1'8
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lera and Agbalagbd Akan. The only point which needs to be

further expounded is the fact that he is a wizard. The

use of 8jé (wizard) in the last excerpt above is metaphoric.

It only depicts that he seems to be intelligent, all

knowing and powerful in dealing with different situations,
L&padé's neighbours also have a comment or the other

to pass on his person. Although Angelina testifies in

Aja 1'6 leru (p 68)to the reputation Lipadé enjoys as an

efficient ei—policeman, those living in his house distrust
him., When inhabitants of Lipadé's house come to inquire
about the noise and struggle in his room at night, rather
than confess that a burglar breaks into his apartment,
Lidpadé explains that he is only re-arranging his room. The

peoﬁle are not fooled as one of them explains that:

«ee iré 1'6 npa, pe o nilati jé pe o
gbé agéwd kan wa'le wd sun ni, tabi
pé 9ré ré kan t{ nwon jo mutiyd wa’

ldg ré ... (Aja 1'6 leru p 48)°

(... he is lying, it may be that he

has brought a prostitute home, or it
may be that one of his friends who is
equally drunk like him is with him ...)

Such insinuation as contained in the above example suggests



253

that Lédpadé is a liar that cannot be trusted. Although
it is not explicitly stated in Aja 1'é leru and Agbalagba
Akén that he moves with drunkards and prostitutes, it may

be that his tenants regard the women he rescues while on
his mission to expose the criminal's hideout to the police
as prostitutes. In Yorubd crime-fiction, the character
comes to life out of all the character depiction styles
discussed above. It should however be noted that in his
character depiction, Akinladé gives brief but plain and
categorical analysis of his characters. He is unlike
Okédiji who presents almost every conceivable thing to be
known about his characters. In his character depiction,
Akinladé sees human beings as been divided from each other
by unnecessary selfishness and cruelty. Okédijf{ on his
part sees men deluding themselves while cﬁallenging the
state of things within the confines of his linguistic and
sociological awareness. Both w:iters however succeed in

exposing their characters in the most crisp manner.



CHAPTER FIVE

USE OF LANGUAGE

5.0 Introduction

Language is an indispensable aspect of the style of
a literary artist, moreso, because his story is given
form through it. The importance of the use of language
in a literary work cannot be underplayed, bence previous
researchers have made one comment or the other on it.
While writing on the development of the Yorubd novel,
Ogingina (1976: 202-205) explains that the use of language
in the modern Yorubd novel is in conformity with modern
usage. According-to him, proverbs and idioms are used
accurately and meaningfully to reveal the richness and
beauty of the language. A few examples of dialectal
variation and loan words which he says are used for
humorous effect are cited.

Isg1l4 (1978) also discusses the use of language in
the modern Yorubd novel. Is¢l4 (1978: 217-218) explains
the problems that can confront a critic who wants to
examine the writer's use of language when he writes:

The language of any novel is not easy to
discuss mainly because there are usually

too many little aspects to notice amnd too
many examples to choose from. The best a
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critic can do, therefore, is to look
for those patterns of language use that
are peculiar to the work and discuss
these. Even then one's approach
necessarily has to be selective ...

In an attempt to discuss what is peculiar to the language
of modern Yorubd writers, Igold (1978: 195) classifies
Ak{nladé in the category of writers whose language seems
simple and caaual.1 He cites some Yorubd sentences which
have the influence of the structure of“English sentences
from Akfnladé's works. He concludes that occasionally,
some brilliance of language shines through the narration
of writers in this category. Okédiji on his part is
placed in the class of writers who are careful users of
language. According to Is¢ld (1978: 211), the characteri-
stics of writer's language”in this class is the lack of

1 15914 (1978: 200) probably notices the subjectivity
of this statement, so he adds that his discussion:

«ss must not give the impression that
language in novels in the second category
is bad. It only shows that occasionally
one may find examples of inattention to
the strict demands of literary elegance.
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attempt to simplify language unnecessarily. Coupled with
this is the fact that language is used to suit the story
and the school audience. However, it need be noted that
such use of language is not restricted to, nor is it
exclusive concern of writers whom he labels as careful
users of language. In fact, the language a writer employs
is adjusted to the writer's conception of his subject
matter. A writer's language is also determined in part
by his purpose of writing and the audience he aims at.
Whatever the language a writer employs, it should adequately
suit the purpose of the writing. Therefore, in a sense,
all writers use language appropriate to the story they
tell. What we need to observe is that all writers can
stir our interest in their special subject matter in
different ways. The essential thing is the vividness and
continuity of the fictional dream the words set off in the
reader's mind.

In his explanation on Okédijf{'s language, Isdla
(1978: 218) admits that there are very many aspects of
language use in Okedijf{'s work. He explains further:

..+« we will focus attention only on those

literary devices that he seems to love.
He loves proverbs. He also loves to make
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striking and copious association of

ideas that have cognitive significance ...
He goes on to discuss the features identified in the excerpt
above in Okédiji's works. Isold (1978: 260) then explains
that:

Okédiji's language ... is the traditional

idiomatic language of the illiterate but

also highly patterned.
He concludes that Okédiji is a great language artist who
seems to be a class by himself. We observe that Isg¢ld (1976)
gives so much attention to Okédiji's language at the expense
of other writers who write modern Yorub& novel. Besides,
there is the question of determining literary devices he loves.
If we then focus on literary devices that run through his
works, we ought to do the same for Akinladé before judging
how effective such literary devices are. There is also the
need to examine features of their language which have
stylistic value. Ig9léd (1978: 349) seems to notice the
limitations of his discussion of Okédiji's and Akinladé's

language, so he has called out on other scholars to:

..o take up certain loose ends, like
the question of language use, the
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inadequate focus on certain writers
for example, and pursue them to more
logical conclusions,

In this chapter, emphasis is going to be placed on
both the general features and the distinct features of
language use in crime-fiction. We believe that such an
examination will help the critic in assessing who among

the writers can be described as the best language artist.

5.1.0 General Features of Language Use

Under this section, we shall discuss the writers'
choice of words and the connotation of such words. The type
of sentence structure employed, stylistic devices like
parallelism and imagery will be examined. Proverbs will
also be examined as an integral aspect of the writer's

use of language.

5.1.1 Language and Context

In order to assess the writer's competence in the way
he handles language, it is our contention that clarity
should be his watchword. A lucid language will aid a better
understanding of his message.

What is said and how it is said depends upon the
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situation in which the utterance is made. The context of
speech situations also determines the selection writers
make from the available options before tnem.

Although Okédiji and Akinladé write their crime-
fiction in Yoruba, both writers code-mix to reflect the
level of exposition of the characters and their
communicative competence. This code-mixing is
at the language level and the dialect level. Okédigji
employs both while Akinladé employs only the former in his
works. At the language level is the use of Yorub4d and
Hausa in Okédiji's works. Besides making his characters
speak good Yorubd, he incorporates the Hausa language when
occasion demands for it. In order to successfully carry

out his assignment at Sérik{'s house in Agbalagba Akan

(pp 43-44), Lapadé does not only disguise as a beggar, he
also speaks some Hausa.2 Such language use makes readers
believe that he may be a genuine beggar. If he has spoken

Yorub& to the shoe-maker who directs him to Sériki's house,

2 Okédiji might have allowed LApadé to speak some Hausa
because more often than not, beggars are usually
people from the northern part of the country. Hence,
one may want to hold the opinion that a beggar (either
real or fake) will speak Hausa.
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he may not have been assisted.

Unlike Okédij{, Akfnladé code-mixes Yorubd and English

in nis writings. However, he does not allow the characters

to speak pure English, rather some English words are loaned

into the Yorubd language. An example is found in Qwé Te

Amookunsika (p 4) when Jidé says:

'Gudu-mQni, Fémi. REILS mi Ak§?’
('Good-morning, Fémi. Where is my radio?')

In instances where telephone calls are made in his crime-

fiction, the telephone number is called in English.3 There

is another example of code-mixing in Asenibaniddré (p 23)

when the cloth seller explains:

eee AsQ wilini t{ mo gbé s{ aarin eru,
ti mo fi béba wé ... ba mi wd agq yif."

("... The woolen material which I wrapped
with paper and which I kept among the
luggage ... you must find the cloth for me".)

In Alosi Q1dge (p 99) Oldsinad responds to the phone

cal us: 'A-lo-o, a-lo-o! (Hello, hello). Each time
the phone call is answered in Tal'é Pa QOmooba (pp 2, 4
and 5), the receiver usually says 'Nomba 22 ni eyi'.

'This is number 662622". Other examples of the use of
some English words while about to telephone or while
making a call is found in Ajd T'é N Lépa Ekun (p 3%6)
and Agbdko Ni1é Tété (pp 2F and 42).
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The way both writers code-mixes show their level of awareness
and contact with other languages. It also depicts that Yoruba
is not stagnant as it can easily accommodate words from other
languages. More often than not, such words are made to
conform with the syllable structure of the Yorubd language.

In Okédiji's crime-fiction, characters are made to
speak a dialect of Yoruba when occasion demands for it.
Salédmi Kéfibéri resorts to the use of Ijesa dialect when

rounded up at Lépadé's apartment in Aja 1'é leru (p 49). The

use of Ijésa dialect may be an attempt on the part of the
writer to show that it is the migrant, usually the unidenti-
fied man in the big city that takes to crime. The Ibadan
dialect spoken by the old woman at Tadfiwo's hut in Aja 1'¢$
leru (pp 105-109 and pp 125-126) is a way of increasing
reader's confidence in her as an o0ld woman. As a traditional
woman, we are not surprised to see her give Lipadé and Tafa a
warm reception. Such dialects suit the occasions where they
are used and their incorporation in the works show the author's
innovation and originality. The use of standard Yorub& would
not have brought out the humourous effect which the dialects
added to the entire work.

Language is used to suit other different social contexts
in Yorub4 crime-fiction. For instance in Okédiji's Aja 1'$

leru and Agbalagba Akan, whenever L&padé and Taféd are discuss-
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ing, the latter always recognises Lapadé's seniority.
Taf4 thus employs the honorific pronoun to address him so
as to bestow on him the honour and respect he deserves.
Lapadé on his part displays qualities of leadership and
this is reflected in his language. He either calls Tafa

by name or he addresses him with the second-person pronoun,

singular number. For instance, in Aja 1'S leru (p 32),
Lapadé requests that Tafd should help to carry a load.

After discovering what he is to carry, Tafd says:

"Un-in, asé enia 1'e di 16kun

1'e ni ki omg Lawdlé 1l¢ ti wa

fun nyin!"

Ldpadé ni, "Ng ko md pé éru eni ti
nwon di l'okun 1& ba @ ni ..."

("So, it is the person you tied that
you sent me, Lawdlé's son to go and
bring for you!"

Lidpadé says, "I do not know that the

person who is tied can scare you ...")
In the example above, Tafd registers his protest politely
by using the honorific pronouns E and Nyin to refer to
Lipadé. Lipadé simply uses @ to address Tafd. Even when
Tafd gets disappointed over Lipadé's decision not to engage

in a fight with the criminals in Agbalagba Akan, he does

not get rude, be still uses the honorific pronoun to address
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However, Lipadé and Addu Karimi, the inspector of
police operate on the same level. Both are contemporaries
when Lipadé is still in the police force. Although Lépadé
fears that Addu may want to get him arrested after
insuniating that he is somehow connected with criminals,
yet Ldpadé would not allow the fear to affect the way he
relates with him. ILapadé addresses Addd as he would
address Tafd. Sometimes he goes to the extent of insulting
Addd. Addd, on his part, is more cautious in his choice of
words as he refrains from annoying Lipadé. Despite Addu's
conscious use of language, Lapadé still frowns at his
choice of words. |

After his encounter with Addu along Akdnrén-Ibadan
road, Audu visits him at his ldf-aro residence in Ibadan.
Immediately Addd enters Lipadé&'s parlour, rather than
exchange greetings, he says:

'Lépadé, owd mi wd té § bayi abi
ko té ¢7' (Aja 1'S leru p 26)

('Lipadé, I now catch you or have
I not?')

Ldpadé has not forgotten what has earlier happened between
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them. He also knows the cultural implication of not
exchanging greetings among the Yoruba. He then capitalises

on the mesning of the verb te (catch) in Addu's statement

as he asks:

'Qwé tité bawo? Kini mo ge? ...'

('Catching, as- how? What have I done? ...')

This reply makes A8du realise the connotation of his state-

ment. He explains what he means thus:

'Héwu, Lipadé, sebi eré ni mo mba ¢
se! Ohun ti mo ni ki ng w{ ni pé mo
k8 o md1é loni, lati 9jé ti o ti se ti
okd awgn baba re. Abi o ra bia kankan
fin mi nigbanaa bf{ 0? Ohun t{ mo wi
niyen, o si wé gba 4 s'fja! ...’

(Aja 1'8 lern p 26)

('Ldpadé, but I am playing with you!
What I wanted to say is that I meet
you at home today since you celebrated
your father's funeral. Or did you buy
me any beer then? That is what I said,
and you have taken offence! ...')

The identity of the participants in the above extract accounts
for the interpretation givemn. If Addu, a police inspector has

not earlier threatened to get Lipadé arrested, Ldpadé might
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have interpreted his speech differently. The verb té
(catch) is pregnant with meaning given the circumstance
in which the speech is uttered. What the verb connotes
among the police is known to Lépadé who is an ex-police
man. L&apadé sees it as police register when addressing
suspects or criminals. But AUdU explains that his use of
the verb té (catch) here has nothing to do with arrest as
the one on page 41 of the book does. AUdU goes on to ask
Lapadé:

'ee. Njé ona oko nyin ndd ko ni mo

gbe pade re 1éékan yen2' (Ajd 1'8 leru p 27)

('eeo Isn't it on the way to your farm I
happened to meet you previously?)

Lapadé reacts to Audu's use of padé (meet) as he explains:

'Bibd ni o b4 mi 1dna, ki i se pé o
padé mi ...'

('You found me on the way, you did not
meet me ..."')

L4padé wants issues clarified as he fears that AGdu may
twist what he says later. But Addu adds that:
'Mo ti sQ fun ¢ pé ki i ge iwadi ni

ni mo wid ge, mo kan wéa ki q.

('I have told you that I am not here
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for investigation, I have only come

to pay you & visit ...)

Police-civilian relationship affects the meaning attached
to Addu's questions in the excerpts cited. The way Lépadé
querries Addu's choice of words suggests that the use of
some lexical items may give room for different interpreta-
tions in certain contexts. In another instance, while on
his way to Ipetumodi, L4padé wonders whether Addu has
visited his residence at Ibadan-L&padé asks Tafd this
question: | '

ceo Se 6 dd @ 16jl pé Audu ko ti 1 de ile

mi lati igba t{ a ti kuro-nile lat'oru an&a?

Ohun ti k6 b4 fi pada sqdQ mi 1alé ané, b'éd

ba ti Ji l'ﬁkﬁkq loni ni yio forilé'éné ilé
mi ... (Agbalagba Akan p 136).

(..o Are you sure that AGdu has not gone to
my house since we left yesterday night? If
he didn't return to my place yesterday night,
he would go there when he wakes up at dawn...)

The meaning of the verb ji (awake) in this excerpt is
straightforward but Tafd gives it another connotation to

mean steal. He says:
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'$é akuko ni Addu { jfo

('Is it cockrel that Addu steals?')

Tafd ignores the verb ni (at) in Ldpadé's speech

seos 35 1L'4ntxg — 1 ni axaxg
(... awakes at dawn when (awakes at dawn when the
the cock crows) cock crows)

and interprets it to mean jf akukq (steal cockrel) by
dropping gi (at). This drop ﬁeéessarily causes a change

in meaning. Lapadé realises the humorous effect which
Tafd's interpretation connotes, nothwithstanding, he
concerns himself with the more serious denotative interpre-
tation:

Ivaa maa ji agutan. Mo ni Addu & ti ji
wa mi dé1é nd 14a8r¢ yif. Ko si nf { bd
mi nf1é ... (Agbalagba Akan ~p 136)

(He may even be stealing sheep. I said
Audu would have gone to my house this
morning, and he would not find me

at home ...)

We observe that lexical items which may necessarily be
ambiguous are employed by Okédij{ in a manner that make

other meanings plausible in given contexts. Such lexical
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items are usually the verbal element or the verbal phrase.
The ambiguity brought about by the verbal element or the
verbal phrase is sometimes aimed at emphasising the
importance of clarity of expression. In other instances,
it is used for comic purposes.

Although Akinladé employs language that can be easily
understood, there are instances when a misinterpretation
can set in, particularly when the context in which a word
is uttered is not properly understood.

For instance, during the funeral ceremony of Adégun's

mother in Agenibaniddro (p ?), Jéséfu Adéléye leads the

Irawg Owurg group in prayer before they start to eat. He
says:

'Egbé ni fin Esu, Ogo ni fin Oliwa'

('Woe unto Satan, glory unto the Lord')
Daniel Esugbemi, a new convert to Christianity feels slighted
by Jéaéfﬁ‘s prayer. At the end of the meal, he volunteers to
pray. His prayer goes thus:

'Ogo ni fun Oldwa, Ibikdn ni fin Equ,
égbé ni fuin Adéléye’

'Glory be unto the Lord, blessing unto
Esu, woe to Adéléye')



269

Esugbeémi's misinterpretation of Jéséfu's prayer is a
result of the knowledge he has about E§ﬁ4 in the tradi-
tional religion and his ignorance and shallow knowledge

of christian doctrine. A similar misinterpretation occurs
when Péji fails to see the word-play in what Ajiké says.
Péji misinterprets 'ma imG s& (looks on as a spectator
lost in watching a spectacle) to mean Misd (her son's name)

in Asenibdnidéro (p 5). The misinterpretation shows that

Péji's state of mind about her son's condition has affected

her reasoning as a mother:

".o. Ajiké sg pé 'S gbé agbon kale,

é na imd sa', sugbdn P&ji ro pé Misé
omg oun ni wén s pé & na".

("e.. Ajiké says that 'he puts down the
basket and looks on as a spectator lost
in watching a spectacle, but Péjua
thought she said it is Misa, her son
who is beaten".

4 In Yoruba traditional religion, Esu is a god who acts
like a policeman monitoring the activities of other
gods. This Esu has the ability to do good, hence his
worshlppers bear names that are related to him. This
is very much unlike Esu (Satan) in Christian religion
who is regarded as the fallen angel. All evils and
atrocities are attributed to him. It is in the light
of the different connotations of Esu that we are able
to appreciate Esugbemi's reaction to Adéléye's prayer.
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Ambiguity is also evident in the question which the
driver of the vehicle conveying Akin Oldsina to

Ddgbdlu market asks a fellow driver in Asenibdnidéro

(p 21). The use of 9na dira in the excerpt is sarcastic:

"Se ¢gna dara?"

("Is the way clear?")

The other driver responds thus:

"Ond ddra, w¢n ti siwg"

("The way is clear, they
have closed".)

Akin Olis{na who thinks that the drivers are discussing

about the state of the road remarks:

"Ond t6 ddra nda ni éyi? Ti

a wa nind péké-nleke, koto

ré é, gegele re é2"
(Asenibdnidaro p 21)

("Is this the good road? Where
we are in anxiety of pit here,
hillock there?").
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Akin OlUgina takes ona dara (clear way) to mean good roead.
The driver, however, explains to him that he is nct
referring to the good condition of the road, rather he is
investigating about the presence of policemen on the highway.

5

In Ta 16 Gbin'gi Oré (p 8), Dapo reacts to the use of sonu

(lost) in Kiké's speech. He wants a distinction to be made
between something that is lost and something that is stolen.
He concludes that my child is pilfering is a euphemism of
theft. Akinladé employs these examples and others of their
like to suggest that it is important to exercise patience
while interpreting what others say so that such an inter-
pretation would not be out of context. Although the choice
of some lexical items give room for ambiguity, its effect is
such that will make readers understand that there are two
sides to life. Such use of language calls the reader to be
sensitive to, and critical about the use of words. There are
also instances where such lexical items refer to something
specific. An example will suffice in the works of each
author. During Sergeant Oriowd's investigation in Agbako

Nilé Tété, Bélo calls on his wife who is at the backyard thus:

5 Kiké uses sonu (lost) to refer to the drugs that are
stolen from the pharmacy. Though Dapo admits that the
theft of the drugs is a loss on the part of the hsopital,
there should be a distinction between sonu (lost) and ji
(steal). Hence the case being discussed, he argues should
be treated as a case of theft.
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n &

«eo Awdwu-u-u... Awon alayé fé
wadii org lénu re nipa ohun té selé
nf 116 keji e

(Agbdko Nilé Tété p 26)

("... Awédwu-u-u... The police wants to
question you about what happened in the
next house ...)

Alayé in this excerpt may be taken to mean:

oni + ayé - onayé - aléyé
owner/ world controller/owner
controller of the world

After contracting both words we have aldyé (owner/controller
of the world). Alayé is used to refer to the police in the
excerpt. The fact that the police are regarded as alayé
(those who own/control the world) is symbolic as it exalts
the position of the police. The use of aldyé is also hyper-
bolic. It shows that the police control the activities of the
people. They have the power to investigate anybody whenever
the need arises. The freedom and authority with which the
police are endowed may be responsible for why Bélo equates
them with the owner/controller of the world.

In Okédiji's Agbalagba Akan (p 109), when all efforts

to make Léapadé reveal where he keeps the money recovered at

Egbéda proves abortive, Oléri-ayé orders two members of his
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gang to burgle LAadadé's house at Ibadan and search for it.

Ol6ri-ayé orders Baba Egbd and Jambala thus:

... E fa gbogbo ile naa ya pérepere ni,
owé ohin wa nibe. E farabale wéd a, e §
ri{ i. Bi enikéni bd fé 4i nyin 1éwd, e
finiigi re sibé ... (Agbalagba Akan p 109)

(... You should tear the house into pieces,
the money is there. Take time to search
for it, you will find it. €T anybody
attempts to disturb you, kill (finish)

him there ...)

In this extract, the verb fa...ya (tear) is employed to

connote tu (search) while fin"gis (finish) is used to mean

6 It may mean lu ldlubole, that is, beat mercilessly,
probably to a state of-unconsciousness. Although
finiisi may not be ambiguous to the addresser and the
addressee in the passage, it may however connote another
thing in other contexts. For instance, in:

6 finfisi mdto néa
(He has wrecked the vehicle)
finiisl connotes wreck while it means destroy in:
6 finfigl Old 14do Tayé
(He has destroyed Old before Tayé)

finiisi may also mean to end/complete as evident in the
sentence below:

Adé ti finilsi igé re
(Adé has completed his work)
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pa (kill). The choice of fa...ya (tear) as it relates to
house-searching creates a picture in the mind of the reader
the extent to which the two men should go in the search.

Fa...ya pérepere (tear...into pieces) then depicts that

the house must be searched high and low to find the money
while not minding how things become muddled up during the
search. Olori-ayé's choice of finiisi (finish) to connote
pa (kill) gives us another insight into his person to show
that he is cruel and heartless. The choice of such lexical
item as finiisi is common among touts, thugs and their

like in society. It is therefore not surprising tc find
01éri-ayé, leader of the robber's syndicate employ such a
word. The above discussion shows that the context in which
a lesical item is employed may make it ambiguous, hence

the mis-interpretations that set in. The authors

however strive to focus on the meanings of words which

may connote another thing so that they would be understood
by their readers. Generally, they succeed in making

their lexical choice to be appropriate to the given

context in which it is used.
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5.1.2 Sentence Structure

Millar and Currie (1972: 58) have rightly observed
that it is difficult to say precisely what contribution
the sentence structure of a passage makes to the whole
text from which it is extracted for analysis. Furthermore,
it is not easy to describe all the sentences employed in a
novel. Style is our subject, not grammar. Consequently,
we shall make only a few observations about the sentences
employed by Okédiji and Akinladé in their crime-fiction.

Is0l4 (1978: 199) has noted that some Yoruba writers
are influenced by the English language in their writings.
They employ sentences which are either a direct translation
from English or those that are influenced by the structure
of the English language. Suffice to say that Yoruba crime-
fiction writers are influenced by the English lanéuage in
their writings.

Though Okédiji has good knowledge of the English
language, he does not allow it to permeate his construction.
This is to say that his sentences conform with the Yorubd
sentence structure. The only exception where the influence
of the English sentence structure is found is in Agbalagba
Akan (p 90). One of the robbers who attack Lipadé and his

entourage calls out to his partners in crime to search them
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well. He says:

<.+ OWS ara won 1'a nilo funm,
ki { ge emi won ...

(ees It is the money on them that
we have need of, not their lives ...)

1'a nilo fin (have need of) makes the sentence structure

close to that of English. A closer look at this sentence
reveals that preposition fun is redundant, hence the sentence
is faulty. In Yorub& grammar, this preposition is followed
by a noun and not a verbal phrase as in the example above.

In order to make the sentence sound like a Yoruba sentence,

the preposition is deleted, hence we have:

... OWé ara won 1'a nilo, ki i se émi won...
(... It is the money on them that we need,
not their lives ...)
There is a considerable influence of English structure
on Akinladé's sentences. An example is found in the

confessional letter written by Sangdédina in Tal'dé Pa Omooba?

(p 94). In his explanation on how he plans to kill

d

Adémiyiiwa who will be returning from Bamgbdsé's farm,

Sangddina writes:

Pelu ipinnu lati lo anfani yi rere,
mo toju ibon mi giri.
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(With determination to utilize this
opportunity well, I fixed my gun at
once)

The choice of rere (good/well) in the first segment of the
sentence makes the structure questionable. The Yorubd
man is likely to use ddadda in that context. Hence, the
sentence will be:

Pelu ipinnu 14ti lo anfani{ yii daadaa,
mo tdjd iben mi giri.

(With determination to utilize this
opportunity well, I fixed my gun at
once.)

We need to add that two sentences are embedded in the
sentence above. '

Mo t¢jd iben mi gir{
(I fixed my gun at once)

5,

S, Mo pinnu lati lo anfani yi{ ddadéa
(I determined to utilize this oppotunity well)

There is equi-NP deletion to derive
Mo toju ibgn mi gir{ pinnu lati lo anfani yif ddadda
The verdb pinnu is now nominalized to preserve well-formedness

while a conjunction is inserted to derive:
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Mo tdjd ibon mi giri péld ipinnu lati lo anfani
yii{ daadaa

(I fixed my gun at once with the determination to
utilize this opportunity well).
The second sentence is then shifted to the first position

to derive the surface structure form:

Péld ipinnu 14ti lo anfani yif ddadda, mo
t¢Jjd ibon mi gir{

(With determination to utilize this
opportunity well, I fixed my gun at once.)

The influence of English structure on his writings is

also evident in the excerpt below:

... E gakiyesi pe Qjq ogin, ogu kinni
odun ti mbQ, ni a fi tita oko naa si ...
(Tal'é Pa Qmgoba? p 12)

(.«., Note that the sale of the farm has
been fixed for day twenty, January next

year -co)
QJjé ogin (day twenty) is also repeated on page 1%. Such an
expression gives the impression that he is counting in
English. For instance, we can have day one, day two and so

on in English. Although we can say @jd kinni, ¢jé keji in
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Yorubd, we cannot say @jé ogin (day twenty).? Instead of
this we ought to have ogin ¢jé (twentieth day) in the
sentence., When contraction occurs between the two, the

initial 9 is elided from ¢jd, hence we have ogunjé
ogin ¢j¢ - ogin j¢ --) oginjé
The excerpt should then have read:

... E sakiyesi pé oginjé, osu kinn{i
gdun ti mbo, ni a fi tita oko nda si ...

(... Note that the sale of the farm has
been fixed for the twentieth day of
January next year ...)

7 Bémgbdsé (1967: 14) has explained that numerals 2-10
belong to four different sets. There are only two
sets for multiples of ten from 20 upwards. When these
numerals are used as qualifiers, the four sets of
numerals from 2-10 occur after the noun they qualify
as shown below:

Set 1 ¢jé méjo (eight days)

Set 2 9jé méjéeéje (all eight days)

Set 3 jé méjoméjo (every eighth day)

Set 4 0j¢ kéjo (eighth day)
Akinlade probably assumes that all numeral qualifiers,
ﬁﬁg% (20) inclusive, come after the noun they qualify.

ails to realise that numerals which are multiples
of ten usually occur before the noun they qualify

e.g. oglin Qdun (twenty years)
ogdrin ¢j§ (eighty days)
igba adé (two hundred crowns).
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Other instances where the effect of bilingualism is
reflected in Akinladé's writings may be found in some of

the noun phrases Tal'é Pa Omooba? pages 12 and 17. Another

example of faulty use of noun phrase is found in Qwd Te

Amookunsika (p 2) where he talks of Kéotu Giga (High

Court) instead of ilé-ejé giga (High Court) and kéotu

kékeré (magistrate court) as opposed to ilé-ejd kékeré

(magistrate court). In Owdé Eje (p 29) he also talks of
oti gbigbéna (hot drink) instead of gti lile (hot drink)

and oti didun (minerals) instead of oti elérindddo

(minerals). Although the influence of English is
predominant in his earlier works, this influence is
reduced in his subsequent novels.

One other observation that can be made about Yorubd
crime~fiction is the way the writers conjoin their -
sentences. Although the manner of conjoining sentences
is not necessarily restricted to crime-fiction, we need to
examine it because their use of the conjunction ati brings
about ambiguity in the sentences where it occurs. 1In

Okédiji's Aja 1'6 1éru (p 78), AdéhArelé's dressing is

described thus:

Sokoto kak{ kukuru 1'é wa nidi
ré, ati sééti kampdla aladire
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(He has a short khaki knicker on
his buttocks, and a kampala shirt.)

The conjunction éﬁi makes the sense in the excerpt above
ambiguous. If transliterated, it pre-supposes that it is
after wearing the short khaki knicker that Adénrelé ties
the kampala shirt round his buttocks. It also suggests
that the shirt is worn in the manner that a knicker would
-be worn. In fact, ati cannot be used to conjoin a sentence
and a noun phrase the way it is done in the example cited
above., What the writer ought to have done is to conjoin
the two noun phrases in the sentence., If this is to be

done 1'S wa nfdi ré (is on his buttocks) would not be

appropriate. Rather than say sokdtd kikdrd, the Yorubd

would say so0koto péhpé. Hence, the sentence could have

been something like

S0koto kaki péhpé ati gééti
kampd1la alddire 16 wg

(He wears/puts on a short khaki
knicker and a kampala shirt,)

The way Akinladé employs conjunctions is also to be
noted, After the vehicle in which Akin Oldsina is travelling .

back to Arosq breaks down, the narrator says:
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..« Laipe, ikuuku bo awon irawd mélée,

manamind si béré si ko yé¢ri~-yéri ati

aard t6 fére di eniyan 16ti ...
(Asenibdniddrd p 22)

(e«. Soon, clouds cover up the stars,
lightning starts flashing, and thunder
that almost deafens the people ...)

The way manamdnd k4 (lightning flashed) and aaréd (thunder)

are conjoinéd presupposes that the verb ko (flash) is
predicated to aaréd (thunder). If this is so, the underlying
structure of the sentences will be :

1) manamand béré si ko yériyeri
(lightning started flashing)

*2) &aard té féréé di eniyan 1&ti beré si ko
(thunder that almost deafens the people
started flashing)
In actual fact, the two nouns manaménd (lightning) and
aard (thunder) co-occur with separate verbs. Minamind
(lightning) co-occurs with the verdb ko (flash) such that
we have :
manamidnd k¢ (lightning flashed)
but not *aar4 ko (thunder flashed). Aard (thunder) on its
part can be predicated to the verb gég (to thunder) such that
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we have
aard sédn (it thundered)
but not *manamana sfn (lightning thundered)

Another example of faulty conjoining of sentences is
found in the excerpt below. When Ajlké notices a change
in her husband's countenance, the narrator explains

Ajiké si Arond ohun t'd le fa 4 ti
0j8 Asami fi sdnki 16jiji bi igba
ti enia ri, tab{ rond nipa nkan
ijaiya kan ... (Aldsi ldgo p 12)

(Aj{ké is still thinking about what
could be responsible for why Asamu's
face shrunk suddenly as if someone
sees or thinks about something
terrifying ...)

In Yoruba, tabi cannot conjoin verbs, so we cannot have

*r{ tabi rond
(sees or thinks)

as found in the example above. Rather, the conjunction
tabi conjoins noun phrases and sentences in Yorubd. The
extract could have read:

hjfké si Arond ohun t'é le fa &

ti oj8 Asamd fi yipada 16jiji vl

igba ti eniyan ri tabi t{f & rond
nipa Akan ijaiya kan ...
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(Ajiké is still thinking about what

could be responsible for the sudden

change in Asami's countenance, like

if he sees or thinks about something

terrifying ...)
It need be added that the examples of faulty conjoining
of sentences are not predominant in Yoruba crime-fiction.

Hence, we assume that such faulty conjoining of sentences

is an oversight on the part of the writers.

5.1.3 Parallelism

There is a conscious attempt on the part of Yoruba
crime-fiction writers (like any other Yoruba writer) to
employ parallel sentences to express their ideas. The
parallel structures so employed have stylistic values in
their works. ©Such parallelism comprises the repetition
of grammatical structures of the same type. This grammatical
repetition may consist of the use of lexically related words.
There is also a matching of at least two or more lexical
items in each structure.

Parallelism, a prominent feature of Yoruba poetry
abounds in Yoruba crime-fiction. When it occurs in the

prose of Okédiji, such lines sound poetic. Notwithstanding,
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the parallel structures are not marked off from the prose.
However, the parallel structures in Akinladé's crime-
fiction are usually found in the poetry which are
incorporated into the stories. Akinladé marks off the
poetry from the prose by arranging them in verse.

In Okédiji's Aja 1'6 leru (p 7), Lapadé notices a

vehicle as it stops a few metres away from where he falls.
Lépadé who is still in possession of the unlawful money
he removes from the bush thinks that the driver must be
the one who has earlier pursued him. His thought about
the next line of action is expressed with the parallel
sentences below:

Nibo ni éun é wd wg bayi? Nibo ni ki

oun sd sf?7 Nibo ni ki dun salq? Nibo
ni kf éun sdpamd§ si? ...

(Where will he go to now? Where will
he run to? To where can he escape?
Where will he hide himself? ...)

In this excerpt, wd (to go), sd s{ (run to), sdlo (escape
to) and sdpamd (hide) are lexically related words. The
sentences are also similar in structure. They emphasize

the dilemma in which LApadé finds himself in the presence
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of the approaching driver whom he regards as an enemy.
When Lipadé refuses to answer precisely where the money

he recovered from Egbédd is kept in Agbalagba Akan (p 108),

the narrator describes his state of silence thus:

Lépadé... k6 fohun, k6 mi, ké gbin ...

(Lapadé... does not speak, (L&padé) is

silent, (Lapadé) does not answer ...)
fohun (speak), mi (silent), and gbin (answer) belong to the
same semantic range. They convey the same idea that Lapadé
keeps mute and would not answer 0ldrf{-ayé's question.
Semantically therefore, the words emphasize the same idea.

Some sentences may however not consist of lexical

connection between the repeated structures. This type of
parallelism involves sense comparison between the juxtaposed

sentences. In Aja 1'6 leru (p %), Lipadé gets annoyed with

Pidmiyd on his refusal to disclose the whereabouts of the
kidnapped Tdlani. Hence, he orders Tafd to pull out two
teeth from Tidmiyi's upper jaw. Tafd's response to the

order is expressed with the following parallel sentences:

Kini 3dké dse ti ko le la'gi kil'abikd

figse ti ko le pa'yd ¢ 1ékidn, kil'agbari-

6j6 fge t{ 6 1& gb'omg'die.
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(What does the axe do if it cannot split
wood, what does a-born-to-die-child do
if he cannot make his mother weep, what
does the torrent do if it cannot sweep

away chicks.)

Adké (axe), abikd (born-to-die-child), and agbaréd-9jo

(torrent) are not semantically related. Similarly, igi
(wood), iyd (mother) and omgdie (chick) do not belong to
the same semantic range., However, the sense in the
structurally related sentences depict Tafd's readiness to
pull out Tiamiyu's teeth. All the examples cited exhibit
syntactic repetition. Such repetition is only a partio-
lexico-structural one, which contains examples of lexical
matching.

As earlier mentioned, parallel structures evident in
Akinladé's works are embedded in the poetry incorporated
in his crime-fiction. For instance, the following lines
fashioned after the language of Of¢ (incantation), a genre
in traditional Yoruba poetry, contain parallel structures:

Afin ni mi, ng ki { s'eni a 4 gbd 14jd

ArQ ni mi, ng ki { s'eni a 4 na
Abuké orisa ni mi, ng ki f s'eni 4 4 di ni kanyin
Minimini kan ké ni mu mi - é&éwd!

(Ta 18 Gbin'gi Oré p 118)
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(I am an albino, I am not someone to be slapped
I am a cripple, I am not someone to be flogged
I am a hunchback, I am not someone to be tied

L

No one can arrest me - it is impossible)

The first three lines of the excerpt are parallel sentences
which have similar structures. They exhibit syntactical
and partio-lexico-structural repetition. Afin (albino),
Arg (cripple) and Abuké orisa (hunchback) on the one hand,
and gbd 18jd (slap), na (fiog) and di ni{ kanyin (tie) on

the other hand are semantically related words in the same

paradigm. The sentences also display the feature of tonal
counterpoint. The sense in the sentences is that the three
categories of people mentioned there cannot be dealt with,
hence the last line brings out Amgé's conviction that no
one can arrest him. The example cited from Opdmilérd
lineage praise poetry below also contains the features
highlighted above:

Qré yéwu t'S sqQran éga

Nwon ko ni { r'éwé bori

Nwon k6 nf { r'{mé bora

Eniyan t'é bd r'gna igbonsé

K'8 ma f ewé owd nu'df

LR

Kéke ta dfdin, asq ledid{ eniyan (Owé Ejé p 57)
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(Any palmtree that is attacked by the weaver bird
It will have no leaves to cover its head

It will have no palmfronds to cover itself
Anyone who has the opportunity to excrete

Do not use cotton leaves to clean up

The skindle spins well, cloth covers people up...)

Lines two and three in the excerpt above are parallel lines
which have the same structure. They are examples of partio-
lexico-structural repetition which also contain total
counterpoint. LExamples of lexical matching found in both
lines comprise ewé (leaves), and imo (palmfronds), ori
(head) and ara (body). The six lines depict that as the
palmtree which is attacked by the weaver bird lays bare so
also the man who uses cotton leaves to clean up after
excreting will have no clothes to cover his body.

Okédiji's and Akinladé's use of parallel structures
in their novels is to emphasize what they say. Although
these parallel lines may be borrowed in Akinlade's work
they are usually created in Okediji's works from other
sources. The lines fit perfectly well into the structure
of the ideas they are used to reiterate in the works of both

authors. Whether borrowed or created, the parallel lines
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become mnemonic.

5.1.4 Imagery

One of the ways by which Yorub& crime-fiction writers
make actions more vivid is their use of imagery. Although
imagery frequently occurs in similes and metaphors, we
employ the term to include any abstract and concrete appeal
to the senses. Imagery makes the readers to visualize, so
writers strive not only to make readers see but also to maske
all things vivid. Imagery is then one of the ways of
achieving clarity. Besides the use of simile and metaphor,
the writer's descriptive ability can make readers to
visualize what is being described. The described scene
which we have discussed in chapter three makes for the type
of vividness we are discussing. More captivating is the
way things are described. In Aja 1'é leru (p 78), Tidmiyu's
house is described thus: '

<. Ogiri ré la peregede lat'oke dé'le

ni. Igi emflaga kan bayi ni nwon fi gbé

apakan Ogiri nda ré, iba ti ye lule

tipetipe. Awon aaléngbi sin si i léra,

nwon nyoju séde 1ékookan. Awgn miiran yo

iru séde, awon miran yo owd lésan ... %
Opolopo nind igé ti nwén fi kan paanu \
néda mfle yo sonsosonsQ séke ...
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(¢ee The wall has cracked from the top

to the bottom. One section of the wall

is supported by a pincer-like wood, but

for tpis it would have collapsed long ago.
Lizards line up on it, peeping out one by
one, The tails of some appear from the
cracks while it is only the hands of others
that are visible ... Most of the nails on
the roofing sheets have almost come off as
they are now exposed ...)

Readers are able to visualize the dilapidating outlook of
the building. Lizards lining the cracks give the picture
of beads that are stringed together. The appearance of
the nails gives the picture of the roofing sheets falling
off, hence Lipadé doubts that people live inside the
building. The house is so presented not only to deceive
the populace but also to repel the police from moving near

the criminal's hideout. Okédiji's description of the beggar

in Agbalagba Akan (p 26) equally gives a concrete picture to
themreéder.h |
Akinladé occasionally resorts to the description of

things. He describes a vehicle returning from Dagbolu

market in Asenibaniddro (p 21) thus:
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M§té akérd kan i pada bg lati QJja

Dégbdlu, ... Qda ti won fi kun ara

ré ti bé tdn, pdkd ti wen fi ge oralé

ré ti ya ni gnd méta ... Ila ti 8 e lara
t4ya ese ti paré, gbogbo r¢ wd A dén b%
ori apar{ ti wgn sésé fi adi pa. Il¢kun
¢d¢ dairéba ti ja, ... Il¢kun ¢hin nibi ti
érd A gba wolé, eléyiini wa bi eni pé ko
s{, nftor{ irin t{ won fi A gbé e k¢ ti yQ
sonu ... Eéfin tf A yo 1éhin po ju ti okQ
ojé irin lg, & bo ojlu-titi bl ¢ni pé wen
A d4 ind sun papé ...

(One passenger's lorry is returning from
Ddgbdlu market, ... The paint on the
lorry has nearly peeled off, the planks
used for the roofing is torn in three
places ... The lines on the tyres have
faded, they are shinning like a bald man's
head who has just robbed in adi. The door
on the driver's side has snapped off, ...
The back door through which passengers
enter is more or less missing, because the
rod which holds it in place is lost ... The
smoke coming from behind it is more than
that of a train, it covers the road like
the smoke from a burning bush.)

The concrete appeal to the senses is more evident in their

use of simile and metaphor.
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Okédijf{ and Akinladé use simile to reinforce the
ideas they seek to communicate to readers. They use simile
in two ways: illustrative and explanatory.

Illustrative simile is used for illustration, A noun
phrase which consists of only one noun or a noun with
qualifiers usually occurs after Ei in the illustrative
simile. Such word or words make readers visualize the
object chosen for elucidation. Okédij{ frequently makes

use of illustrative simile to substantiate and throw more
light on the thing he is describing. When Ldpadé assesses

Addu's personality in Aja 1'6 leru, his moustache is

likened to that of a cat while his shinning chin is
compared with a beggar's calabash:
..o Tibomu enu re¢ niyi yawuyawu bi ti

ti ologbo yi, ti agbgn ré si Adén san-an
bi igbd badra ... (p 8).

(... His moustache is like that of a cat,

and his chin shines brightly like the

calabash used for begging ...)
While bearing in mind what a cat and a beggar's calabash
look like, the reader is able to visualize Addu's facial
appearance. By likening Kinlé's eyes to that of a chameleon,

the reader is also able to have a picture of what he looks
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at the time he is being described in Agbalagba Akan:

-

... 0 sa mmi lokeloke ni, ti ojid
re si nyi rigbirigbi bi oji dga ...

(p 7

(... He is breathing pantingly, his

eyes are revolving like that of a

chameleon ...)
The protusion on JayéQld's head is illustrated with a boil
that is big as a fist. This gives the picture of the size
of the protusion thereby convincing even the most sceptical
person that Jayéqld is really sick.

.. kokd iwaju ré si se

gbandigbandu bi o ti sunlg

nile yi, o dabi akqQ odéwo, 8 t4
¢sé. (Agbalagba Akan p 32)

(... the protusion on his head is
very big as he lies down, it is like
a big boil, it is like a fist.)

Simile is not a common feature in Akinladé's novels. There

is however an instance in Ta 18 gbin'gi Ordéd (p 37), where

the illustrative simile is employed to depict the extent
of the softness and the cushioning effect of the rug in

Akin Oldsfna's sitting-room:
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«es TOOgl atata té wa nfnd pdld
Akin mu eeyan dé kdékdsé, & rf
milémilé bf asgo ardn, bf irun
aguntéan ...

(.+e the rug in Akin's parlour sinks
to people's ankle when one steps on it,
it is soft like velvet, like sheep's
LUP e

In all the places where Okédijf uses illustrative simile
and the one employed by Akinladé in the excerpt above, such
illustrative simile helps to describe the similarity between
the thing talked about and what it is compared with. In such
examples, the thing used to illustrate it makes the thing
described more vivid to the reader.

Sometimes, Okédij{ resorts to the use of explanatory
simile when he wants to explicate further on the point he
is making. In such instances, he employs this explanatory
simile to throw more light on the point being made. For

instance, in Agbalagba Akan, Lépadé explains that Dada

cannot prevenf Addu from éntering his apartment. He piles
up explanatory simile to express how furious Addu would be
and the futility of Dada's effort to stop him from gaining

entrance to Ldpadé's apartment:
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"... Bi Dada ba fé da a duro, afi bi

igba ti alantakun b4 tawd dfna fun enia
ki o ma le koja ni. Melo owu alantakun
l'o le da enia duro! ... Audu ti yoo maa
ru bala bo bf emu ogidi ni eni kan 4 nf
oun nda duro!"

Tafd ni "E ¢ pé t{ yio ma hé b{ omi orf
inal"

Lépadé ni, "... Yio maa ho bi ¢se, yio
maa ru bf omi okun, yio maa bind bi omi
amala ... (Agbalagba Akan, p 137)

("... If Dada wants to stop him, it will be
be like when the spider makes a web for
people not to be able to walk pass it.

How many spider's web can hinder people!
eee I8 it Audu who will be foaming like
undiluted palm-wine that someone will
attempt to stop!"

Taféd says "Why not say he will be boiling
over like water on the fire!"™

L&padé says "... He will be foaming like
soap, he will be bubbling like the sea,
he will be boiling with rage like amala's
which is bubbling away ...)

Simile is also employed to give the picture of the sick
Jayéold as he is being led to the out-patient department
in AdéQyd hospital. Such explanatory simile depicts how
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fragile he is, hence people around the hospital premises

cannot but sympathise with him. The narrator writes:

Tafa fa Jaiyeq@la ni owd ¢tidn, Lapade
si fa a 1'owo osi, nwon rora nké ¢ gége
lo bi eni ti ém{ ré ti fere bd. Jaiyeqla
naa fikasg¢-iyawo lo laarin wqn, o nge
tdgetage bi gmo agutan t'o sésé daiye, 6
Atesgbesé bi omut{ ti oju re A1¢ danrin
... 0 nfi bf eni ti 66yi AkJ loju.
(Agbalagba Akan (p 25)

(Tafa holds JaiyeqQla on the right hand,
while Lipadé holds his left hand, they
are leading him with care as if he is
about to give up the ghost. Jaiyeqla
dawdles in their midst, he reels along
like a newly born lamb, he walks like

a drunkard in stupor ... he dangles like
someone feeling dizzy.)

While describing Tdiwod's accident in Aja 1'6 leru, explana-

tory simile is resorted to, to make the description more

vivid:

«eo 5131 ti ilekun naa yio si, 8 s¢
awakd ré sfita bi 6ké rébva tf awgn
omgde fi i pa eiye, o fi i jade bf i
kannakanna. Rangbondan ni awakQ naa
si kd sileé nibe. O dojd délé nfbe bi
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eni pé & dgbdlée (p 16)

(e.o As the door flings open, the driver
is swung out like a catapult's pelt which
children use to kill birds, it throws him
out like sling. The driver lay flat. He
faces the ground as if postrating.)

The explanatory noun phrase after Ei in the excerpt below
fulfills the function of illuminating the hunter's state

of easiness and calmness in Agbalagba Akan (p 18)

..o O iyan b bi eni kan ti okan reé bdalé
patapata, t{ nkankan ko fo laiya ...

(... He is moving with measured steps like
someone who is completely contented, who
is not frightened by anything ...)

This simile is seldom used in Akinladé's novels. An example
is however found in Ta 16 gbin'gi Oré (p 88), where the

sudden change in the police countenance is explained.

Lojiji ni ojd awqn lgpad méjéeéji

yipada, t8 réwési, 8§ dav{ igba t{

etd 1 se igbiddun nind igbd, t8 A4 jé

ewéko titd je méwu, méwu, td A fo béjé béjé,
t{ iré ibon w4 ddn ki i 16jiji lati abe
baltimg ni igi imd ré ...
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(Suddenly the countenance of the two
policemen changed, their faces are
dejected. It is like when the antelope
is playing in the forest, when it is
eating fresh plant, when it is jumping,
and when a gun-shot sounded suddenly
from under the balum¢ very close to
where it is ...)

The effect of the similes employed by 0Okédij{ and the few
employed by Akinladé is pictorial; it also augument
meaning in their novels. As earlier noted, simile is

sparingly employed by Akinladé but it pervades Okédiji's

gja 1'6 leri and Agbalagba Akan.

' However, metaphorlcal expression is employed by
Akinladé to give the pictorial flash which makes for
imagery. In Agbdkd Nf1& Tété&, Apdlard, the manager of

Agricultural Development Bank explains to Sajénti Orifowé
how he goes to work on Sundays while other members of his
staff are having a nice time in their respective homes.
The reader inevitably sees the intimate relationship
between the head (that is, the manager on whom the brunt
of the job falls) and the head-pad (that is, workers who

are to assist the manager) in Orfowé's response below:
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.. Bé¢ layé ri, Alagba Apdlard. Awqn
dsisé abe yin wonni, oguka ni wen.
Eyin ni or{ t{ a gbe gru 1€ ...

(hebdko Nf1& Tété, p 57)

(... That is how life is Mr Apdlard.
Those workers under you are head-pads.
You are the head on which the load is
Ut cee)

-
-

In Qwd Te Amookunsika, Tindé Atqpinpin offers Akin

Oldsina two bottles of beer after the latter has consented

to staft the investigation in Omo Jayé-jayé hotel. Akin
Oldsina appreciates this gesture and he says:
«es Bi mo ba ro epo sinu éfijini mi bayi,

ara 4 y4, iwadi yio si rqrin nf sise ...
(Owé Te Amddokunsika p 20)

(eee If I £fill my engine with fuel now,
I will be well, and detection will be
easier ...)

Beer is called epo (fuel) while engine is equated with
stomach in the above excerpt. Without fuel, the engine
cannot start nor function. It follows therefore that
without taking some bottles of beer, Akin Olisina will not

be able to perform or function as a detective. In essence,
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what fuel does to the engine, beer does for Akin Oldsina.

It is in the light of this comparison that we understand

the drinking habit of Akin Olds{na in all the novels where
he acts as the detective. The metaphors in the examples
cited also have a humorous effect.8 Metaphors employed by
Akinladé in the examples cited above represent imagery which
can convey as much in a word as several sentences of non-
figurative language. The importance of the imagery
conveyed in Yorub4 crime-fiction is that it can suggest
meanings without the author being explicit.

The explanatory and illustrative similes, and the
metaphors used by Okédiji and Akinladé perform the function
of making the thing described more real. That is, to say,
they have a clarifying function as they make for explicit-
ness. Akinladé resorts to the use of these figures of
speech only wher he wants to call the attention of the
reader to the point being emphasized. However, it has

become part and parcel of Okédij{ to ensure that whatever

8 = The writers' use of wordplay could also have a humorous
effect., Such is the case in Aja 1'G leri p 80 where
Tidmfyu's play on aré (dye) informs his choice of
related items, AlSo in Ak{nladé's Agbdko NI{1& Tété
p 19, the wordplay on Edfwéddu OdudwQ has a humorous
effect on the tense atmosphere at the coroner's inquest.
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he writes is well illuminated and explicated. Hence,
Okédiji is fond of making the reader to see the relation-
ship between two things, either on the basis of similarity
or contiguity. He does this to ensure that every sentence

leaves an indellible mark on the reader's mind.

5.2.0 Use of Proverbs

Previous researchers have seen the use of proverbs as

an integral aspect of a writer's language. Bamgbdgé (1974:
120-121) and Isgld (1978: 219-228) see the use of proverbs
as a literary device which adds to the elegance of a
writer's language. In fact, this Yorubd saying below
shows that proverbs enlivens and adorns a speech or artistic
work:

Owe lesin org, bi ¢rg ba sonu owe la fi i wa a.

(A proverb-is often the clearest way of

elucidating the application of a word.)
Isgla (1978: 219-228) discusses five ways in which Okédiji

uses proverbs9 while nothing is mentioned about how Akinladé

9« The five ways by which Okediji is said to manipulate
proverbs are:
1) using proverbs ordinarily
2) modifying some well known proverbs
3) piling up of related proverbs
4) explaining proverbs

and 5) using newly created proverbs.



303

employs proverbs. This oversight may be based on the
assumption that as a casual user of language, Akinladé's
language will be quite distinct from Okédijf who is a
careful user of language. As earlier noted, both writers
are well integrated into the Yoriba society, bence they
cannot be insensitive to the use of proverbs in that
society. This is to say that both writers have good ears
for the way elders use proverbs to polish their language

and to present facts.

5.2.1 Presentation of Proverbs

In their use of proverbs, Yoribd crime-fiction
writers display a mastery that amounts to ingenuity.
There are three main ways of presenting proverbs in Yoruba
crime-fiction. All the proverbs employed work together to
make for lucidity.

In Yorub4 crime-fiction, proverbs are used in the
ordinary, everyday use. The meaning of such proverbs are
usually well known and they are employed to substantiate

a point, introduce a topic or to conclude a discussion.
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In Okédiji's Aja 1'6 leri (p 1), L4padé is riding

his bicycle home. He realises that he should not get to
town in his drenched dress. Hence he plans to bathe and

change his dress. The narrator explains:

Bf a sa ti rin 1'a 4 ko'ni.

(The respect in which you are held

depends on your appearance,)
Likewise, as Tafd and L4padé flee from the police at Ladéji's
hut, the state of uneasiness and anxiety in which they are
wane. Rather than run, they now walk leisurely when the
police is no longer in sight, L4padé even has time to light
a cigarette. The narrator reiterates the change in their
situation with this proverb:

K6 sf ohun ti o le ti ki i 4é
b*'é bd yi. (Agbalagba Akan p 21)

(No condition is permanent,)

Sometimes proverbs employed to substantiate facts are
introduced by sé in Okédiji's crime-fiction. For instance

in Agbalagba Akan, Ldpadé denies visiting ILddéji's hut and

he warns A§dd to desist from accusing him if he does not

want to expose himself to ridicule. When A§dd does not seem
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to want to heed the warning, Ldpadé says:

Sé a ki { sipé-e naro fin
abuké ... (p 27)

(Indeed nobody appeals to the hunchback

to stand straight ...)
While preparing to go in search of T6l4ni in Ikeéréku,
L4padé cannot exercise the patience to listen to the
record played on radio. The narrator emphasizes the
urgency of his journey when he writes:

$€ eni ti 6 gbé Qmo-0dé mi nij;

iduro ké s{, iberé ko si.
(Aja 1'é6"lera p 100)

(He's like a cat on hot bricks,)

In Akfnladé‘'s crime-fiction, a known proverb may be
used to introduce a topic. In such cases the proverb may
precede the explanation given on the topic. Usually, the
proverb is preceded by phrases like "Awon agba sq pé"

(The elders say that) or "Awon baba wa sq pé" (Our elders
say that). An example is when Pépd, the police officer in
Agbdko Ni1é Tété is discussing with Sergent Orfowdé. Pépé

introduces the topic of his discussion, that is, Oriowd's

intelligence and vivaciousness will match the sophistication
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of criminals in conteporary society because:
... Awgn agba sq¢ pé, 'Ajd iwoy{ 16

mQ ehoro iwdyi 1&' ... (p 1)

(ees The elders say that, 'it is the
contemporary dog that can track down a
contemporary rabbit' ...)
At other times, Akinladé employs a proverb before the
detective questions a suspect or the deceased's acquin-
tance. Such proverbs are meant to prepare the suspect's
or acquitance's mind for the question that is to be put to

him., For instance, in QOwd Te Amookunsikad, Akin Oldsina

inquires about Fémi's death from J{dé when he says:

Awon baba wa sg pé, "01lé ki { ja agba,
ki 6§ md se e 14j8 firi" Oye wo ni
enyin nda r{ nfpa ¢ran yifz (p 132)

(Our elders say that, "There is no
smoke without fire". What have you
noticed about this case?)
When a proverb precedes an explanation or a question in a
character's speech, it is usually marked off in quotes from
the character's words as found in the examples above.
Akinladé also uses proverbs to conclude or reiterate a

point without wasting words. In Aj4 T'é N Lépa Ekun,

AbImbg1l4 Ogind{pé explains the chieftaincy dispute between
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Qdéwdlé and Adéjqebi. He explains that since Adéjob{ is
from the chieftaincy lineage, the popular QdéwAlé who is
not born with a silver spoon cannot be installed as chief.
Abimb$1lé concludes the explanation thus:

"... 2 kO gbodd bo otitd mdlé, ika

t6 bd si t§ s{ imd la fi 4 rin {n"
(p 22)

("... we must not shy away from the truth,

the appropriate finger is used to clean

the nostril,)
At other times, Akinladé just employs a segment of a known
proverb to support his argument. 1In such cases, he either
drops the first half of the proverb only to use the second
segment. The second segment of the proverb is then used to
conclude a point. For example, Kiké who is aware of the
implication of the theft in which $6tdindé is involved still
pleads that Dapgd should help to get him out of the case in
Ta 14 gbin'gi Oré (p 7). She concludes the argument she

proffers thus:

"... Sugbbén bf o ti wi ki 8§ ri, wén nf
omg burdkd ké yd lu pa”.

("... but no matter how bad it may be,
they say what cannot be cured must be
endured"”.
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The first half is ogédé dddd ko yAbusédn (an unripe plantain

is not palatable if eaten without salt). Akfinladé may also
use the first segment of the proverb while he drops the

second part. In Ajd T'S6 R Lépa Ekun, Akin Oldsina advises

Fadérera to reveal what she knows about Wé&ndé's murderer.
When she fails to co-operate, she is urged not to attempt
blackmailing the criminal because of the danger inherent
in such a step. Akin Olds{na concludes the discussion with

the first segment of the proverb below:

Adbo or¢ la n sq fin qmoldabi (p 74)

(h word is sufficient for the wise)

The second half is bd b4 dénli ré a dodindi (When he hears,

it becomes sufficient). In cases where a segment of the
proverb is used in the title of their books or when it is
employed to support an argument, Ok&dij{ and Akinladé
expect the Yordba reader who has the proverbial competence
to supply the ﬁissing segment. Usually, such proverbs are
meaningful to the competent reader with or without the other
segment.

Secondly, Yoribd crime-fiction writers sometimes
pile up proverbs to augument meaning. This is more evident

in the writings of Okédij{ where related proverbs are piled
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up to emphasize the point being discussed. In Agbalagba

Akan (p 34), AGdi's attempt to arrest L4padé is thwarted,

so he becomes powerless. Addu is furious but at the same

time helpless. The extent of his helplessness is expressed

by the following proverbs which contain parallel sentences:
eeo awomdjd l'ekun { wo eiye oké. A ki {

pa igén bori, a ki { fi Akalamagbo bo ogeé.
Erin ti kdrdé ni eran amipa 1&y4.

(..o the leopard looks at the bird scorn-

fully. Nobody worships Or{ with a vulture,

nobody worships the baobab with the grand

hornbill. The elephant is beyond what can

be sacrificed during the id-el-fitri.)
These proverbs help to emphasize that Ldpadé is now beyond
arrest, Sometimes, however, a sentence or more may be
employed in-between such related proverbs to break its
continuity. Usually such sentences reiterate the point

under discussion. An example is when Addu Karimu feels

disgraced over the Jayéql4 episode in Agbalagba Akan (p 34).

He sees himself as the architect of the disgrace. This is
illustrated with the following proverbs:
.+. Agbalagba t'é so agbado mddi 1'S sq

ara re di aldwada adie. Obinrin t'é 1q
bimQ saarin @ja losan gangan 1'é ni ki
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gbogho aiye maa woran oun. Ard iya
isé nda ni gbogbo r¢ sia. Isu eni ni

{ t'qwd eni bopo. Qté agbado ko si le
tdn nind omg aparo 14{14f (p 24)

(..o An elder who has gone beyond his
bounds is the one who exposes himself

to ridicule. A woman who delivers a
baby at the market in the afternoon is
the one who calls attention to herself.
That disgrace is part of the displeasure
of police work., Familiarity breeds
contempt. Prejudice will continue to be
the source of rebellion.)

The first two proverbs in the excerpt above reaffirms that
Addd is at fault over what befalls him. The next sentence
then confirms that such disgrace and disappointment are part
of what a police can be faced with while discharging his
duties., The last two examples in the chain of proverbs
butress the fact that people will continue to look down on
the police. Although Lipadé initially feels reluctant

to allow Sé11 accompany him to Gbékdta's hemp-plantation in

Aja 1'é leru, he later realises that argument over such

trivial issues will not augur well., Hence he approves of
S€l{'s company as she may later prove helpful during the
operation. The fact that S€1{ may be indispensable at the
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hemp-plantation they are heading for is emphasized by the
first two proverbs in the excerpt below. L&padé then goes
on by way of explanation to throw light on Sél{'s
indispensability. He piles up two more proverbs to

reiterate this.

Lapade nf, "0 bd wi pe, b'dkunrin r'éjo,
t'Sbinrin pa a, k'é8jo sd md ti lg. Tabi
pe, owd éwe ko té8 pepe, t'agbalagba ko
wQ kérégbe. N{toripe boya nkan miran

lé wa lohun ti yio rqrun fun Seli lati
ge, ti o si le nira fun awa. Bee si ni
6si wétin, otin wé'si 1'owd fi i md.
Nwon a si tun maa wi pé ajéjé, owd kan
ko gbé'gbd da'érf ..." -~

(Lapade says, "You ought to have said that,
if a man identifies a problem and a woman
solves it, the important thing is that the
problem is solved. To put it in another
way, united we stand, divided we fall.
There may be things that will be easier
for Seli to accomplish whereas we may find
such things though. The fact is that one
hand washes the other. They also say that
unity is strength ...")

All the four proverbs in the example above are used to
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emphasize the essence of co-operation. Usually the inserted
explanation in the chain of proverbs comes after the first
two proverbs. More often than not two or more proverbs
which may be related or unrelated also occur after the
inserted explanation. After Kinlé's and Dé1&'s death in

Agbalagba Akan, Lipadé feels threatened that their murderers

may be after“him. So he realises that he has to be careful
and also he has to act swiftly to get the criminals arrested.

This is succintly put in the following words:

Igi ganganran m4 gin mi loju, oOkéeré
l'a ti i s¢ 9. Eni ti o yiw$ si ni
Ogin i gbé ... igé tf o kan ni lati
fin awon arufin wonyi jade ninu isa
won, ibikibi yowu ti nwon le sapamqQ
si. Qmg t'o ba n{ iyd oun ko nfi sun,
oun naa ko ni{ fojuba oorun. A4yé4 bé
sile, o be s{ aré ni Qro naa si nilati
jé, nitoripe afowdfqnnd ki i duro rojd.
Enia ko sa le dé aarin ijalq ki o joko
kalée (p 16).

(To be forewarned is to be forearmed.
Heavens help those who help themselves
++«e The next line of action is to fish
out the criminals from wherever they are
hiding. An evildoer becomes hoist with
his own petard. The case will be handled
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instantly in the manner a Red Colobus
monkey jumps dewn and picks a race,
because its like a cat on hot bricks,
At least no one can feel comfortable
in the midst of brown ant.)

The stringing together of proverbs is not predominant
in Akinladé's crime-fiction though occasionally there is
the occurrence of proverbs in a sequence. In cases where
there is the stringing togetber of proverbs, they usually
occur intermittently and may not be related. For instance,

in Ta 16 gbin'gi Ord, the following discussion ensue

between Akin Oldsfna and S6tindé who claims there is nothing

spectacular about his having four wives:

Akin... ni ‘... Adiye n je oka, 8§ A mu
omi, § n he kokoro ké&kéékéé je, sibé

6 1'oun & 1'éhin, ikérégbe egbé ré té
1'éhin ha A je irin bi?' ~

Sotindé ni, '... eni té bd dan an wo

16 1é mg b'é ti ri. Alédgbéde ko r'djd
gisé nf i1é ard, wén 18 mu irin awqn je,
jé ki ogberi je 0jé woé, y86 my pé ehin
aldgbéde k6 ran irin., Mo 1é ba yin wé
awon wundia té ddra, ki eyin nda fé meta
tabi merin wo, ¢ § md wi pe 'a ki i pée &
1éru k'4 pé & ni 9s8' (p 72) ~
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(Akin ... says '... The chicken eats
guinea-corn, it drinks water and picks
up small insects, yet it claims it has
no teeth, does the goat who has teeth
eat iron?'

S6tindé says, '... it is the one who
marries more than one wife that can
explain how it is. The blacksmith had
no time to forge in the smithy, people
say he had eaten their iron, let the
unskilled in smithery eat lead, then

he will know that the blacksmith cannot
eat iron. I can find pretty ladies for you
if you marry about three or four of them,
it is then you will know that 'not all
that glitters is gold'

The metaphor in the first proverb above emphasizes that
despite $6tlindé‘'s denial, he enjoys amidst his wives. It
is then pointed out that his enjoyment cannot be compared
with that of a monogamist. The metaphor in the other
proverbs reiterate S6tindé's stand on the false impression
people have about polygynists. The proverbs are then used
to argue that if monogamists take to polygyny, then they
will appreciate the fact that the enjoyment in it is

deceptive.
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In Qwé Te Amdokunsika, Akin Oldsfna reports his

experience at Qmo Jayé-Jayé's hotel to Tindé Atopinpin
Tindé advises him to pay another visit to the hotel and
Akin readily accepts to do so irrespective of all problems.
The willingness is succinctly put thus:

«eo Ayé ki { hd ki adie ma de ibi aba

ré. OtitQ ni pe, nwon fi aga bé mi

l'ese nfbé, sugbdén bi esin ba déd'ni, se

ni a Atdn un gin ... Ng & tun dé€ ile-

oti QMQ JAWE-JAIYE' (p 33)

('e.. Nothing prevents the hen from getting

to her eggs. It is a fact that I was

wounded there in the leg, but if a horse

unseats someone, what he does is to mount

it again., ... I will still go to QMQ

JAIYE-JATYE hotel'.)
The proverbs in the excerpt above are employed to ascertain
that nothing can discourage Akin Oldsind from paying another
visit to the hotel. In all the instances where there is a
string of proverbs in Yorubd crime-fiction, such proverbs
are used to substantiate a particular point under discus-

sion. Usually, the series of proverbs are embedded in

character's speech in Ak{nladé's works but it is not

always so in Okédiji's works.
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Thirdly, Yorub4 crime-fiction writers take time to
explain proverbs. Such explanations either precede the
proverb or it may come after it. For instance, in Ok&dijf's
work, Ladpadé recounts his activities at Lideji's hut, the
Jayéqlé's episode at Adédyd hospital and his encounter with
the robbery syndicate at Egbédd all of which he experienced
in a day. It is explained in Agbalagba Akan that it is omnly

few people who can bear such experience. This fact is

butressed with this proverb.

Ohun ti agutan r{ t'6é fi nse iran wo,
b'é se ewure ni gbogbo aiye ni ibd gbd
igbe (p 74) '

(What the sheep sees and keeps mute is
what will make the goat bleat.)

Although LApadé thinks that Audu Karima is stupid about the
way he handles the case of the accident victim, L4padé does

not utter a word to betray his thoughts in Aja 1'8 leru.

The narrator then concludes:

Qrd gbé'nd eni ra bf iti ogedé (p 29)

(The word rots away like a log of banana)

There are times when a lengthy éxplanation which is usually

in the form of a story follows a proverb in Okédijf's work.
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An example is when Tafd inquire about Ldépadé's disguise
and the significance of the bag he packed. Lipadé's

response is introduced by this proverb:

"Eni t'6 bd rije adyan nilati ni odgun
rinddrindg ..." (Agbalagba Akan p 41)

("Someone who embarks on a dangerous
endeavour must have a way of getting
out of trouble ...")

He explicates on the need for precaution when he says:

"... Eni ti o ba nge nkan t'é kanpa
nilati maa wa ni imurasile ni gbogbo
igba, nitori ijafara lewu ..."

(Agbalagba Akan p 41)

("... Someone who wants to engage in
something serious must always be at
alert, because carelessness is dangerous

oo

Lapadé goes further to explain why one has to be vigilant

by felating the story of the mad-man

"Wéré kan 6ké-¢hun ni, nwon ni nwon fipé

e 1'0ke-odd, o 1l¢ fon omo-o0dé 1lqQwo.
Nigbati nwon bi i pé kil'o fe fi omg-
0dd se, o ni oun ké kidkd mQ ohun t{ nwegn
pe oun si 1'éké-odé. & nf bf oun ba
dé'vé, t{ oun ba won nibiti nwon ti
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Aginyan, oun 6 ri nkan maa fi ba won
guinyan; bi oun ba si béd won nibiti nwon
ti Aja, oun & maa fi gmo-0dd kén won
16ri ..." (Agbalagba Akan p 41)

("There is the case of a mad-man whom they

say is being called at the river bank, wno
carries a pestle with him. When questioned
about what he wants toc do with the pestle,

he says he does not know why he is needed at
the river bank. He says if he gets there and
he finds them pounding, he will have something
to pound with, and if he meets them where they
are fighting, he will be breaking their heads
with the pestle ...")

Such explanation in Okédiji's novels makes the point more
explicit and the story more interesting.

Axinladé also takes time to explain a known proverb
to make for greater clarity. Sometimes the explanation

given about a proverb may be brief. For instance in Ajéd T'S

N Lépa Fkun, when discussing safety precautions with 0jelabi,

4 g

Akin OlGgina employs the proverb below:

"Oj& ni aldkan fi i gé ori" (p 124

(Prevention is better than cure)
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Thereafter he proceeds to shed more light on the proverbd
by warning Qjélabi to be mindful of taking food from just

anybody so that he will not get poisoned. In Agbdko Nilé

Tété, Téjlogd appeals to the police to be lenient with
Iydbd, his wife so that the child she is expecting will
benefit from the money he is dying for. Iyd Yomi quickly
adds that:

" oo 188 onifa 16f0 018L0 ...'"\(» 101)

("... One man's luck is another man's
1083 ...“)‘

She goes further to explain this proverb by saying:

"...Eni méta s0fo ém{ won, eni kerin
wa 1ét{ bébvé ikld, ki enikan soso ba
1é jifa, ~1ydbq ti bd sdyé!" (p 101)

("... Three people have lost their lives
and the fourth person is on the verge
of losing his life, so that one person
may have a stroke of luck. Iydbg is
quite lucky!")

When Tindé Atopinpin expresses concern and surprise on the

death of Fémi Kogbodgkd in Qwd Te Amodkunsika, Akin Oldsina

explains that death is inescapable. He goes further to say:

ey,



320

Awén agba sq pe, "MA f'Qrun yo mi,
gbogbo wa 1'a jo nlg!"™ (p 17)

(The elders say that, "Do not firghten
me with death, we are all going to die!")

He throws more light on this when he says in the next
sentence that we shall all die. He reiterates this by the

explanation given on the proverb below:

"Ginnugin ki { ki l'ewe, dandan ng ka

sai darugbo" nigbati & b4 y4 oun

fdnraré ni yio mda tqrq ikd. Nigbati

o ba di pé gbigbé ni a ngbé e sd sind

oorun bi eni Asé aso ... Niwgn igba ti
aiye isisiyi bd si wa, dandan ni ikd' (p 17)

("The vulture does not die young, may I
live to o0ld age", with time, he will be
the one praying for death. When he is
0ld and he has to be brought out into the
sunshine as if one is spreading clothes
in the sun... As long as this generation
remains, death is inevitable'.)

There are instances when Akinladé gives a detailed expla-
nation on the proverdb employed to substantiate a point., An

example is when the police are looking for evidence to

prosecute 0jé in Ta 18 gbin'gi Oré. The police believe that
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others will desist from crime if 0jé is punished. The
narrator employs the proverb below to support the police

opinion on the case:

Eni té jin si koté nf { ko aréd voéku
18gbdén (p 21)

(A person who falls into a deep pit
teaches the others a lesson.)

The narrator takes time to explicate on the proverb:

Ti éniyan b4 ké si kéto tf ké jin, té

si jéde féd4, tf ké fi ori lu okita,

tf ko fi qrin esé rd, t{ egungun ehin
ré k6 sé, tf orfnkin ré ko ye¢ ni orikeé,
ird jijin sf koto bé¢ ko le kg ara yoéku

1ggbén (p 21).

(If someone falls into a shallow pit, and
gets out unhurt, if his head is not wounded,
if his ankle is not sprained, if his spinal
cord is not broken, if his knee is not
dislocated, such a fall cannot teach others
a lesson,)

The parallel lines in the explanation are used to emphasize
the fact that if 0jé gets away free when prosecuted, others

will learn nothing from his case. Another proverb is
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employed to explain 0jo's preparation for the case to be
brought against him. The proverb is introduced by sugbgn
(but) :

Sugbgn, 'bf 018ko ti n té efdn, béé
ni aparo A4 to iyé' (p 21)

(But, 'as the farmer is getting his
efén (used for making arrows) ready,
so is the sparrow getting its feathers
set')

The narrator explains the metaphor in this proverb by
reiterating that as the police are setting their facts
right to entrap 0jé, so is 0jé making efforts to get out
of that trap:

0jé ni aparo té ba 16r{ igi oko awqn
améfinse, 6 ti mo pé awon oldko A tQ
efén ti won 6 fi ta @fa pa dun, dun
nda ko si jafara rdrd, kidkfa lo ...
mQ olugbala té 1é yQ Sun kdrd nind
okun ikd néda, Femi Adéjare ni,
égbontagf{ 14ya ... (p 21)

(0jé is the sparrow that has fallen

into the trap of the law enforcement
agents, he knows that they are preparing
to send him to the grave, but he too is
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alert, he immediately ... looks for a
saviour to rescue him from the trap of
death, that saviour is Fémi Adéjare, a
renowned lawyer ...)

At times, Akinladé may explain a proverb with a story. In

Qwé Te Amdécokungika, Akin Olisfna discusses Qpé's drinking

habit with Ajibawo. Olisfnd resorts to this proverb to
describe Qpé's habit.

Ohun ti o A dunni ni a n jagun mu (p 11)

(It is what one yearns for that he covets.)

He goes further to explicate the proverb by telling the
story of a leprous man who demands for shoes when his

people are collecting booty after winning a war:

Onidadpdrd ti o ba won lgo sogun.
Nigbat{ nwon fé i1d awon qQtd, ti
onfkaluku si béré s{ ké erd ati alumgni,
oni dafdpdrd kigbe, "E ba mi ko gbogbo
bata won! "0 6 ri,i? Ko beere owé, ko
bééré agq tabi nnkan mifran, bata lo m
beere, Qran bata ni d ddn dn! (p 11).

(There is the case of On{dadpidréd who
accompanied them to the warfront, After
his people defeated the enemy, each person
started collecting goods and valuable
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things, Onidafipir4 called out, "Help me

to collect all their shoes!"™ Can you see?

He did not ask for money. He did not

request for clothes, or any other thing,

he wanted shoes, he was craving for shoes!)
The proverb:

Ohun t{ o n dunni ni a n jagun md.

(It is what one yearns for that he covets.)

is then related to Qpé and J{dé when Akin Olds{nad explains:
Gégé bi ¢ran redio nda ti ka Jidé léra.
0 1é jé pé otf ka Qpé lara ju iyawé lo.

(That is how J{de is fond of his radio.

It could be that Qpé desires beer more

than his wife.)
Qpé's indifferent attitude to his wife may then explain why
she has to look for a lover, that love, she found in Fémi
Kogbodokd. In all the places where proverbs are explained
in Yoriubd crime-fiction, such explanation makes the proverb
more explicit and the reader has a better understanding of

the points which such proverbs substantiate.

5.2.2 Modification of Proverbs

Known proverbs are modified by YorubA crime-fiction

writers. Such modification may have to do with the substitu-
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tion of a lexical item in the proverb or the incorporation
of a phrase, 1In most cases, the modified proverd is
explained., The modification of proverbs is apparent in the

writings of Okédiji{ but it cannot be said to be a paramount

feature of his works. An example is found in Agbalagba Akan

where Lapadé and Tafd escape through the bush, the narrator

comments that:

K6 si ohun ti o le ti ki i dé¢ bv'é
bd yd. (p 21)

(There is no difficulty without a solution

at a later stage.)
There is the incorporation of the phrase bd bd yi (at a
later stage) in the example cited above. Modification of
proverbs is on the other hand more evident in the works of
Akinladé. A lexical item is usually altered in the middle

or at the end of a familiar proverb, In Ta 16 gbin'gi Oré

(p 98), Bgsé discusses her conception of an ideal partner
with Akin Olisf{na. She concludes with the proverb "hope
deferred makes the heart grow weak",

"... eni té ba maa rf atiséji akan

é pé létidé .c.“

("... he who waits to see a crab
blink will keep long on the river
bank...").
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Here atisun (sleep) is substituted with atiséjd (wink).
Both words are still within the same paradigm, hence their

meanings have not changed. TIn Agbdko Nilé Tété (p 12),

Iyébd's mother impresses it upon her son-in-law that she
is careful and at the same time she is prepared to execute

their plan. ©She concludes by saying:

"Ma kQjd mi, Olugbala ki { se orin
adubilé kq."

("Pass me not, O Saviour is not a
song one can sing while lying down."™)

The author probably uses Adubdlé-ko instead of akidnléko to

reiterate the fact that one will be too relaxed and inactive
to move fast while lying down Adublilékg suggests sluggishness
whereas Iydbg's mother is expressing her state of preparedness
for action. This same proverb is modified differently in

Qwg Te Amodkunsika. BQdé believes that he need not waste

time in seeking Fémi's favour, hence he seeks Ewégbémi's

assistance on the matter. He explains the necessity to take

a prompt action by the use of the modified proverb below:
"..o Ma kqQjd mi Oligbala", ollwaré nda

gb8d¢ mira girf, kf o si tété séré 4dé
ive, ki Olugbala té dé" (p 84)



327

("... Pass me not Oh Saviour", the person
must be well prepared,; snd be must be
there on time before the Saviour's arrival.")

The modified versions of this proverb still lay emphasis
on someone's state of readiness while in anticipation of

something. The use of adubdlé-ko in the first version and

the explanatory sentence in the second show the author's
ingenuity in achieving the same purpose in diverse ways.
It need be noted that the poetic quality in tbe second
version is watered down.

In Qwd Te Amdokunsika, detectives question Oriméogunjé

about a missing goat. Although he cleverly evades the
question, the goat's bleating lets the cat out of the bag.
Ajani, a member of the investigative team then employs this
modified proverb below to make oriméogunjé confess of
his misdeed rather than prolonging the matter,

"Baba, ¢ m§ fi ¢pd p¢ol¢ peelq pa

Qrolg ..." (p 83)

("01d man, do not kill the frog with

a long stick ...)

It is probably the intent to play on words that inform the

author's choice of @pold (frog) to replace the conventional
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ejo (snake) in the proverb. Such creativeness adds to the
beauty of his language.

There are times when Akinladé modifies a proverb by
incorporating a phrase or a sentence in the middle or at
the end of such proverbs. Akin 0lusfna explains the
futility of seeking someone's favour by the use of charms

when he concludes in Qwd Te Amookunsika that:

"... T1é ti{ a ba fi it§ mo, ki { duro
pé, iri nf { wé o." (p 84)

(A house built with saliva does not

last long, it is pulled down by the

dew. )
Sometimes the modification may have to do with giving
explanation on the second segment of the proverb employed.

In Ta 18 gbin'gi ord, Job{ feels that the criminal's identity

must be revealed so that he will be punished. This opinion

is substantiated with the proverb: "the sins of fathers are

visited on their children"™. This proverb is rendered thus:
"eni t8 b gbin éébu ika, & ye k'S

je eta r¢ ... 6 ye ki omg re je nibé
p¢li." (p 178)

("someone who sins ought to bear the
repercusion ... the children should

also share in the punishment.)
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There is the argument about the existence of detectives in

Ajé T'S N Lépa Ekun (p 24). Although Adéwqlé is opposed

to detective's activities; Akin 0ldsfna who supports their
existence employs this modified proverb which is also
explicated to reiterate that people's opinions differ on
certain issues,

"Ohun t6 wu wi ko wi ¢ 1'6 A md kf

awon éniyan jeun won 16tQ¢to. PEmi

je iy8n, T™indé si je oka ... Nipa

bee ko 1& sf k8 md s{ iyato 14arin

awa omg éniyan, ohun tf § wu enikan

1é jé irira f'enikeji ..."

("One man's meat is another man's poison,
so our tastes differ., I ate pounded yam,
Tindé took oka ... As a result, there is
bound to be differences among us, what
one man likes may be detested by another

. g0
In another instance, Akandé is displeased with the progress
made about finding Wandé's murderer. Hence, he employs the
proverb which is fashioned against this existing proverb,
'vf iwdj§ 6 se & 19, éyin a ge & pada si' (If onme cannot
make progress, he should be able to retrace his steps) to

express his opinion. The modified version in Ajd T'6 K Lépa
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Ekun (p 98) goes thus:

Bi omodé ko ba si mo ibiti 6 n 1lg, 6
ye k'6 mo ibiti oun ti wa

(If a child does not know where he is

going, he ought to know where he is
coming from)

Akinladé also modifies the proverb:

’

Okun ti ewiré A ri sé& ni ¢ldpaa A ri y9

(The rope that scares the goat is what the
police delight in.)

Okun ti{ ewiré ri té A s4, dun 14mgo oyinbdé
ri t6 4 yo0 (Ta 18 gbingi Oréd p 61)

(The rope that scares the goat is what
fascinates the European.)

In the original proverb, okun (rope) refers to the rank of
policemen whereas in the modified version, okun (refers to
tie. Akinladé himself explicates on what okun (rope)
represents in the proverb thus:

tayl orun r¢ gun gboore

bi ¢jé alufaa.

(his tie is as long as the priest's loins.)
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Modification of proverbs is a mark of originality in the
works of Yorub& crime-fiction writers. Such proverbs

throw more light on the argument being advanced. The
modification also depicts that proverbs are not like

stagnant water. All the different ways in which proverbs

are used in Yoruba crime-fiction show the creativity of the
writer and the elegance such proverbs can add to the language
and the presentation of the materials. The use of proverbs
make the stories interesting and create humour in the context

in which they are used.

5.3%.0 Characteristic Feature of Language

There is no gainsay in the fact that the language
employed by a writer must adequately reflect the theme of
his stories. Hence, there is a peculiar way in which .
language is used to reflect the writer's subject matter.
Registers appropriate to given contexts are employed in
the novels. Usually such registers are peculiar to crime-
fiction where we hear about criminals and how they are
prosecuted. In the discussion that follow, we shall
consider the criminal's language, the detective's use of

language and the language employed in the law courts.
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These registers which are predominant in Yoruba crime-

fiction make it distinct from other novels.

5.3.1 Criminal's Language

The criminals that constitute themselves into a
nuisance in the world of the novel have a peculiar way of
using language. ©Such language use distinguishes them from
other characters in the Yoruba crime-fiction.

We have reiterated that criminals in Okédiji's novels
belong to a cult. Once initiated, they are forbidden to
reveal the cult's secret. Whenever they are out for
operation, they speak a language that is understood by
everybody, but they take care to address themselves by
their cognomens. This is evident during the robbery which

takes place in Agbalagbd Akan (pp 87-95). The criminals

in Aja 1'é leru employ language that is easily understood

by others when discussing issues related to their business.
However, these criminals have a language which is not under-
stood by the un-initiated. Accompanied by this secret
language is the use of signs to gain entrance to their
hideouts. One of such signs is clapping thrice before

revealing their identity. This sign is made by Tafé before
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he could gain entrance to Tidmfyi's house in Aja 1'é leru

(p 79). Another sign is to employ whistle to say the

following four times:
Kitakita tén mbe jeejee 1l'o ku ku ...

(No more disquietude, calm is restored,
restored ...)

The door is thrown widely open for the criminals after

whistling the sign four times in Aja 1'6 leru (p 122).

After the criminals have taken their leave, L&padé who
now understands the significance of this sign employs it

in Aja 1'6 leru (pp 134-135). The old woman throws the

door open after the fourth whistle. ©She tries to shut the
door when she discovers that the signal is employed by an
infiltrator. Okédiji seems to use this as proof to suggest
that men of the underworld have a secret way of communicating.
He seems to suggest that an understanding of the criminal's
code would help in explaining the criminal's operation. This
may perhaps lead to the understanding of how to get them
rounded up.

There is no such restricted code among the culprits
in Akinladé's crime-fiction. This is perhaps so because

theirs is not an organized crime. They walk about freely
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like any other character in the novel after the commission
of crime, hence their language is Jjust like that of any
other character in the novel. It is emphasized in Owd

Eje (p 86), that their atrocities are kept secret:

.«o Awgn ti fdse iru nkan bée ki i fi img
enikeji si i. Lati fi awo ré han elomiran
dabi ki eniyan gbe emi ré 1é eni nda 16w
ooe LP BBY

(... Those who engage in such activities
do not involve a second party. To reveal
the secret to another person is like
risking one's life ...)

Consequently, they do not need a special language in order
to survive. However, a coded message may be employed when
the cat is let out of the bag. For instance, in Agbako
Nilé Tété, Téjlosd's mother in-law sends a coded message
to warn T¢jlhosé to be on his guard. The message reads:

E maa kiyési bi awg ara ati ojd alabi

padpad yéo ti tete 1é mo igbadun

ajidéwe.
(e 92)

(Be careful about the skin and the

[0

awodél

(D

0léri egb
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eyes alabi particularly has known
the enjoyment of life elixir.
Head of awodele group.)

This coded message, which contains some redundant words,
is aimed at distracting the attention of any other person
from the important message it contains. However, the
detective uses his expertee to decode the message. The

essential thing emphasised in the telegram-like message
is:
Kiyési ara alabi ti mo
awodélé
(Be careful Alabi has known
Awddélé)

Criminals may also resort to the use of emotive
language when their activities are uncovered. For

instance, in Aja 1'6é leru (pp 48-52), Salami Kéfbéri's

use of Ijesa dialect to explain his actions is highly
emotive. Though the tone of GbékUta's explanation in

Aja 1'6 leru (pp 128-129) is harsh, the language he employs
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to express his reaction is emotive. OSuch a use of

language is also true of the criminals whose activities

are exposed in Akinladé's crime-fiction. Although the
exposure of their crimes reveal their calousness, criminals
in Akinladé's novels resort to the use of emotive

language to justify their crimes. Such is the case of

EkindayQ in Alosi 01égo (pp 169-171), Told in Ta 16

gbin'gi Ord (P? 576-177) and Adéoglin in Asenibanidéro

(pp 56-59). While the criminals do not dispute their
involvement in the crimes, they employ emotive language
to arouse the sympathy of their audience. This is
perhaps done with a view to make the law enforcement

agents relax the sanctions to bte made against them.

5.3.2 Detective's Use of Language

The detective uses language in a way that set it
apart from that of the other characters in the novels.
The detective resorts to the use of interrogative
sentences to request for information from the addressee.

The addressee include suspects, the victim's acquiantance
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and sometimes the criminals or the medical doctors who
perform the post-mortem examination in novels where
murder is committed. ©Such questions are introduced by
Ta ni/Ta 16, ki ni, Ird éniyan wo. Although there are
no interview sessions in Okédiji's crime-fiction, some
of the question tags above are employed to find out

some facts. For instance, in Aja 1'6 leru (p 80), the

detective's assistant asks Tiamiyu about T¢léani's

whereabout. He says:

"... Tani gbé e?"

("... Who kidnapped her?")

Such questions are however predominant in Akinladé's

crime-fiction during the interview sessions. For example,

in Owé Te Amookunsika (p 13), Akin Oldsina asks Jidé.

n

«eo Kini pa Femi? Tani fun un ni

nnkan je? ...
("... What killed Femi? Who poisoned him ...?")

This type of question is also asked in Ta 16 gbin'gi Oréd

(p 45). 1In Alosi 01¢go (p 79), the detective asks Doctor

Abimbgla this question:

"

... Kini éro re nipa ird enia ti g¢daran
naa je? Enia kukuru ni, tabi gigun?"
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("... What do you think about who the
criminal is? Is he short, or tall?")

Such question is also asked in Ajd T'8 X L&pa Ekun (p 39).

"... ird éniyan wo le ro pe o lu baba
ndd ni or{ fQ?... ZEniyan tiétfé ni
tabi igiripa?"

("... what type of person do you think
broke the man's head? ... Is he thin
or strongly built?")
The way detectives elicit information from the criminals
is unmistakable as no other character use language for such
a purpose,
The everyday language used during the investigations
is peculiar to the nature of their detective's job. What
is evident is their choice of words which are related to
crime. Such words include olé (thief), apdniydn (murderer),
ehanna (hooligan), ¢daran (criminal), arifin (criminal),
fura si (suspect), iwddif (investigation), mi (arrest) and
a host of others,
Although their use of the restricted code is slightly
different from that of the criminals, it is used for secrecy.

There is an example of a coded message in Alosi Q1dgo

(p 114). Tindé AtqQpinpin writes to inform Akin O0ldsina
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about his findings at Ifélédun. Nobody understands the
content of the letter except Akin Oldsfna. The letter

goes thus:

lk4nxt2m4

mSxt4xr4xek7nr4nxklnxtix

5xg/nxn4x3s3xblt1xm3f 1xt4x5xs4xj3x115s4
S5r7k6xr3xn4xlklngb3x

lgbbmlb4wbBnx3gbénxlslm?

4 jéngbonxm4rlinxt7nxti4xs313
Z2n4klnx17x11y4xt4xSxwlx]l tlaxtZm4d4r2xpl.
2m4x111irlxj 3-x6mm4n7x1w6nx An4xt4x1wbnx616plx
f7rlxs4

mllxb6xk41k41l.
t7nd2

The key to this coded letter is found in the vowels as
exemplified below

aeeioon

1.2 5085506 07
The alphabets are supplied in the letter, the vowels are
represented by numbers while x indicates the space between
two words. Using this key to decode the letter, it will

read thus:
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Akin temi,
Mo ti ri okunrin kan ti
é gun ni ese bata méfa ti o si jé alosi
Oriko ré ni Akangbé
Agbomabiwgn, egbén Asami.
ijongbon miran tién ti sele
Enikan lu Layi ti o w& 1ati Temidire pa.
E mi alara je okan ninu awon eni ti awon o¢lgpa
fura si
Maa bo kiakia. i
Tdindé
(My dear Akin,
I have seen a man who is
6 feet tall and who uses the left hand
His name is Akangbé
Agbdmabiwon, Asami's elder brother
There is another problem
Someone has killed Layi who comes from Temidire
I am one of those whom the police
suspect.
Come over immediately

! Tunde. )
This coded message is used to limit the readership to a
level. It brings about innovation and shows the author's
ingenuity. Apart from the example above there is no other
instance where this type of coded message is employed by
the detective or his assistant in Yoruba crime-fiction.
This is perhaps due to the fact that the detective do not

always need such a restricted code before he can carry out
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a successful investigation.

One of the characteristic featureSof the Yorubé
crime-fiction is the language employed during court
sessions. It need be noted that no such court sessions
are evident in Ok&dij{'s crime-fiction, hence the use of
language discussed below is a peculiarity of Akinladé's

crime-fiction. Ekdnday is imprisoned in Alési 014gg

(p 163) while the proceedings of Sfard Owdyemi's case is

narrated in Owé Ej¢ (pp 109-110). It is only in Ta 16
Gbin'gi Oré, Asenibiniddrd and Ow§ Te Amddkinsikd that the

court scene is presented. The register employed is the one
employed only within the court.
Usually, the prosecutor charges the accused by using
the following set phrases:
Iwg... 18arin osu/nf ¢jd... a fi
ésun kan § pé... O jébi ab'do jevi?

(You... between the months of/on such
a day... we charge you that... Are you
guilty or not?)

An example is found in Ta 16 gbin'gi Ord (p 25), where

kkangbé is charged for armed robbery. The prosecutor says:

"Iwg 0jé Akangbe, a fi &sun kan §
pé nf 9jé ketald ogu yif, o digun
jale... O jébi, ab'éo jebi?®
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("You 0jé Akangbe, we charge you that
on the thirteenth of this month, you
were involved in armed robbery... Are
you guilty, or are you not?)

The counsel arguing for the defendant usually begins
his defence with the phrase "oluwa mi" as exemplified in
the excerpt below:

«eo "Oltwa mi, ko si gran idimglu
nind re rara... Mo démgran pé ki
ilé-ejd fi eyi fa a4 1étii"

Asenibénidaro (p 55)

(.es "My Lord, there is no conspiracy
in it ... I submit that this court
should use this case to warn him.")

Other examples are found in Ta 16 gbin'gi Ord (pages 31 and

3%3). The judge who gives his final verdict on the case

before him either says:

Majiyagbé ko jebi... Mo page ki a tu u sile
Owé Te Amookungika (p 55)

(M4jiyagbé is not guilty... My judgement
is that he be acquitted.)

or he may say:
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.+ Onde ti a n pe ni Ojo ko jebi.
A t4 u sfle, ki o maa 19 si ile re

ni alaafia. Ta 16 gbin'gi Oré (p 36)

(«.« the accussed naméd 0jé is not
guilty. We acquit and discharge him.)

We need to add that the choice of words and the set phrases
discussed are relevant to the context in which they are
used. OSuch words and set phrases are not employed out-
side the courts depicted, hence the language employed
during the court cases are characteristic of Akinladé's

crime-novels where the culprits are prosecuted.



CHAPTER SIX
CONCLUSION

There is no doubt that whatever an author writes

has style. In this connection, a vast field of research
in stylistics awaits investigation in literature. In this
study, it has been revealed that Akinladé's major
emphasis of crime is murder which is well suited to being
shrouded in mystery. Such crime is the most grievous one
can commit against a person. Its seriousness is in the
fact that it is irreversible. It seems therefore that
criminals portrayed in his novels must be so embittered,
desperate and, or greedy to resort to no other crime but
murder to achieve their ends. The intensity of murder has
been well expounded in Rockwell (1974: 54) when Nicholas
Freeling explains that:

«.. murder or any other crime, is not

a part of entertainment but an integral

part of life. We are all murderers, we

are all spies, we are all criminals and

to choose a crime as the mainspring of

a book's action is only to find one of

the simplest ways of focusing eyes on
our life and our world.

Ak{n18d& then uses his art to actualize the commission of
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crimes that are real in society. He carries to an extreme
what we dare not touch halfway, and he gives us a view of
things usually from the unnoticed perspective. Mention

is made briefly about crime against property, that is

theft in Asenibdnidird and Agbdko NIi1€ Tété. However, the

presentation and its investigation are markedly different
from that of Okédiji. The exposition of the robbery
syndicate in Agbalagba Akan exemplifies the different nature

of crime against property in Okédiji's novels.

While Akinladé emphasises that order can be restored
through the channel of a private detective with clean
records, Okédijf suggests that such detective need have
some criminal contacts. Consequently, Lipadé capitalises
on his popularity among _his people and police's ineptitude
to establish himself as a force in the war against criminals.
In actual fact, his is the case of the pot calling the
kettle black. What the author tries to emphasise by
Ldpadé's activity is that someone need to spur the police

into action to awaken them and make them act swiftly to

expose errant members of the society. Bothb writers have

shown in their writings that the police as agent of social

control have proven ineffective in combating crime.
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They believe that the individual charged with the

responsibility of operating these institution are at best
passive and at the worst doing the opposite of what they
are employed to do. Okédiji and Akinladé seem to suggest
that the situation is due to the facelessness of govern-
ment, and this makes it seemingly non-existent. Even when
the police are brought in to make arrests in Akinladé's
novels, or to seek for explanations in Okédiji's novels,
these writers do not see them as hercoic figures but as the
legitimate bureaucratic organisation to act as the means
to control crime. It is clear in their writings that
they do not accept police method as the only unquestionable
method to investigate crime. Hence, Akinladé's suggestion
about combating crime has to do with the establishment of
an autonomous unit to supplement police work. He proves
that for such group to succeed, they need the co-operation
of members of the society. Akin Olﬁginé who belongs to the
category of such autonomous detective acts as Akinladé's
mouthpiece when he emphasizes that:

... Nin igbétédsi 14ti ségun awgn

¢daran, ifowésowdpe awon ild se pataki,

nitori agbdjo ow$ 1'a fi i sg aya.

(Ajé T'6 N Lépa Ekun p 69)
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(... In the onerous task of defeating
criminals, co-operation of the citizens
is importent, because unity is strength.)

He reiterates the necessity of this co-operation when he

explains the factors reponsible for the continued increase
in crime:

ees Awon éniyan t{ won A wé ijekidje, ti
won A radQ bo ¢daran, awon 1'6¢ A mu ki
iwa Qdaran maa gbil¢. Bi gbogbo éniyan
il1d bd fowdsowdpd pe¢ld awgn Qtelgmiye,
ko nf { pe t{ iwd Qdaran yio fi késénilé
eee (Ajéd 7'8 X 1épa Fkun p 77)

(... Pepole who are after unwholesome food,

who cover up criminals, are those who make

criminality to thrive. If every member of

society can co-operate with detectives, no

sooner will criminal behaviour disappear...)
Akinladé also demands that the proletariat should achieve
moral and intellectual power while Okédiji adds that they
should have material power before they can combat crime.
While Okédij{ tries in his characteristic manner to create
a sense of urgency needed for successful detective work,
Akinladé makes dedication and legality the necessary tools

for successful detection. We discover that people go
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criminal in Akinladé's novels in an attempt to achieve a
particular end related to wealth and property. The trend
in Okédiji's novels seems to suggest that some people go
criminal in an attempt to forestall, reward or avenge a
crime. He tries to further show that a timid, uninformed
police officer cannot be expected to perform creditably in
modern society where the abilities, capabilities as well
as disgbilities and incapabilities of the police are an
open secret which people such as Lapadé capitalise on.
Okédiji therefore seems to suggest that it is the citizens
who would curb crime. He does not seem to share the view
that total prevention of crime is an attainable goal, but
he believes that citizens can curb crime by being able to
manage it to a reasonable extent.

Akinladé characteristically depicts that all categories
of crimes should be avenged. His belief is that the victim's
class and, or position of the culprit should not in anyway
determine the case worth investigating. He seems to argue
that since human life is the same, the life of a member of
the ruling minority should not be rated higher than that
of the less-privileged member of society. Unlike Ckédiji

who suggests that some men may be more equal than others
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(this is the case with Lipadé who is presented as a superman
who cannot be caught), Akinladé does not believe that cne
offender should be punished while others are left undetected.
It becomes evident in his writings that punishment is of
little value in deterring others if all category of offenders
are not caught. He therefore suggests that offences committed
by the rich and poor alike should make both end up behind bars.
This suggests that Akinladé has faith in the judicial system
in which sympathisers of victims find themselves in his
novels. Okédiji however suggests that an overhall of the
judiciary and law enforcement system would reduce crimes and
criminality. He also suggests that there is the element of
luck by which a criminal character like Lapadé does not only
get away with his crime but is also regarded as the opposite
of what he actually is.

Ak{fnladé's works emphasise that in the last instance,
it is the judiciary - an arm of the state that has the
final say on the fate of criminals who are apprehended.
Hence, with the ultimate discovery of the criminal,
Akinladé reveals that he is handed over to law enforcement
agents for subsequent prosecution and judgement in the courts.
Despite the fact that his stories constantly claim
that the laws of the land fall on all who commit crime
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regardless of their status and position, none of Akinladé's
novels present in detail the court proceedings. There are
few court-room scenes in which there are dramatic trials.
In most of his novels, the judgement delivered is either
reported in the newspaper or summarised in a few sentences
to inform readers that the criminal is punished.

Although Lapadé is an indispensable aid to police in
Okédiji's works, his activities pose a threat to the
stability of the state law. There is the question of how
much power a detective can be entrusted with particularly
when he has himself assumed authority illegally. Hence,
AGdu continually impresses it upon readers that Lapadé is
outstepping his bounds. Viewing L4padé's interference in
the arrest of criminals from the perspective of the law
of the state, Addu concludes that he is not qualified to
pursue criminals the way he does. According to AdGdu:

<.+ Ofin k6 fun enikeni 1l4ye lati méd

a d4 oro awon arifin pari afi kootu
nikan ... (4ja 1'8 leru p 186)

(«s. The law does not permit anyone to
decide criminal cases, only the courts
CAR eoe)

Consequently, Lapadé's activities are seen as a threat to
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the security of the state - in terms of violating the
laws promulgated by government. Hence, Audu informs him
that he would be prosecuted on this in Agbalagba Akan

(p 189).

Despite the fact that Lapadé wages wars on criminals,
he is actually oppressing members of his own class.
Okédiji is probably trying to suggest that if some people
within a class could be set against other members of the
class, such a class would be divided and would not be able
to muster its forces to rise against the ruling class.
Akinladé's presentation, however, shows that sometimes,
the less privileged strive to emancipate themselves from
the oppressing class. This attempt at emancipation is not
really a fight against the owner of property, rather it
involves skillful planning on the part of some people to
change their status by inheriting some of the wealth of
the rich through impersonation as is the case in Alodsi

01dgQ and = Agbdko Nilé Tété. It is only in

Tal'é Pa Qmooba that someone nurses the idea to fight the

oppressor but he is not privileged to execute his plan
before the oppressor is killed by someone else. There is

therefore no conscious effort on the part of both authors
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to make the oppressed masses fight to free themselves from
the yoke of the oppressive few. Their major concern as
expressed in their presentation is to highlight the
different facets of crime and suggest necessary steps to
be taken for combating it. Since readers crave explana-
tions on the hidden aspects of their lives, Okédiji and
Akinladé provide such explanations by enlarging ;xperience,
giving meaning and significance where none was before.
Hence, in their crime-fiction, a detective comes in like
an avenging deity to solve the central mystery which
puzzles readers.

In their presentation of character, Lépadé is
revealed as a heavy smoker in Okédij{'s novels while in
Akinladé's novels, Akin Oldsina is depicted as a heavy
drinker. Both hold a poor opinion about the police. But
while Lépade loves to humiliate and keep the police in
suspense, Akin Oldsfina tolerates and works in collaboration
with them by inviting them to make arrests when the need
arises. To Ldpadé, society is infinitely valuable because
he finds himself in a position to fight for it against
criminals. Unlike Akin Olisina, Lipadé is a traitor to

the social values he is trying to protect as he willingly
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cheats the criminals out of their illegitimate wealth.
But with elusive and skilled criminals impervious to
guilt in Akinladé's novels, the special skills, dedication
and honesty of Akin Olisind make crime control convincing
in the stories. VWhereas Tundé AtQpinpin reveals nothing
about his own individuality in Akinladé's works, Tafa
Lé&wé1é whom Barber (1979: 3%) describes as the 'great word-
spiner' and the 'tireless verbal artist', in Okédiji's
works conveys his own character in the most explicit terms.
While Tundé AtqQpinpin helps Akin Oldsina with his deep
thoughts, Tafd Lawdlé offers no intelligent assistance
but his psycho-physical propensity nonetheless makes him
very useful for Lédpadé in the pursuit of the dreadful
criminals. Almost every character in Okédiji's crime-
fiction has one thing or the other to say about his behaviour
but this is not so in Akinladé's works. Akinladé however
characteristically describes his character's behaviours
whereas readers are privileged to watch characters in
action in Okédiji's works. The use of titles deriving
from sex and marital status is also characteristic of the
character depiction style in Akinladé's novels. Both

writers employ the Islamic name in their works but the use

of such a name is more predominant in Okédiji's works
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while the use of christian names is peculiar to Akinladé's
works. Another major difference in the works of both
authors is the characteristic use of cognomens and the
interior monologue in Okédiji's works.

The most striking aspect of their style is structure.
The structure of their stories as a whole is organic,
closely linked and moving to a climax of plot and meaning.
Both writers' works have the introductory aspect which
gives a background to the crime and crime investigation.
The structuring of the aspects that deal with crime and
its investigation coupled with the subsequent resolution
are markedly different in the works of both authors. The
crime cannot be separated from its investigation in
Okédiji's works since both of them occur simultaneously.
However, in Akinladé's works, it is after the commission
of crime that the detective is brought in. There is an
unchanging basic structure in the novels but each story
has something different (the nature of the crime, the
diverse set of victims and the different investigative
techniques) in its structure. The whole structure blends
together in Yorubd crime-fiction.

Although Okédiji's narrator does not have the complete
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omniscience which Akfnladé's narrator has, both narrators
present the narrative in a mixture of dramatized scene,
described scene and narrated scene. The identity of the
characters in the dramatized scene in Akinladé's crime-
fiction is always indicated while this is not necessarily
so in Okédiji's crime-fiction. In the presentation of the
described scene (this. is more predominant in Okédiji's
works)s it is discovered that Akinladé's descriptive ability
cannot match that of Okédiji, their use of the narrated scene
is also markedly different. In Okédiji's novels, characters
relate previous events which had been briefly mentioned
while in Akinladé's novels, criminals who have

been rounded up now narrate’ how they plan and execute

the criminal act which has up till then remained a mystery.
Okédiji's use of the mass media is only educative, it

adds nothing to the development of the plot as it does in
Akinladé's works. It is only in Akinladé's crime-fiction
that the epistolatory technique is employed to present

part of the stories. The comments incorporated into the
crime-fiction of Okédiji is non-didactic whereas there is
the incorporation of didactic comments in Akinladé's crime
fiction.

We also discover in this study that in all uses of
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language, a world view is being more or less consistently
elaborated. Akinladé's use of language has revealed that
his attempt at writing the type of crime-fiction he writes
is an attempt to transcend and perhaps translate personal
experience, to try tc give a universal and comprehensive
significance of things. He has then striven to translate
ideas and observation into character and narrative. His
language is simple and straight forward, so it is not
difficult for the reader to follow his line of argument.
Akinladé seems to follow Lucas's (1955: 65) injunction

that:

.-+ the writer of pure literature

hopes to be read by men whom he does
not know - even by men unborn... He
must therefore write more to please
himself, trusting so to please others
«++ He may show this unknown audience
the courtesy due to any audience, of
communicating as clearly as he can what
he thinks and feels.

The suggestion in Akinladé's prose is that we look straight
at our world and know it. No matter how ordinary his
sentences may be, they are unique. The vitality of
Akin1adé's novels can be attributed to a number of factors

ranging from his choice of intricate plots to simplicity of
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theme and language use. These elements achieve their
effects of total vitality cumulatively. What complexity
his works have is largely due to the intricate manipulation
of the complicated plots. He is a master in so far that
he sees deep into bhuman motives and shows them in action.
His treatment of issues are so realistically brought to
the reader in circumstances similar to those he often
meets in real life. Akinlade demonstrates a sound grasp
of complex subjects people shy away from. His knowledge
of police work and Jjudicial preocedure coupled with his
familiarity with social l1life in hotels and parties, the
presentation of the trend of events and explanation of the
mysterious crimes make his writing a success.

Okédij{ on his part has demonstrated in his use of
language and presentation of facts that a deeper understand-
ing of the way criminegls operate is needed before any
positive step is taken to combat crime. His cultural
knowledge and insistence on action has made him accomplish
a fine technical feat. The images, choice of a detective
with sufficient charisma and concentration on crimes
committed by the less affluent members of society and their

presentation by Okédiji make his writings distinct. Just
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as Okédij{ uses the form that suits his stories, Akinladé
employs a form which allows him the best opportunity to
express his conception of society's moral crises. Although
Isgléd (1978: 211) sees Okédiji's language as more artisti-
cally gratifying than AkI{nladé€'s language which he classi-
fies as casual, this does not necessarily mean that
Akfnladé is less competent as a novelist. Both writers
know fhe potency of proverbs, hence their manipulation of
proverbs to adorn their works. Their characteristic use
of imagery, their sentence structure and the attempt to
make clarity their watchword have made their works a
success. The mere fact that some of these devices are
more predominant in Okédij{'s crime-fiction do not justify
placing him in a separate class. We discover in the study
that regardless of the slight differences in both author's
writings, Ok&diji's and Akinladé's use of language serve
ultimately the same purpose: to impose order upon chaos,
to give structure and meaning to the secret travail which
ordinary life conceals.

We have demonstrated in the study that style is not
ornamental or something separate from, or subordinate to

the action, presentation and ideas expressed in the novels.
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Each element, we discover, is dependent on others to
contribute something to the development of the stories.
The Yoruba crime-fiction writers presentation of every
aspect of their stories and the artistry with which the
stories are told renew reader's interest in wanting to
read the stories all over. The writer's peculiar way of
presentation heightens the reader's anxiety and the urge
to read it all over is created. Murch (1958: 257) explained
that

.++« We can feel confident that so

sturdy a genre has not yet exhausted

its vitality or its capacity to

surprise, and as long as readers seek

in their fiction for entertainment that

exercises their wits, so long will new

writers of talent, perhaps brilliance,
come forward to take up the challenge.

Consequently, we hope that prospective writers will look
into the white-collar crimes, that is, crimes perpetrated
in government establishments and the '419' crimes (the
recent vogue in town) to ascertain whether or not its
investigation can be as exciting as the crimes exposed by
earlier Yoruba crime-fiction writers. Would-be crime-

fiction writers should also strive to add an extensive
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knowledge of prison-life and a familiarity with the
psychology of the criminals.

We also believe that the contribution of all aspects
of formal description to stylistic effect would add another
dimension to the analysis of texts. In the face of lack of
scholarship on this aspect of style, we wish to suggest
that researchers should work on it to provide further
insights about the analysis of a writer's style. Future

researchers can also study Okédiji's style in Atétd Arére

as this will provide deep knowledge about Okédiji's other
novel. Other areas that may interest future researchers
include: the stylistic study of Yoruba Political Novels,

the style of Omgyajowd's novels and that of individual
novelists, readers' response to individual novelist's works,
and a linguistic study of the Yoruba novel. Research into
these areas and other aspects of étylistics will provide
more knowledge about the Yorubé novel and contribute

immensely to our appreciation of its stylistic value.



BIBLIOGRAPHY

Abrams, M.H. (1981) A Glossary of Literary Terms, New York:
Rolt, Rinehart and Winston.

Adéwdlé, S.A. (1987) 'Crime and African Traditional
Religion', Paper presented at the 20th
Annual Religious Studies Conference, llth-
14th August, University of Ibadan.

Adébgowdlé, O. (1991) 'Sangbd FqQ!: A Satire of Nigerian
Politics' in Journal of Issues in Social
Science, Vol. I No. % ed. Awaritefe, A.
Lagos: Abimas Nigeria Company pp 35-41.

Ad€lqlé, I.0.A. (1991) 'Some Problems in Prison Administra-
tion in Nigeria: A Study of Ondo State
Prisons' in The Nigerian Journal of Social
Science and Humanities, Vol. 1, No. 1 ed.
Ad&1qlE, I.0.A., I18sa: Dabi Press

pp 43%-53.

Agbéyq, O0.E. (1987) méydjows: Onkowé Itén-Arosg
m Yorubad, B.A. Long Essay,
Qbafemi AwolQwgo University, Ilé-Ife.

Ajibgléa, B. (1987) 'Crime, Its Control and Cure in Nigeria:
The Role of the Bar, the Bench, and the
Government', Paper presented at the 20th
Annual Religious Studies Conference, 1llth-
14th August, University of Ibadan.

Akinladé, K. (1971a) Qwé Tg Amodkunsika, Lagos: Macmillan
Nigeria ishers Ltd. ‘

(1971b) Tal'é Pa Qmooba?, Lagos: Macmillan
Nigeria Publishers Ltd.

(1974) Alosi 018go, Ikeja: Longman Nigeria
Ltd.

(1976) owé Eje, Ibadan: Onibgnojé Press.

(1979) Ajéd T'Sé N Lépa Ekun, Ikeja: Longman
Nigeria Ltd.




362

Akinladé, K. (1980) Agbako Nilé Tété, Ibadan: Evans
Brothers (Nig. Pub.) Ltd.

(1982) Asenibanidiro, Ibadan: Heinemann
Educational Books (Nig.) Ltd.

(1985) Sangbéd Fé!, Ibadan: Paperback Publishers

(1986) Ta L6 Gbin'gi Oré?, Ibadan: Evans
Brothers (Nig. Pub.) Ltd.

Akinyemi, A. (1989), A.'Il0 Inégije bi ifiwawe¢dd nind awon
iwé itan-arose Okédiji', iwé 3piléko ti a ka
nibi apérd Egbé Onimg Edé Yorubad ni Unifésiti
Ibadan, 17th-19th August.

Allot, M. (ed.) (1965) Novelists on the Novel, London.
Routledge and Kegan Paul.

Andreano, R. and Siegfried, J. (ed.) (1980) The Economics
of Crime, Massachusetts: Schenkman Publishing
Company.

Arémd, A. (1986) Agbékalé ati Ede K§1l4 Akinladé, nind
Asenibanidaro ati Aja T'6 N Lépa Ekun,
B.A. Long Lkssay, 0.A.U., Ile-Ife.

Awéniyl, T. (1975) 'Omoluabi: The Fundamental Basis of
Yoruba Education' in Yoruba Oral Tradition
ed. Abimbola, W., Ile-Ife, Department of
African Languages and Literatures, pp 357-388.

Awbyalé, Y. (1989) 'Amilo ofin ofg nind itidpale Igé Litiréso'
Ipadé Eda Ede ati Litireso in Semina Ni iranti
J.S.A. Odujinrin, (ed.) Adébajo, S pp 141-168.

Awéyele, A. (1988) Ajekd Laye, Ibadan: Onibonoje Press
Bk Ind. Ltd.

Babb, H.S. (ed.) (1972) Essays in Stylistic Analysis, New
York: Harcourt Brace Jovanoivich Inc.

Bamidurd, F.A. (1983) Oladejo Okédiji and Trickster Tradition,
M.A. Project, University of Ibadan.




363

Barber, K. (1979) ‘ﬁgciology of Yoruba written Literature:
Faginwa and Okédiji, Faper presented at the
Department of African Languages and Literature
Seminar, University of Ife, Ilé&-If¢.

Beardsley, M.C. (1958) Aesthetics, New York: Harcourt,
Brace and vorld.

Bennet, D. (1979) 'The Detective Story: Towards A Definition
of Genre' in PTL: A Journal for Descriptive
Poetics and Theory of Literature, Vol. 4
4, No. 2, Hrushovksi, B. (ed.) Amsterdam:
North-Holland Iublishing Co.

Booth, W.C. (1961) The Rhetoric of Fiction, Chicago: The
University of Chicago Press.

Boulton, M. (1975) The Anatomy of the Novel, Boston:
Routledge and Kegan Faul.

Brooks, C. and Warren, R.P. (1943) Understanding Fiction,
New York.

Brown, R. and Gilman, A. (1972) 'The Pronouns of Fower and
Solidarity' in Language and Social Context,
Giglioli, P.P. (ed.) Pengium =Zduc. Books.

Brownell, #.C. (1924) The Genius of Style, New York:
Charles Scribner's Sons.

Burn, E. (1939) Introduction to Marxism, Great Britain:
Lawrence and Winshart Ltd.

Burtler, C.S. (1985) Systemic Linguistics. Theory and
Applications, London; Batsford Academic and
bducation Ltd.

Burton, S.H. (1973) The Criticism of Prose, London:
Longman Group Ltd.

Castaneda, H. (1979) 'Fiction and Reality: their fundamental
Connections' in POETICS: International Review
for the Theory of Literature, Vol. 8 No. 1/2
Van Dijk, T.A. (ed.) North Holland Publishing
Co. pp 31-62.




y
: Ze4

Cavan, R.S. (1962) Criminology, New York: Thomas Y. Crowell.

Chang, D.H. (ed.) (1976) Criminology: A Cross Cultural
Perspective, Vol. 1, New Delhi: Vikas
Publishing House.

Chapman, R. (1972) Linguistics and Literature, London:
Edward Arnold Pub. Ltd.

Chatman, S. (19Y/1) Literary Style: A Symposium, London:
Oxford University Press.

Classen, E. (1917) Style and Composition, London: Macmillan
and Co Ltd.

Copperud, R.H. (1965) A Dictionary of Usage and Style, New
York: Hawthorn Books, Inc.

Coser, L.A. and Rosenberg, B. (1957) Sociological Theory:
A Book of Readings, New York: Macmillan Pub.

Co. Inc.

Cramer, A.J. (ed.) (19/8) Preventing Crime, London: Sage
Publications.

Crystal, D. and Davy, D. (1969) Investigating English Style,
London: Longman Group Ltd.

Daiches, D. (1948) A Study of Literature, London: Oxford
University Press.

Darbyshire, A.E. (1971) A Grammar of Style, London: Andre
Deutsch Ltd.

Délang, I.0. (1966) Aiye D'aiye Oyinbé, New Jersey: Thomas
Nelson and Sons.

Dobrée, B. (1964) Illodern Prose Style, London: Cxford
University Press.

Drew, E.A. (1967) The Modern Novel, Washington: Kennikat
Press, Inc.

Eagleton, T. (1976) Criticism and Ideology: A Study in Marxist
Literary Theory, London: Bumanities Press.




265

Eagleton, T. (1976) Marxism and Literary Criticism,
California: University of California Press.

Ellis, J.M. (1970) 'Linguistics, Literature and the Concept
of Style' in WORD: Journal of the International
Linguistic Association, Vol. 26, No. 1, Heller,
L.G. et.al (ed) pp 65-78.

Epstein, E.L. (1978) Language and Style, London: Methuen
and Co. Ltd.

F4dipé, N.A. (1970) The Sociology of the Yoruba, Ibadan
University Press Ltd.

Fokkema, D.W. and Kunne-Ibsch, E. (eds.) (1977) Theories
of Literature in the Twentieth Century,
London: C., Hurst and Co (Publishers).

Forster, E.M. (1927) Aspects of the Novel, London: Edward
Arnold and Co.

Fowler, R. (1966) Essays on Style and Language, London:
Routledge and Kegan Paul.

(1971) The Languages of Literature. London:
Routledge and Kegan Paul.

(1973) A Dictionary of Modern Critical Terms,
London: Routledge and Kegan Paul,

(1975) Style and Structure in Literature.
London: Basil Blackwell and Mott Ltd.

(1977) Linguistics and The Novel, London:
Methuen and Co. Ltd.

Freeman, D.C. (1970) Linguistics and Literary Style, London:
Holt Rinehart and Winston, Inc.

Garvey, J. (1960-1961) 'Ernest Hemingway: The Meaning of
Style' in Modern Fiction Studies: A Critical
uarterly published by the Modern Fiction Club,
%OI. VL, No. 4, Winter. pp 298-313,




366

Goldknopf, D. (1972) The Life of the Novel, Chicago and
London: The University of Chicago Press.

Gugelberger, G.M. (1985) Marxism and African Literature
U.S.A. African World Press, Inc.

Hale, N. (1963) The Realities of Fiction, London: Macmillan
and Co. Ltd.

Halliday, M.A.K. (1970) Language Structure and Language
Function in Lyons, J (ed.) New Horizons in
Linguistics, England, Penguin Bks Ltd.

Halliday, M.A.K. (1985) An Introduction to Functional
Grammar, London: Edward Arnold.

Harries, K.D. (1974) The Geography of Crime and Justice,
New York: Mc Graw-Hill Books Co.

Hartley, L.P. (1962) 'The Novelist's Responsibility', in
Essays and Studies, White, B. (ed.), London:
John Murray pp 73-86.

Harvey, W.J. (1965) Character and the Novel, London:
Chatto and Windus Ltd.

Hewitt, D. (1972) The Approach to Fiction, London: Longman
Grp. Ltd.

Holland, N.N. (1966) 'Style as Character: The Secret Agent',
in Modern Fiction Studies, Vol. XII No. 2,
Summer Pp 221-231.

Idowd, B. (1962) Olédumaré: God in Yorubd Belief Ikeja
Longman Nigeria Ltd.

Is9la, A. (1976-77) 'The Detective Novel in Yorub&' in
Department of African Languages and Literature
Seminar Series, No. 1, Part 11 Pp 490-508.

(1978) The Writer's Art in the Modern Yorubéd
Novel, Unpublished Ph D Thesis, University
of Ibadan.

Jeboda, J. (1964) Cléwélayémo, Ikeja: Longman Nig. Ltd.




367 -

Johnson, S. (1960) History of the Yoruba, Lagos: C.M.S.
Bookshops.

Knight, S. (1980) Form and Ideology in Crime Fiction,
London: The Macmillan Press Ltd.

Knudten, R.D. (1970) Crime in a Complex Society: An Introduc-
tion to Criminology, The Dorsey Press.

Lenin, R. (1959) The Three Sources and Three Component Parts
of Marxism, Moscow: Progressive Publishers.

Lennin, V.I. (1973) Karl Marx and His Teaching, Moscow:
Progress Publishers.

Liddel, R. (1953) Some Principles of Fiction, London:
Jonathan Cape.

Lubbock, P. 1926) The Craft of Fiction, London: Jonathan Cape.

Lucas, F.L. (1955) Style, London: Cassell and Co. Ltd.

Lukdcs, G. (n.d) 'Marx and Engels on Aesthetics' in Writer
and Critic and other Essays (ed. and translated
by Prof Arthur Kahn) London: Merlin Press.

Martin, H.C. (1958) Style in Prose Fiction: N. York:
Columbia University Press.

Mayhead, R. (1965) Understanding Literature, Cambridge
University Press,

Millic, L.T. (1969) Stylists on Style, N. York: Charles
Scribner's Sons.

Momodu, D. (1982) Itan Ardsq Qtelémﬁ¥§, B.A. Long Essay
University of Ife, Ile-Ife.

Muir, E. (1963) The Structure of the Novel, London: The
Hogarth Press.

Murch, A.E. (1958) The Development of the Detective Novel,
London: Peter Owen Ltd.

Ngara, E. (1982) Stylistic Criticism and the African Novel,
N. York: Heinemann Books. :




Nkosi, L.
O'Connor,

Ogiindé ji,

Oginsina,

268

(1981) Tasks and Masks-Themes and Styles of

W,

P(

B-

African Literature, London: Longman Group Ltd.

V. (ed.) (1962) Forms of Modern Fiction,
Bloomington: Indiana University Press.

A. (1988) A Semiotic Studngfmggyé_LédiiEg's
Mythico-Historical Plays, Unpublishe 1D.
Thesls, University of lIbadan.

(1976) The Development of Yoruba Novel,
Unpublishe 5 esis, University of
Ibadan.

(1987) The Sociology of the Yorubi Novel:

Oglinyemi ,

R.

A Study of Isaac Thomas, D.0. Fagunwa and
Qladejo Okedijili, Unpublished Ph.D. Thesis,
University of Ibadan.

A. (1983) The Language and Style of AfqQldbi
1ébimtén with particular reference to
ekeré Fkun and Baba Rere, M.A. Project,
University of Ibadan.

Okédiji, 0. (1969) Aja 1'S leru, Ibadan: Longman Nig. Ltd.

(1971) Agbalagba Akan, Ibadan: Longman Nit. Ltd.

(1981) Atété Arére, Ibadan: U.P.L.

(1987) Sangd, lbadan: Onibonoje Press and Bk
Ind., Ltd.. .

014bodé, A. (198l1) The Semantic Basis of Metaphors and

Related Tropes in Yoruba, Unpublished Ph.D.
Thesis, University ol Ibadan.

(ed.) (1989)'Ifojl-ihun-wo ati atényéwo ihun
Ese-Ifa' in Yorubd: A Journal of the Yoruba
Studies Assoclation of Nigeria, opecial Edition,

pp 84-95.




369

Qlébgdé, A. (1989) 'Ibayemu nind itan ardso Akinladé
nind Sémina ni irdnt{ J.S. Odujinrin ed.
S. Ad%bajo, 0SU, Ago-Iwoye.

Qlibimtan, A. (1973) Ayanmé, Lagos: Macmillan Nig (Pub.)
Ltd.

(1977) Baba Rere, Lagos: Macmillan Nig.
(Pub.) Lt

Qlédjubu, 0. (ed.) (1979) Iwé Asa Ibilé Yorubd, Lagos:
Longman Nig. Ltd.

olifajo, A.G. (1988) Iwa Odaran Nind Itan Ardso Qtelémuyé
Yorubd, M.A. Project, Qbafemi AwolQwoQ
University, Ilé-Ifé.

0likdéjd, E.O. (1991) ‘'Ifiwawédd Fifdinnitumd'. Paper
delivered at the 2nd Odujinrin Memorial
Lectures - April 4-6, Ogun State University

Ago-Iwoye.

quyaaowo, J.A. (1961) Itan Adégbésan, Ikeja: Longman
Nig. Ltd.

(1963%) Bayo Ajomogbé, Ikeja: Longman Nig. Ltd.

Reiss, A.J. (1971) The Police and The Public, New Haven
Yale University Press.

Riffaterre, M. (1959) 'Criteria for Style Analysis' in WORD:
Journal of the International Linguistic
Association, Vol. 15 No. 1, William-Diver,

April pp 154-174.

Robey, D (ed.) (1973) Structuralism: An Introduction,
Oxford: Clarendon Press.

Rockwell, J. (1974) Fact in Fiction, London: Routledge
and Kegan Paul.

Rouse, W.H.D. (1941) 'Style' in Essays and Studies, Vol.
XXVIII, Nowell Charles Smith (ed.), Oxford
Clarendon Press, pp 52-65.




/
/

270 /

Sandell, R. (1977) Linguistic Style and Persuasion
London: Academic Press Inc. (London) Ltd.

Sayce, R.A. (1953) Style in French Prose, London: 0.U.P.

Scholes, R. (1974) Structuralism in Literature, London:
Yale University Press.

(1975) Elements of Fiction, London: 0,U.P.

Schuessler, K. (ed) (1973) Edwin H. Sutherland On Analyzing
Crime, Chicago: The University of Chicago Press.

Scott, W. (ed) (1962) Five Approaches of Literary Criticism
N. York: Collier.

Sebeok, T.A. (ed) (1960) Style in Language, Massachusetts,
The M.I.T. Press.

Selden, R. (1985) A Reader's Guide To Contemporary Literar
Criticism, Kentucky: The University Press of
Rentucky.

(1989) Practicing Theory and Reading Literature:
An Introduction, Kentucky, The University Press
of Kentucky.

Spencer, J. (ed) (1964) Linguistics and Style, London:

Stanzel, F. (1971) Narrative Situations in The Novel,
Indiana: Indiana University Press.

Stevick, P. (1967) The Theory of The Novel, New York:
The Free Press.

Tamung, T. (1987) 'Traditional Methods of Crime Detection
and Control', Paper Presented at the 20th
Annual Religious Studies Conference, llth,
14th August, University of Ibadan.

Tillotson, K. (1959) The Tale and The Teller, London:
Rupert Hart-Davis.




371

Traugott, E. and Pratt, M.L. (1984) Linguistics for
Students of Literature, Jovanovich:
Harcourt Brace.

Ullman, S. (1964) Style in The French Novel, Oxford:
Basil Blackwell,

(197%2) Meaning and Style, Oxford: Basil
Blackwell.

Watt, I. (1957) The Rise of The Novel, Pelican Books.

Wellek, R. and Warren, A. (1949) Theory of Literature,
N. York: Harcourt, Brace and World.

Werner, A. and Kurt Braunmuler (1973) 'Toward a Theory of
Style and Metaphor', in POETICS: Interna-
tional Review for the Theory of Literature,
No. 7, Van Dijk, T.A. (ed) pp 103-149.

Willians, R. (1977) Marxism and Literature, London:
Oxford University Press.

Woltersfroff, N. (1979) ‘Character and their Names' in
POETICS: International Review for the Theory
of Literature, Vol. 8, No. 1/2, Van Dijk,
T.A. (ed) April pp 101-127.

Yemiitan, 0. (1963) 1jd14 Aré Qde, Ibadan: U.P.L.
(1972) Gbgbaniyi, Ibadén: U.P.L.




	scan0001.pdf
	scan0002.pdf
	scan0003.pdf
	scan0004.pdf
	scan0005.pdf
	scan0006.pdf
	scan0007.pdf
	scan0008.pdf
	scan0009.pdf
	scan0010.pdf
	scan0011.pdf
	scan0012.pdf
	scan0013.pdf
	scan0014.pdf
	scan0015.pdf
	scan0016.pdf
	scan0017.pdf
	scan0018.pdf
	scan0019.pdf
	scan0020.pdf
	scan0021.pdf
	scan0022.pdf
	scan0023.pdf
	scan0024.pdf
	scan0025.pdf
	scan0026.pdf
	scan0027.pdf
	scan0028.pdf
	scan0029.pdf
	scan0030.pdf
	scan0031.pdf
	scan0032.pdf
	scan0033.pdf
	scan0034.pdf
	scan0035.pdf
	scan0036.pdf
	scan0037.pdf
	scan0038.pdf
	scan0039.pdf
	scan0040.pdf
	scan0041.pdf
	scan0042.pdf
	scan0043.pdf
	scan0044.pdf
	scan0045.pdf
	scan0046.pdf
	scan0047.pdf
	scan0048.pdf
	scan0049.pdf
	scan0050.pdf
	scan0051.pdf
	scan0052.pdf
	scan0053.pdf
	scan0054.pdf
	scan0055.pdf
	scan0056.pdf
	scan0057.pdf
	scan0058.pdf
	scan0059.pdf
	scan0060.pdf
	scan0061.pdf
	scan0062.pdf
	scan0063.pdf
	scan0064.pdf
	scan0065.pdf
	scan0066.pdf
	scan0067.pdf
	scan0068.pdf
	scan0069.pdf
	scan0070.pdf
	scan0071.pdf
	scan0072.pdf
	scan0073.pdf
	scan0074.pdf
	scan0075.pdf
	scan0076.pdf
	scan0077.pdf
	scan0078.pdf
	scan0079.pdf
	scan0080.pdf
	scan0081.pdf
	scan0082.pdf
	scan0083.pdf
	scan0084.pdf
	scan0085.pdf
	scan0086.pdf
	scan0087.pdf
	scan0088.pdf
	scan0089.pdf
	scan0090.pdf
	scan0091.pdf
	scan0092.pdf
	scan0093.pdf
	scan0094.pdf
	scan0095.pdf
	scan0096.pdf
	scan0097.pdf
	scan0098.pdf
	scan0099.pdf
	scan0100.pdf
	scan0101.pdf
	scan0102.pdf
	scan0103.pdf
	scan0104.pdf
	scan0105.pdf
	scan0106.pdf
	scan0107.pdf
	scan0108.pdf
	scan0109.pdf
	scan0110.pdf
	scan0111.pdf
	scan0112.pdf
	scan0113.pdf
	scan0114.pdf
	scan0115.pdf
	scan0116.pdf
	scan0117.pdf
	scan0118.pdf
	scan0119.pdf
	scan0120.pdf
	scan0121.pdf
	scan0122.pdf
	scan0123.pdf
	scan0124.pdf
	scan0125.pdf
	scan0126.pdf
	scan0127.pdf
	scan0128.pdf
	scan0129.pdf
	scan0130.pdf
	scan0131.pdf
	scan0132.pdf
	scan0133.pdf
	scan0134.pdf
	scan0135.pdf
	scan0136.pdf
	scan0137.pdf
	scan0138.pdf
	scan0139.pdf
	scan0140.pdf
	scan0141.pdf
	scan0142.pdf
	scan0144.pdf
	scan0145.pdf
	scan0146.pdf
	scan0147.pdf
	scan0148.pdf
	scan0149.pdf
	scan0150.pdf
	scan0151.pdf
	scan0152.pdf
	scan0153.pdf
	scan0154.pdf
	scan0155.pdf
	scan0156.pdf
	scan0157.pdf
	scan0158.pdf
	scan0159.pdf
	scan0160.pdf
	scan0161.pdf
	scan0162.pdf
	scan0163.pdf
	scan0164.pdf
	scan0165.pdf
	scan0166.pdf
	scan0167.pdf
	scan0168.pdf
	scan0169.pdf
	scan0170.pdf
	scan0171.pdf
	scan0172.pdf
	scan0173.pdf
	scan0174.pdf
	scan0175.pdf
	scan0176.pdf
	scan0177.pdf
	scan0178.pdf
	scan0179.pdf
	scan0180.pdf
	scan0181.pdf
	scan0182.pdf
	scan0183.pdf
	scan0184.pdf
	scan0185.pdf
	scan0186.pdf
	scan0187.pdf
	scan0188.pdf
	scan0189.pdf
	scan0190.pdf
	scan0191.pdf
	scan0192.pdf
	scan0193.pdf
	scan0194.pdf
	scan0195.pdf
	scan0196.pdf
	scan0197.pdf
	scan0198.pdf
	scan0199.pdf
	scan0200.pdf
	scan0201.pdf
	scan0202.pdf
	scan0203.pdf
	scan0204.pdf
	scan0205.pdf
	scan0206.pdf
	scan0207.pdf
	scan0208.pdf
	scan0209.pdf
	scan0210.pdf
	scan0211.pdf
	scan0212.pdf
	scan0213.pdf
	scan0214.pdf
	scan0215.pdf
	scan0216.pdf
	scan0217.pdf
	scan0218.pdf
	scan0219.pdf
	scan0220.pdf
	scan0221.pdf
	scan0222.pdf
	scan0223.pdf
	scan0224.pdf
	scan0225.pdf
	scan0226.pdf
	scan0227.pdf
	scan0228.pdf
	scan0229.pdf
	scan0230.pdf
	scan0231.pdf
	scan0232.pdf
	scan0233.pdf
	scan0234.pdf
	scan0235.pdf
	scan0236.pdf
	scan0237.pdf
	scan0238.pdf
	scan0239.pdf
	scan0240.pdf
	scan0241.pdf
	scan0242.pdf
	scan0243.pdf
	scan0244.pdf
	scan0245.pdf
	scan0246.pdf
	scan0247.pdf
	scan0248.pdf
	scan0249.pdf
	scan0250.pdf
	scan0251.pdf
	scan0252.pdf
	scan0253.pdf
	scan0254.pdf
	scan0255.pdf
	scan0256.pdf
	scan0257.pdf
	scan0258.pdf
	scan0259.pdf
	scan0260.pdf
	scan0261.pdf
	scan0262.pdf
	scan0263.pdf
	scan0264.pdf
	scan0265.pdf
	scan0266.pdf
	scan0267.pdf
	scan0268.pdf
	scan0269.pdf
	scan0270.pdf
	scan0271.pdf
	scan0272.pdf
	scan0273.pdf
	scan0274.pdf
	scan0275.pdf
	scan0276.pdf
	scan0277.pdf
	scan0278.pdf
	scan0279.pdf
	scan0280.pdf
	scan0281.pdf
	scan0282.pdf
	scan0283.pdf
	scan0284.pdf
	scan0285.pdf
	scan0286.pdf
	scan0287.pdf
	scan0288.pdf
	scan0289.pdf
	scan0290.pdf
	scan0291.pdf
	scan0292.pdf
	scan0293.pdf
	scan0294.pdf
	scan0295.pdf
	scan0296.pdf
	scan0297.pdf
	scan0298.pdf
	scan0299.pdf
	scan0300.pdf
	scan0301.pdf
	scan0302.pdf
	scan0303.pdf
	scan0304.pdf
	scan0305.pdf
	scan0306.pdf
	scan0307.pdf
	scan0308.pdf
	scan0309.pdf
	scan0310.pdf
	scan0311.pdf
	scan0312.pdf
	scan0313.pdf
	scan0314.pdf
	scan0315.pdf
	scan0316.pdf
	scan0317.pdf
	scan0318.pdf
	scan0319.pdf
	scan0320.pdf
	scan0321.pdf
	scan0322.pdf
	scan0323.pdf
	scan0324.pdf
	scan0325.pdf
	scan0326.pdf
	scan0327.pdf
	scan0328.pdf
	scan0329.pdf
	scan0330.pdf
	scan0331.pdf
	scan0332.pdf
	scan0333.pdf
	scan0334.pdf
	scan0335.pdf
	scan0336.pdf
	scan0337.pdf
	scan0338.pdf
	scan0339.pdf
	scan0340.pdf
	scan0341.pdf
	scan0342.pdf
	scan0343.pdf
	scan0344.pdf
	scan0345.pdf
	scan0346.pdf
	scan0347.pdf
	scan0348.pdf
	scan0349.pdf
	scan0350.pdf
	scan0351.pdf
	scan0352.pdf
	scan0353.pdf
	scan0354.pdf
	scan0355.pdf
	scan0356.pdf
	scan0358.pdf
	scan0359.pdf
	scan0360.pdf
	scan0361.pdf
	scan0362.pdf
	scan0363.pdf
	scan0364.pdf
	scan0365.pdf
	scan0366.pdf
	scan0367.pdf
	scan0368.pdf
	scan0369.pdf
	scan0370.pdf
	scan0371.pdf
	scan0372.pdf
	scan0373.pdf
	scan0374.pdf
	scan0375.pdf
	scan0376.pdf
	scan0377.pdf
	scan0378.pdf
	scan0379.pdf
	scan0380.pdf
	scan0381.pdf



