


OKIKE mm 
. , 

An African Journal of New Writing 



' 1  , 
. .., 

-: .<.. 5 

I . I 
. + .  , 

r- 

,- r ,  

, , 
4 

8 .  - .-. 
I. * 

, I 
. ' 

' I  . . .-. 4 I-, :- I 
, h i.7 

'I' : .  . ,  

I '  

Art Editor 
T 'L~OU~ byi 
BppI.essEditor 

N. I k m  
4 

snaecq. 
Esther Chinwuko 

C o n ~ t i m g  Editors 
C.L. Innes, Chinweizu, D.I. Nwoga. Ime Ikiddeh, 

Kalu Uka, E.N. Obiechina, lsidore Okpewho, 
h e s t  Emenyemu, Onwuchekwa Jemie, Kofi Awoonor, 

Michael ThelweU, Joe Skerrett , Micere Githae Mugo, 
lrma McClaurin, Odun Balogun, Obi Maduakor. 

Edith Ihekwepzu, Juget Okonkwo. 

Prof. E.N. Nwog~~gu 

Monu&pts shonrld be sent hditpiiaue, typewritten d w r ~ g a c e d  with ampie 
musirrs, A autobiographicel m e  shoukl aammpaay each submission. 
tWmmWs wllf no€ mmaU~ be r d d .  

lSSN 03314M6 
W t  O 1984, WKE MAGAZINE, P.O. l@x 53, Nsukka, Nigeria. 



OKIKE 
An African Journal of New Writing 

Number 25/26 February 1984 

CONTEPSTS 

NrnFROMrnEEBiITiOR 

POETRY 
"African Political Dancers" 
"These Shoes" 
"My Purple-Hued One" 
"Where Oil Cases to Anoint" 
"Requiem for the Living'' 
"Grandfather's Sermon 

and Michael Smith" 
"The Black Priest" 
"Sitting Bull & Lambchops" 
"The Boogie Woogie Story" 
"Man Alone" 
"Liberation" 
"Silver Wedding" 
"Counter-Coup" 
"Genesis 4:3-10" 
"The Old ~oddess" 
"The Lost Wid" 
"Spirit Cycle" 
"Ndubueze (for Chris Okigbo)" 

" F ~ ~  for Madam" 
"Renegade" 
"Faces of Fear" 
INTERVIEW 
"Interview with Ola Rotimi" 

J. c, ogu 
0. opata 
A.M. Owmba 
T. Onwueme 
T. Onwueme 

E.A. Markham 
E.A. Markham 
E.A. Markham 
C. 0. AcIroIomu 
C. 0 .  Achofonw 
A. Bus14 
A. Brcsa 
A. ' BUS& 
A. Busio 
E. Savory 
C, Nmnkwo 
6. N w d w o  
J. Uzoigwe 



ESSAYS 
J "Cortazar's Hopscoth and Ac,,, 

No Longer at Ease 
"Vampires of Bread ax IW in h 

Mud" 0k&e&i~bo 
"Black and White in Lore" c. lhekwea~u~ ., 
REVIEWS 
J. Sebuava: The InevitaL~~ J!Bbr I v.C. Okonkwo 
F .  Osofisan: The Clggt~ing and the 

Song':. $ P.E. Nw&eze 
C.L.R. James: Beyond a Boundary C.C. Momah 
M. Etherton: The Development uf , 

4frican Drama and 
Studying Drama ' 

i I 

rwpTEs rn c0NTRIBUT0RS 
" .- - ?.* 

"rn 

Seth Adr. is a Senior Lecmer, Department of Fine and Apqhed 
Nigeria, Nsukka. 

8 kl'.. , r - * . m  



NOTE FROM THE EDITOR SJ 

Our readers and contributors must be wondering why Okike has 
not appeared since 1984. It is, therefore, necessary for us to explain 
this unfortunate development. 

There are two main reasons for our faihue to appear. The fitst 
relates to the problems confronting Nigerian publishers and printers 
as a result of the present economic slump. High cost of paper and 
other printing inaterials has placed a strain on the meagre resources 
of Okike. 

The second problem emanates from the active processes of 
g~owth and expansion of Okike as it strive to be more relevant to 
the Nigerian society. In the past few yam, two publications have 
evolved from Okike. They are the Okike Eduwtional Supplement 
that is aimed at improving the quality of literary studies among the 
Nigerian youth, and the V i a l  Uwa Ndi Igbo, "a broadly-based 
humanistic and scientific pubication." Apart from over-stretching 
the editorial personnel of Oklke* the new publications have amcer- 
bated the financial +sure wWh we have already mentioned. 

We have had to th these problems in a r k  to 
ensure that Okike ap ( t he  times a year). The main 

jind editorial bur 
so, we are confident that OlkjB% appear more regularly, 
although we will 

We would like 
contributors who 
We assure them that Okike is alive a d  strong (as the contents and 
design of this double issue attest). It is our task to ensure that Okike 
remains a springboard for upand-co rs and a continuing 
source of renewal and strength for the 

Omum Ossie Endme 
EDITOR 





~ l r # 1 d s n c c ~ s  
Occalt-= 
Yoaadoaoewitheese 
hh&d- 
You w#x with style 
OccuEt- 
You throw up dust 
IntotBe-'* 
q the sulleg spectatars 
D d c w i t h ~ e a t ~ t h e s u n  
~ u a t ~ t h e  cillmmm 
Wa- but not wmpxdmdi4?. 

But 
hAaskeddaaogs 
Oecultda3ncers 
You shq with white voices 
And~Pri tbblacBlegs  
Y o u ~ l i k e l i o a s  
Jigejngtoiambs 
You dance like hawks 
H o w  to &kens 
Andyougcarethespe~Wm 
Into a scoarper 
When youdamx and jig rrnd hop. 



Jude c. Ogu 

And listen 
Masked dancers 
Occult b m  
You may dance to the knell of harmonj- 
Amidst the &Eer of acrimony; 
You may dance to the knell of harmonj 
When the smart climbers 
Lean on worn-out ropes 
When the haze fizzles away 
And hot tears steam out fire. 
Then the drummers become drumstkks 
And the dancers become the drummers; 
And the spectators dance with their heads 
Until the mamba sloughs again. 
Until themamba sloughs again? 
Yes, as 9t did the previous season 
New then but not young - ., 
The old serpent in a new skin. 



Damian Opt# 

THESE SHOES 
(To'FSdr Chris) 

What vegetation now nurse the winged feet 
Fleet-footed to find and flaunt 
The shoes of the g h a  feet unworn 
Where last the songs were sung on fiery fairy heights? 

What weaverbird now take wings 
At noon 
Where the synbird was depluned 
And the thunder stilled, sprtwning condolences? 

What fuebird shall feast 
At the sermon of Fire 
And wr-ench the secret of thunder 
After death by water? 

Will the path of thunder 
No more be trod 
And the shoes hang 
At the stillpoint of the stairs? 



MY PURPLEHUED ONE 

Welome my wild om ofthe li@ purple hue. 
Welame to a heart tbt  a you. 
Ikmwaotyoau~slilnebutmyheartknmy~ ' 

Who mmes along when the clouds are dry of h. 

Thkskyisbluetheairdrgmdbri%k 



Karen King-A ribisah 

The blade coma PlDitbin an inch of his forehead. It and 
srrapesitswayframbwtonape&f€ly. S o o n ~ e p r ~ i s o v e r .  
Anit his head aDpBBPs. A dean and pollshed black nut. f3lobular 
H e  feels her eyes on and turns. And she, purdah-curtain-veiled 
in neat d ~ - ~ , ' r e n v n S  thestare. 

D a e s h e ~ t o b a v e h i s h e a d s h a v e d a t t h e ~ g f m y  
how? T+is could only -pen in Nigeria. Thwe's PO 
bloody or& bere. Nothing. No one knows his d&fd 
pbx. No wondeqthe country's a mess. 

p&im u m k  .Itga fnmgipaai tme. The tree hangs heavy with 
b l ~ m ~ ~ . I & h b s m g e y ~ a n d s t r o g ~ w i r y -  
m a s c u b e - l q .  tbt at the& ?ips, there fr; this bounty of rich, 
frothy buttery bwws. a d  all Mkbg their sti* white 
juice. The w t r e  of each flower j;e buoyant ye&w Ebting ~ t s  sun- 

and sets to wcwk writing aa his prayer board. ~ i o ~ ,  he 



.. 

There is talk. k5 , , 
&b 

So this is where my money goes to. These people arc strange. You'd think 
he'dsrvesllbe&#3wppgtBLsthrcchaadchildrrn.Oadknows 
hemust baveatk9tGro footbdtoams tomaintah. I h ' $  believe ic; 
The beggar is giving him clxwp. A gi* change. ... Wait till I tell 
the folks back home.. ... Thant Ood that beggm' gme. Doesn't anyone 

Shk rises in a frc.mag, her pellow hair shaking as she moves aside the 

oh". He is squatting in a 
& the garden. His beau-' curved buttocks protrude. 

~ a ~ b h s & a k ~ e s t h e l a ~ t ~ .  :mu: ,* - 
Tbis L t$s a b £ W @  &&. sbame. It's not as if we haven't 
provided him arithr @&@ in the bc@ quarters. Pve bed 

She rise, and co116cting the 
living room. She glances and 
is a!mmred of her NOT& beauty. T$e hair pal 
t n c : ~ q f c r c ~ s a i v o r y , t h e ~  
S h e i ; q y ~ a f d M Q w n s k l r t  

lapse and she returns. She jurrhp out bf w car and 



calls the guard. "Oga make you help with these bags." Her angry 
yellow hair is shaking. A siagle frangipani falb to the earth. He 
raises his head and stares at her. His lips are parted in a grin of 
idiocy. "Yw foo& can't you hear me shouting at you?" This time 
only his toes respond. They are long toes, like the rest of him, and 
they wiggle like friendly oversized worms. Suddenly, he n'ses and 
staring past her, bends* hands outstretched to the air, as if touching 
his toes. He is p- Exasperated, she enters the house canying 
thew. She hum &sun willeat its way into his ncwlyghrrved 
dm& that he wiU dk d sun-stroke. 

ThatnightatdIOggsheconfrontsherhusbpnd. 
"I've bod Jim." 
"'What's mp? I've had a - r o d  day at the office." 
"Web darliatE. &st besame I write at home doesn't mean 1 haven? got 
my sham of days, you know. Anyway, h t ' s  not the point. That 
baJtanlofa+willhave togo." 

Jim &nt@es eaWg. He is tired. He wants to sleep as us as the 
meal is f-. He is thhkbg of his cool bed, with fresh cool 
sheets. His d e  con.tinues spesking. 

"WW is tMs Jim? F i  the guard, now yau're me. Today I went 
out s b o a p i a g ~ n ~ t b w n o f  nbitdrnfurcsdtohdpmwi&myb&.~nd 
thisisast~fngttEIBE.mmY"W.HeMpretePdcdI~Ythcre~d 
thcnstUBed'fa%@agwhaI a$.t opto him. I w ~ t i t ~ ~ * " ~ H c ' s  
gotpddtnhrEgm~srrrb4g. Wcr t r tbcg~WP"~ . lgn t th r t ' s  
n ~ t ~ ~ " ~  Iksrurif  y o u w a e c a n y i s g ~  
r e a t ~ B o r w y M d ~ y ~ u . ~ B e c a t l h a r f r a m ~ ~ .  
Waacoi‘*lrrYthetdediribisnrra"" IQm'tcare.IuPat&lsadrsd. 1 
p ~ g ~ f b r h 5 s ~ ~ , ~ e h c s ~ d h g a p 1 r r a . I ~ t c r r a r  
~ ~ W ~ ~ - + 6 u f a u e b e ~ . ' E B i p s b n % a F o r s t g d a n ~ o f  
' d y  conwct'. 1 Jrant that mia out of my Me." 

''You'm sure you don" want to try to understand b h  just o lit&?" 

She pouts: "What is there to understand Jim? I can't stand his 
habits. 

The other day he kidled a chicken on the lawn. Andhe's always peeing by 
the frangipani tree - the place stinks. I won't have my garden made into 
a toilet. " 

Jim smiles teasingly: 
"Wendered why the frangipani tree was flourishing. My dear so what if 
he hed killad a chicken on the lawn? He has to cat you kmw. h d  it's not 
as if dead &bits, pheasants, grouse are entirely absent from the streets of 
Europe. b your so called civiked satiety, there are Butcher shops, and 
on the doors hang dead animals. Naited in. I remember walking along the 



with compassion. He too is 

the water. He looks up, and tbff of 
commences. She lets her thoughts flaw. 



drkk is 'off' wmdmes. Here come his male @ue of f tbd.  Wonder 
w h t t b c y f i n d t o ~ ~ t s o h e & i l y ?  

A f b h  of kola sahd teeth grins though the windows. The men 
. * J e n ~ ~ f ~ l d i a g ~  

with the cloths. The men are now sitting in a circle. It is a congeal- 
ment of white folds, full-Wed: 4 magazine, the Playboy centre- 
fold, is spread in t .  wsy centre of the circle of men. The edges of 

their thighs. A lustrous &as of ixaey 
blonde lia on . She is scantily clad and her eye are 
knowing, The spit* , p d  the chewing of the kola nut becomes 
mare incessant. 16verg'sow and again the men stare through the 
lace curtains at the &. In purdah no longer. They gaze at the 
centrefoki w o w  W M l  f i y  the lace cwtains, the scant clothing 
of the girl disa~gma,into nothingness. !btisfaCtim is in every fold 

chmrhg, at their repeated 
. $berisegendgasto the 
tdo mwlch noise. T k y  smile 

at her. Sbe stands 3- eg@.bW at the frq&qni,fcower, 
lmtrous, white and ydaw, w h h  W gtu in her 
hirnd, through the lvin&w. Mis mend9 to get 

. A -  - 



WKTAZM~*S mmmn:a AND ACHEBE'S NO LONGER 
AT EASE: HEROES AND DECONSTRUCI'IVE 
DISCOURSE IW T3E LATIN AMERICAN AND AFRlCAN 
NOVEL 

In a review w n m  apes m u m e ,  Chinwem ca&i on his 
fellow African intellectuals to, as he puts it, "run out of their 
dungeon and get some fresh literary air" into their lungs. "I, 
forpne," he writes, 

# 

do not sea why our &+mum criticism should be governed by British 
rules, and constipated by B z h  hmitiei... Tbe centres of vigorous 
literahue in this ceatury seems fsic] to have dearly moved to Latin 
Ameriom. Wi- the abumkme of powerful and lively works produced 
by Ohdela M&&, @tbk Nerudo, C&ar Vallep, Julio CortBzar, Jorge 
Luis Borges, Nim& Gabriel Garda Mhrquez, and many many 
others. Their wu&s are vibrant, alive, deal powerfully with experiences 
~~nder hmiahed hihiss  aad conditions that are, in meny significant 
ways, qaite shik €o in Africa, Our pablishas ought to make these 
writas mere m&+Js f OUI critics should help introduce them 
to us, and point out tbefr reci@d so that we can inherit 
what we can from their laborr CAWk Cri tkh ,"  104-05) 

This strong sttttmamt by Chinwdm, particularly his assertion 
that Africans and Latin Americans have much to say & each other 
l i t m y  because they share 'qian- histories and 
conditions", lies at the heart of my own inmest in a comparison of 
current Afriam ctnd Lath Amaka  Won. That is, while the 
study of the African contribution to the culture of Latin America 
rrnd the Caribbean has been, awl continues to be, an important- 
fascinating-subject, my focus is not so much on how one 
civilization has influend the other, bat oon the way comparable, 
yet not identical circumstances of colonbt$&n and "Wd- 
worldbes" have affected literature. My ultimate hope, obviously 
outside thc mpe of this article is ta arrive at some typology of 
Third World b h u e .  For the moment, I wil l  amtent myself with 
comparing two novelists, makine some gcncrdidons, and 
moving in the spirit of the Latin American-African dialogue pro- 
posed by Chinweizu.1 

The two writers I have selected for comparison are Chinua 



Cwt&r's H w I c h  And Achebe's No Longer At& 11 

. SpeWically, l have ohwen tr, work 

fm sewed m%sxms: both aatbr,m are 
promhat md imfW&al within their respecttve literaares; they 
are major fmres wbo are read, limned ta, weighed and emImfated. 

inevitably in A c M e  and &tea 
homdmd and the First World 

clow to the core of o o $ ~  and stm&@s Which characterize the 
novel of Africa, Lath America ( m d ' W m d  World). 
Tk Trip-to-Europe 

The Argentine critic David Vi, in tryins to establish the 
recurring fopoi and fundamental obsessions of %is country's litpa- 
ture, lists the Tripto-Europe as a constant found over and .again. 
The roots of the obsession and the grounds for its persisten& cap, 
in VW's view, ,be easily discerned from the remarks of one af 
Argeatim9s impdttant niaeteenthcentwy men ef letters:  or aa 
Am erican...t4ere is no greater joy than to be abId to und-e a 
little trip 'to the fount of all light and all ttuth in this cptury- 
Europew (149p. As V i ' s  analysis pointedly shows, between 
1845, when these words were writt'en, and the 1Wbs, when Cortazar , 
was wr4tUg, apparcsily hot mt'ich hBd changed, for Hloracio 
Oliveira, tho protag& af H o ~ t c h ,  still centres his search for a 
civilization - for CIvibtion - on the Continent. The novel's 
entire first &on, u~l~~biguously d e d  "from the other side," 



padkd to &-wentine intellectad's stateme tlaat Gwope is the 
"ftxmt of dl &@kt and all t w '  -thernotivel&Wd&e jmmey 
- is, in Obi*& ape, the solemn pronouncerneaz bg an e k k  from 

. &disoy+. mtkefirst, inallthe* 
our ""*I&" &$ th wJaite man's kt&&" (54). 



Cortdazr's Hapw0Ic-h And Achebe's NO Longer At Eere 

City of Light readiag aed m m h t b g  inassady about Western 
culture is a  bow^ carkatwe of the Western t W h g  
be is so m n i w  b t  he is uaable to act or feel (18; 20). At the 
same tim+ as h Wlf admits, his '"1 around the bwk- 
case" of Western dtwe has a #jdt vu ahout it - like the prover- 
bial provincial he hw come to mimy of the moments sf Westem 
culture after t4eir y@gw and pertinenee hove pawed (92-93). The 

parodic, ~~ *ed,part of a Joseph Wartm oc a W$ltiam 
Wordsworth as he w g k  poetry about his homeland in the EngW 
pastoral m& r'Hg@ peet it'is to Ile b e a d  % tree...") - an 
~~ of aul-@uthenticity induced by "knowing kwk" if 
these eyer Waf one 

The truth k # a $ m ~ r e  than pro& the imperialid *I a 
coherent cultmad Qgmoral system the Trip@-Europe reveals the 
cracks b.,the @%& $o w W  they aspire. Oliveira goes to Pais 
lookkg for w b t  Bg d d b m  ts the "axis, centre, raipm $'&ire, " 
but the thrust of H&@watch ira that the amtm simply does not hold 
(IS). Paris, the metqthw~ f a  th West, is further persoaifkd as 
Pola -- PobP&, the t m  $boys (4%) - a French-womam with 
whom the A r p h  has @a &fa .  OTderly, r a t h d ,  &&&able, 
Poh is doomed to dk gf a ~ c a r o w s  growth (W, 339.  The 
symbobm k obvious, brrt effqim as W a y  Q t i r e h ' s  q u a  in 
thk: rnetro.pd-is is pi%mwQp fm a a r ~  a t  of the &me t h t  
Oaident Built. In om v-ertigiqma chrptcr af the b k  $71) there is 
a description rof the hause in i@ most W W  ikarmkn, &e 
of 

*tic mceth1 ... witk tdwprared bdmms, r dffwem-cal& 
water w a d i q g  to t b  J the we%, a &ety & t k  t m t i d  m e  
&, with television in mwy rw., subtie 
r 4 u e  d l  rebeUiaqs to Banfanoity, and so fwth. T h t  is ia say, a 
satisfgtory world for reasonable people, And will any sin& person 
r e d i n  in it who is not mascbable? (380) 

O W s  criticism is echoedby Obi Okonkwo. He npt onlJr bas 
bet?n to the k t r e ,  buf mfi the centre brought to the ca10nim since 
N w a  is stili'Briti&h at thehhe of No Laager at Ease. Obi 
too recognizes the Absurdftiw. of the Western way, particulsuly as 
excmpB~ed by the Etritish empire builders: the ennobling work 
ethic app&# to fhe hnning of a dehumanizing colonial 
c raw the ."superior" edu~1~tioua1. system used to remind the 
colonized tbl he can't "use his loaf' (a); awl again the matria- 
lism So overpowring that b ultimately ruins Obi despite his aware-* 
ness of it (981. 



hen he hues the 80rords.. . 
wn inhbitsllzts: the fanner 



b. FrivmThisSde 

What do the prqonists  find 9t hode?'To artive'ktt an anislver 
it &&it be worthwhik to rite 'Paw' obce mare an the intent of the 



16 Edna Aizenberg 

European pilgrimage. He writes: 

Its fundamental m e a ~ n g  is a dialectic befween the particular and the 
universal, between the place of departure, where the empirical is located, 
and the sought after "domain of the spirit." The aim is to !cave the 
devalued material zone ... in search of a possible "salvation" in the 
"region of Humanity" and in the models and parameters of Culture. 
(149). 

The basic opposition here is important: Europe-domain of the 
spirit/Third World-devalued material zone. Simply put, to come 
home again is, as in the Hispanic form of the game, to hopscotch 
from Heaven above to Earth below. 

This is exactly what happens to Oliveira and Obi. In Europe 
they had been doubly spiritualized: they had sought to become part 
of the Western s~ i r i t ,  and in so doing achieved a kind of notional 

culturatic 
~ i l e  Euro] 
Tm tho 1 

In divorc 
pean colo 
. . . . -n~c,~~ 

:ed from 
., 

their ow 
nophobiz 
,"A :..*fin 

n reality. At the 5 

I and a sense of est 
L1lL LUIVyLall  milieu lrau 111Lrlisified their feeling> ~ ~ l e  

homeland, that too had somethihg of the intangible about it since it 
was occurring abroad and consisted in part of idealized gestures, 
such as Obi's utopian verses about his "noble fatherland/Great 
land of sunshine bright" (103). What the remigration does is to pit 
this ethereal baggage against the empirical in all its earthiness. The 
test, as Obi expresses it, is to see whether the theories formed in 
London - the abstractions - would survive the impact of the 
homecoming. (38). But given that the home ground is a priori the 
devalued material zone (otherwise why seek Culture in Europe?), 
the conclusion seems foregone. 

And so the Argentina that Oliveira returns to  is a parochial, 
ersatz place, hiding its face as a culturally underdeveloped, econo- 
mically exploited and politically unstable Third World country 
under what he calls an "official version," a veneer of Westernized 
sophisticati~ 
sovereignty 

on and 
" (233; 5: 
," .-"-..a 

aveler. A 
rraveler - 
xamined 

a rhetoric of "high and mighty national 
2; 234). It is thus synibolized in Hopscotch by a 

circus and bll I1lDallG asylum, and by the man who works in both, 
Manolo Tr; . close friend and d doppel d 
Oliveira's, 7 - despite his namc lever left a 
and never e: life too much. He Iliveira w e 
been without the trip, and through him Horacio enters the mad, 
mad world of Argentine life as an employee of both tragicomic 
institutions. 

I nativize 
:- has^ 
is what C 

-- 

.ganger a 
Argentin 
rould hav 

Clearly, having returned from Heaven to Earth, Oliveira must 
- in the words of the Latin American expression - try to "assume 



Cortdzar's Hopscotch And Achebe's No Longer Ar Ease I7 

befc 
of n 
ima 

:. This m 
ze the W 
:ive even ! 
".-.I "..I*... 

ly shown 
iome. Th' ,.* "*-a" 

10 simple. 
In to the ! 

2mpts to 
as probll 
e answer 
"c t,. La " 

his reality," impoverished and grotesque as it may be. He works - 
in contrast to the "spiritual" existence in Paris - and he discusses 
local issues, from literature to politics - not European art and 
Western metaphysics. In fact, he refuses to speak French or to talk 
about the "other side," as if to say the great myths of universal 
culture - Obi's theories from London - are simply not functional 
hert eans that the colonial's attc successfully inter- 
nali estern way, alreac ematic in Europe, 
rece stronger blows at k to the quest for an 
ethi~al-~ul~uial  personality agalll appcala accommodation to 
the Third World reality, falsities, corruption and all. 

As already suggested, what confronts Oliveira in Buenos Aires 
is to a great extent what Obi encounters in Lagos. There is the 

~uled, corrupt environment, covering its sores behind a facade 
nodernization and a discourse of development, an environment 
gized as a "world turned upside down," or even more sharply 

as "an Augean stable" (46; 43). There is also the unavoidable 
immersion of the protagonist in this slime through his work (Obi 
becomes a government bureaucrat), and his realization that in the 
domestic context the cultural and ethical norms learned in Europe 
- be they romantic love or the fact that palm greasing is bad - are 
inoperable. And there is the'apparent conclusion that to be a 
Nigerian you have to make peace with these things. (Obi loses his 
love because she is from a group consi~ s people, 
and he begins to "eat" bribes). As the tr says: "A 
man may go to England, become a l a y  ~t it does 
not change his blood" (160). 

Feat, pat, and obviously to 1 Achebe 
really be saying that the solutic ie willing 
surrender to a lunatic asylum or an Augean stable'! 0 t  course not. 
Obi and Oliveira "assume" their reality contentious and reproach- 
ful, no longer at ease, to paraphrase Achebe, or farther away from 
their own countries than when they had been wandering about 
Europe, to paraphrase CortAzar (228). Their discontent is connect- 
ed in large measure to what Oliveira characterizes as "the business 
of coming back and going away" (228). Having been abroad and 
acquired a wide scope, they, like outsiders, have a keener awareness 
of problems and a lessened tolerance for the status quo. Further, 
caricaturesque, unrealistic and incomplete as their Westernization 
might be, they have been exposed to its rationalistic-critical sense 
and its individualism, and so find it difficult to accept the less 
questioning attitudes of their fellows and to integrate harmoniously 
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into their communities. Nelther Oliveira nor Obi can easily be a 
Traveler, "without intellectual and existential anguish, at home in 
his own territory" (Garfield, 93). 

The way they bridge the gap between them ~d their 
societies is not willing surrender, but what could b ~ungled 
surrender. Obi renounces his fiancee, but in the pi alienates 
his kinsmen and causes her tv have an abortioi e takes 
bribes, but in such an inept way that he is ar lliveira 
becomes so much part of the madness of Argent he goes 
mad, and in the ambiguous ending of the book apparently commits 
suicide. Both protagonists, in other words, are defeated by the con- 
flicting claims of their "double heritage" (No Longer, 110). They 
cannot successfully negotiate the contradictions or find positive 
solutions, for instance, in action to change their societies. (There 
are moments in each novel when Obi and Oliveira consider how 
changes might be effected - Obi speculates about a half-way house 
between enlightened dictatorship and democracy [44], and Oliveira 
meditates on a peeling away of the sophisticated veneers and an 
acceptance of the impoverished truth of the masses as the first step 
[233-341 - but neither effectively goes beyond this stage.) Their 
stories are chronicles of a search for self amidst the discontinuities 
of a colonized status, with the emphasis on the search, not on the 
resolution. (Oliveira does not find La Maga again.) Still, if there is 

tithin the story, on the level of the fabulation, there 
ling together of the contraries in the act of writing 
\at is to say, by casting a tale of alienation - a 
* - in Third Wc s have 
~flicting threads, a them. 
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Charles Larson, who in the early 1970s published The 
Emergence of African Fiction, .has more recently written a study 
with a wider scope entitled, The Novel in the Third World. In it, 
incorporating some of the analyses and theses of the first book and 
expanding on them, Larson makes two significant observations, 
one thematic, the other formal. He notes that the theme of Third 
World novels, found repeatedly in works from the most diverse 
areas, is "the Third World culture exposed to the West, in all its 
various stages and permutations." The range goes from the "initial 
exposure to the West" to "those aspects of colonialism and racia- 
lism that have lived on, after independence," but the subject is ever 
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present (14). . Such thematic commonality, Larson writes, is 
mirrored by a formal parallelism, which can be described most 
broadly as "something contrary to our concept of the novel in the 
West" (12; emphasis added). This means that Third World novels 
often share a lack of concern with some or all the givens of the 
mainstream Western novelistic tradition, for example, "the 
luxuries of characterisation [si'c], motivation, depth, p~ychology,"~ 
and that they subvert - subtly or radically - many of the linguistic 
structures and the cultural presuppositions on which the Western 
novel rests. The path each novelist chooses for his or her creative 
"irreverence" towards the Western tradition - the term is Borge's 
- will be determined to a great extent by the particular Third 
World cultural circumstance. As Larson says, "the very 'form' of 
the novel from cultures within the Third World has often been 
strongly influenced by those cultures themselves" (12). Achebe and 
Corthzar exemplify all these facts well: they are "third-worldly" in 
their thematization of the clash of cultures, and they tamper with 
the Western novel in ways which are affected by their respective 
sociocultural environment. 
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The first level on which the tampering occurs is on the level of 
language, the very stuff that makes the novel possible. A major 
issue in Third W~r ld~wr i t i ng  is the matter of language since 
colonization inyitably means the imposition of the conqueror's 
tongue bnquered. when a creative artist in the Third World 
sits do1 ite fiction in a European language there is almost 
always LUG p ~ ~ ~ l e m  of finding a way to say things about "us" using 
"their' I. As Achebe writes of English, his colonial lan- 
guage, to create "a new English, still ,in full 
commu :estral home but altered to suit its new 
African surroun~,,,,~ 'The African Writer," 62). 

No Longer at Ease makes this the centre of its concern. Indeed, 
in an essay entitled "Language as Theme in No Loti~er- at Ease, " 
Felicity Riddy convincingly argues that Obi O k o n k ~ o ' s  failure is 
primari guage: none of the linguistic codes 
able to 3 express the identity of an urban A1 
caught orlds (150-51). To show this, A 
constantly tampers with English as only a third-worlder can, 
hopscotching back and forth between conversational English, the 
English of poetry and narrative prose, formal speechmaking 
English, semiliterate written English, pidgin, Igbo interspersed with 
Eng1ish;and Igbo represented through English words (4; 17; 39; 95; 
96; 50-5 1 passim). The result is something different from metropo- 
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litan English, which is suited to its new surroundings in the sense 
that it articulates the modern African dilemma. o b i  "tries on" a 
variety of these linguistic forms, but is no longer at ease with any of 
them. Igbo, for example, embodies a beremonial, ordered way of 
life governed by traditional values, and Obi can wax poetic about 
it, yet it cannot convey other areas of his existence, those connected 
with Western values, such as "consecutive reasoning!' or Western- 
style eroticism (50; 44 45). English, on the other hand, has its own 
limitations, largely related to the fact that it first comes out of 
books rather than out of vital experience. The point is that his own 
culture has determined how Achebe approaches the deconstruction 
- and reconstruction - of the colonial language. He has not 
shattered the oppressor's code - as Sartre would have the Third 
Wo ' do - but he has bent it for his p r p l  

IS closer to Sartre's ideal is ( 
wrii olonial Francophone write 
WOIUJ r l l r l r  1 l~llLllliess, will shatter them, will destiur L11G11 

traditional associations and will juxtapose them with violence, 
CortAzar says in Hopscotch (through his narrative alter-ego, the 
author-character, Morelli) that he wants to "give language back its 
righ urgating it, punishing it, changing 'descend' to 'go 
dov ygienic measure"  both, 81; Hopscotch, 439). While 
Cor oncern is ultimately with all language that "has been 
falsirrea, ae~ased,  made to serve ignoble ends" (as is Achebe's, by 
the way; see his essay, "Language and the Destiny of Man"), his 
first line of attack is against Spanish, that dubious inheritance of 
Mother Spain. 

This may seem strange to those not closely familiar with Latin 
America, for as Larson indicates in The Novel in the Third World, 
one reason he does not include the region in the study is that ~ t s  
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speaking Achebe (sinc f them is a Native 
first language is Queci iarani), they have i 

of estrangement f r~ , , ,  L1lL linguistic traditi~l, ,~ ILLLIVLU, 
Peninsular Spanish. 'I ngement has been so profound and 
long-lived that moder ~merican writers date the beginning 
of a truly Latin Ame rary Spanish only from the 1940s, 
when Borges created a cold, exacting rigorous prose, sultable for 
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metropul~a, w a a  a ~ U I I L ~ U U S ,  flatulent langua5r;, UJGU LU cvllcGal the 
realities of a fragmented, suffering continent under a well- 
wrought and sonorous verbiage. It was thus the Li ,rican 
circumstance, the socio-cultural demands of the particular Third 
World milieu, that once more inflt e directio 
colonial language had to be overco 

Hopscotch is a superb-radical ay of tht 
punishing and deflating strategy ("descend" - "go down,,) at 
work. It is linguistic tour de force, written in a slangy, conversa- 
tional Argentine Spanish, full of-puns, wordplays, parody, humour 
and jzbbcrwocky. Corthzar himself has pointed to chapter 75 of 
the book as a condensation of what he wanted to achieve linguisti- 
cally. There, while brushing his teeth in front of a mirror, "Oliveira 
remembers his past life in Buenos Aires and does so in a polished 
and chiseled" Spanish (Harss, 234): "In Buenos Aires.. .hc 
himself surrounded once again by that discreet smoothing c 
edges that likes to go by the name of good sense ..." (388). . 
about half a page of this, Oliveira bursts out laughing, takes LUG 

toothpaste, and begins to draw dc obsceniti 
over the mirror; the aim is to cove1 e - his ' 
face," the false face created by a false language. Like Acl,,,,, 
then, Cortiizar sees authenticity 
values, and his hero's battle to fi 
great measure of linguistic struggle 

The attack by Cortiizar on the language bequeathed to him by 
Europe is part of an overall assault on the mainstream ~uropean" 
novel tradition, that is, on the realist novel. ,In Hopscotch this type 
of novel is mockingly called the "Chinese roll" because of its com- 
fortable linear progression, its assumption of a steady forward 
movement in the development of character and the resolution of 
plot (443). Again, one chapter (34) of the book sums up the 
mockery, when Cortiizar alternates lines from a, novel by B 
Ptrez Gald6s, Spain's, major nineteenth-century realist, 
Oliveira's caustic running commentary on is trashiness. Wha 
chapter does microcosmically, Hopscotch does as a whole: it la all 
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worns, comments by Morelli, and other miscellanea. One purpose 
of these manoeuvres is to more accurately and powerfully involve 
the reader in the cultural 1ea~-frogging, temporal di5junctions and 
unreality which ch e Oliveira's existence as a Latin 
American. Latin A1 not Europe, CortAzar and modern 
Latin American literaLulG ale saying; it has not had and does not 
have a history of steady progress and idual ad1 ~t 
within a well-regulated polity. Therefc mot havc e 
novelistic creativity that pretends to er ese presu s 
of European realism. In Europe itself, wlth the twentieth-century 
crisis of positivism and progress, the avant-garde - Kafka, Joyce, 
Proust and others - abandoned realism, and to the extent that 
Latin Americans interact positively with the Western novel, they do 
so with these subversive innovators. 

The African novel has had to wage a similar war of acclimati- 
zation with the European novel; and it has had much less time in 
which to do so since the novel is &relatively young phenomenon in 
Africa. (The first Latin American novel was written at the 
beginning of the nineteenth century; the first African novel around 
the turn of the twentieth.) Perhaps, because of this, the offensive 
agz ~egemony of the Western novel has generally 
bet ian that of the Latin Americans, who have 
thelllblvbo vlllr I ~ ~ ~ ~ i t I y  moved well beyond realism through the 

/liberal use of fantasy and expe on. In ad ie novel in 
Africa - certainly as Achebe ; it - stil ain socio- 
logical needs which the Latin is feel thc no longer 
has to (or no longer can). One is the need to accurately document 
~ f r i c a ' s  historical and cultural inheritance, to recapture it from the 
distortions of the colonizers. Another, closely related to the first, is 
the need to use the novel as an instructional tool, a place where 

,- , Africans can find objectivei-eprese~tations of themselves and their 
I .  2 continent. (The Latin Americans'feel that today other agencies can 

carry on this direct sociological-educational work more successfully 
than literature.) These imperatives militate against a "difficult" 
novel of the cut of a Hopscotch, and call for a less radical modifi- 
cation of the realist pattern. 

But lack of radicalness does not mean lack of change. The 
ongoing critical debate about the technical differences or the tech- 
nical difficulties of the African novel indicates that the Africans are 
modifying Western realism in a manner r m d  in their cultures; 
and whethe alterations problematic (Roscoe, 
Abraham) I d even innovational (Chinweizu, 
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Obiechina) depends on how strongly you believe that a "well- 
made" novel is one in the Western realist tradition. 

The list of charges or virtues is usuallv headed by the items 
quoted earlier: African novels dc :s of characteri- 
sation, motivation, depth, psyc he rest of it." 
(Neither do Latin American novt13, L U I  r uaL  III~LLCI..) Significantly, 
these ie by Keith Waterhouse in a review of No 
Longt ndicate - back-handedly - where Achebe 
has p, eat Novelistic Tradition. He has done so 
because its "luxuries" (read, conventions based on Western condi- 
tions) do not correspond to African reality. Obi Okonkwo is not a 
privatized European living in a Cartesian universe where "thought 
processes within the individual's consciousness have supreme 
importance" (Watt, 18). He is an African formed in a setting where 
"collective tradition tends to inhibit the development of individua- 
lity which nurtures an awareness of self as a distinct entity .... 

-' independent of the group" (Obiechina, 116). He thus cannot be 
characterized through European depth psychology. Achebe infact 
shows the predicament of his hero through Obi's repeated - failed 
- efforts to engage meaningfully in self-reflexive, Cartesian "con- 
secutive reasoning" (44). When he tries to think discursively his 

'i 
mind tends to roam, or finds more coherence in the symbolic 
language of the collectivity, that is, in Igbo folklore (44; 46). 

Some Final Thoughts 

The search for self is the form and thc content of No Longer at 
Ease and Hopscotch. The fragmentation and tension of the heroes' 
quests&also that of the novelistic medium: both wander in an 
intermgdiate zone, seeking to define themselves between the West 
and the non-West. Any differences in what is essentially the same 
trajectory are by and large induc : particular Third World 
situation. Oliveira goes to Paris enlightened France took 
the place of backward Spain as "I for the Latin Americans; 
Obi, still colonized by England, goes to LC ne tries to enter 
Western civilization through the English G lition; the other 
through a belated French existentialism a1 icinated hodgd- 
podge of universal culture which is so typically (Franco-)Argentine. 
Corthzar's attack on Western language and literature is more 
extreme because he is backed by a more established Latin American 

, novelistic tradition, where various narrative strategies have already 
been tested, and where paradigms of rupture with realism have 
already been developed (in part through contact with the modernist 
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prose of Europe). Achebe, on the other hand, though he definitely 
"does things" to the traditional novel, stays closer to it because it is 
the heritage most availabale to him (through England): because of 
the newness of the African novel; and - most importantly - 
because he sees his role as a documentor and teacher for his society 
("The Novelist as Teacher," 44). 

NOTES 

 his stu cted at  the University of Texas at Austin 
during the summer or I r a> ,  wnl~e I was a participant in a National Endowment for 
the Humanities seminar on "Major African Authors." My thanks go to Bernth 
Lindfors, the seminar director, colleague, friend and teacher, for his help and 
encouragement in the preparation of this article. 

2 .~11 translations from the Spanish, unless otherwise noted, are my own. 

3 . ~ h e  description of these particular givens is from Waaterhouse, 398. 
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Tess Onwueme 

WHERE OIL CEASES TO ANNOlNT 

I have seen flowers 
shut their eyes to  a dying day 

I have heard of the sun 
sleep through the day 
and of coups by night 

superintended by a squinting I 
but never have our dreams 

been so dead drowned 
in a thirsty sea 
. ., . . in a land 
where oil ceases to  annoint 



Tess On wueme 

REQUIEM FOR THE LIVING 

The stream's nose no longer runs 
The sky's tears no longer clean 
Only the Sea's bitter Salt 
Only the coconut's dry breasts 
Only the sun's fire to mop us 
Only earth's ditch to envelope our soft bones 
Only stones to nail our winged ambition 

to its final cross 
Only us to gorge on our oil 

To the precipice . 
In the midst of this oil a gloat 

Here we come 
We who have tasted thirst first-hand 

to the precipice 
We who inherited a snail shell 

from the essence of the sea 
I to the precipice 

With heavy heart to scavenge on its own love with you 
I with you lie low on high seas 
Awaiting the dawn 
Awaiting dawn to separate sand from salt 
Awaiting dawn to separate sea from salt 
Awaiting light to sear the man from monkey 
Only then to moan "amen" 
Only then to murmur "amen" 



E.A. Markham 

GRANDFATHER'S SERMON AND MICHEAL SMITH 

Let the cow, the horse, the camel, the garden-bee - let the mud- 
fish the lobster, the mussel, eel, the sting-ray, and the grunting pig- 
fish - let these, and the like of these, be put on a perfect equality 
with man and woman! 

Walt Whitman (1 819-1892) 

1 

Echoes of the Hymns return, 
the frayed little knot in a cemetery, 
people standing as if in need 
of practice: is this how to outlive 
something dead of natural causes? 
Somehow it was better inside, sagging 
with the weight, bending a knee 
to the strange little god of a grandfather 
whose voice lacked timbre, the highish pitch 
rigbt for the man's unprepossessing 
look. His favourite hymns, Nos 182 and 527 
in the Methodist Hymnal 
come back now with the whiff 
of these unnatural deaths, these killings 
of near friends, this contempt 
for what it takes to live. 
The killer, the new god of power 
will claim to be a man like other me] 
babbling, from a script, the language of love. 

ii 

The clans are fighting a mile away. 
They paint their faces, wear bits of grass and bark 
to tell us this is happening at  an earlier time. 
Do not believe it, this is wishful thinking; 
they wear suits and conquer the cent 

' 

by aircraft. In capital cities 
they shake each other's hands, care11 
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