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ABSTRACT

This research utilizes a stylistic critical nethod
to examne the use of the English |language in Wl e Soyinka's

prose works, The Interpreters, Season of Anony, Ake and

The Man Died. The aimis to show, by nmeans of a systematic

and conprehensi ve description of the four prose works, that,
contrary to criticisns of the |lack of vision and comm t nent
often levelled against Soyinka, his works display a consistency
of visionary and commtted thenmes realized by a revol utionary
style. The study exam nes sone of the charges of obscure and
I naccessible diction. It denonstrates that although Soyinka's
riddles and sonetinmes iconoclastic literary style may often
tax the reader's intellect and require himto possess acertain
amount of ingenuity necessary for proper appreciation, criti-
cisns of obscurity and difficulty are nost often exaggerated
and so invalid.

Chapter one is in tw parts. The first part attenpts
a general overview of the status of the English |anguage
in the world, showing its prospects and limtations. It also
exam nes the debate on whether or not the English |anguage
is capable of properly expressing the African world view
and so be in a position to enhance creativity. It goes on
to discuss sone of the definitions of style and stylistics
and to show what stylistics can contribute to the criticism

of African literature. Chapter one also distinguishes stylistic



criticismfromliterary criticismon the one hand, and from
[inguistic criticismon the other. It denpbnstrates that a
purely linguistic or a purely literary critical approach to
African literature is inadequate and concludes that, since
matters of linguistic format are closely related to content
in African literature, a synthesis of both approaches nakes
for a nore acceptable criticismof literature. The second
part addresses the statement of the problem that the study
hopes to solve. The second part also contains a definition
of the critical and stylistic terns used in the research.

In chapter two, the thesis reviews literature on
Soyi nka's use of |anguage within the context of what has-
been written about the |anguage question in African litera-
ture. Chapter two also contains a review of literature on
stylistics as a critical discipline and on Wl e Soyi nka's
prose works. The chapter denonstrates that many of these
opinions are either invalid or inexhaustive because they are
restricted to one aspect or the other of Soyinka s works.

Chapter three appraises in detail the thematic, grama-
tical, linguistic and aesthetic aspects of the fictiona

wor ks, The Interpreters and Season of Anony.

In chapter four, the study carries out a simlar detailed
apprai sal of the thematic, grammatical, |inguistic and aesth-
etic features on the autobi ographical works, Ake and The
Man D ed

Chapter five summarizes the major argunents of the

study and draws concl usi ons.



CHAPTER ONE. )

INTRODUCTION AND THECRETICAL FRAMEWORK.

PART ONE

1.10
English as a World Language.

Wole Soyinka is one writer who feels exceedingly free to
draw on the vast resources of the English Language. His
versatile literary output of poetry, drama, novels, biography,
autobiography, literary criticism, translation and music — it
seems -- can be properly matched by only an equally versatile
language such as English with its massively enriched vocabu-
lary. And there is ample evidence to show that the language
serves his writings, especially prose, very well.

The advantages to be secured from the use of the English
language in creative writing derive to a large extent from its
history and sociological prospects. The past five hundred
years or 8o have witnessed the rapid rise of the language,
formerly the language of a mere five or six million people
living within thé confines of the British Isles, to the status
of the everyday speech of over three thousand million people
worldwide.

The phenomenal growth of the language has no doubt been
aided by the existence of a gigantic and an immensely powerful
linguistic and cultural offspring of Britain, the mother count-
ry. This offspring, the United States 6f America, later became

bigger than the mother country. The growth has also been aided
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}by the existence of many millions more in Australia, New Zea- |

land and the new nations of Africa, Asia and the Caribbean.
As it is today, this original language of some ancient
Germanic tribes — Angles, Saxons and Jutes — has passed
through three historical watersheds to reach its present
status as a world language. The stages are 'Old English'
(OE, AD 700 - AD 1100), 'Middle English' (ME, AD 1100 - AD
1500) and 'Modern English (Mod. E AD 1500 - the present day).
It has now become the mother-tongue of millions of people
around the world. For many people in Africa and Asia however,
it is the second language and in many places in Africa, it is
rapidly acquiring the status of a mother-tongue. Thus the
English language is at the moment the world's dominant and,
perhaps, the most powerful language, behind which fall other
world languages such as French, Russian, Portuguese and Ita-
lian.
R.G. Armstrong has this to say about the languages that

are in the international forefront:

The serious business of the mid-twentieth

century is carried on in four languages:

English, French, German and Russian. All

other languages lag behind these as-vehicles

for understanding and participating in the

main business of the modern world. To be

confined to Spanish is to lag thirty years

behind the times in science, engineering,

business, and scholarship generally... To

be confined to Arabic is-to 1ag at least

fifty years behind...l
Indeed, English leads all the others as the undisputable
language of arts, music, sports, literature as well as
science and aviation. It owes much however, to French for

instance in the areas of fashion, culinary art, etiquette

and social graces.
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At one time English was relatively insignificant. For
instance, according to Richard Mulcaster, an eminent six-
teenth century London educator, English wasa 'tongue of
small reach, stretching no further than this island, and not
there over all.'? Again, an English philosopher and states-
man, Francis Bacon wrote in 1600 that when men were better
educated, the English language would be obsolete.S Both
Mulcaster and Bacon would probably be surprised at the enor-
mous staying power that the language possesses. Its pertina-
city is greatly enhanced by the fact that a stupendous amount
of the knowledge mankind has amassed is available in English,
either because English was the language of original publication
or because English was the only attractive medium for trans-
lation. Soyinka's use of the language exemplifies Macaulay's
statement to the effect that 'whoever knows that language has
ready access to all the vast intellectual wealth which all the
wisest nations of the earth have created and hoarded.'& There
is little doubt therefore about the seminal and international
étatus of the language.

However, an unrewarding possessive attitude by the origi-
nal owners continues to hover over the language. The reject-
ion by some native speakers off:%n-native speaker's variety
of the language does not however have the blessing of all
native users especially linguists. Some of these linguists
have abandoned the prescriptive approach in preference for
the descriptive one towards the language. David Brazil is
one such linguist:

And if a desire to protect the home-grown



product from the effects of outside
interference is questionable, the wish

to prescribe standards for the much

greater number of people who speak Englishg
outside the British Isles is even more so.

Brazil goes on argue that there are only slight differences
in the various forms that Standard English now takes whether
in pronunciation, grammar or vocabulary. His conclusion
agrees with the experimental nature of Soyinka's use of the
language:

The differences and distinctions obtaining

in the use of English around the world seem

hardly likely to wither away. Present con-

ditions seem rather to indicate a gradual

increase, and common sense suggests willing

acceptance of them as natural and interesting

aspects of the lan%uage and of the individua-

lities of the people who use it.
With arguments such as Brazil's, black writers like Soyinka
will not only feel compelled but also justified to continue
to use English notwithétanding the negative racist connota-
tions of certain English words and phrases that seem to por-
tray the colour 'black' as something a little less than evil.
Such words and phrases associated with blackness include
'blackmail', 'blackmarket', 'blacksheep', 'black magic' and

S

s
so on. Thus it would appear that the development of English
as a world language has not been without its problems. For
the blackman, whether in Africa or elsewhere, the question
remains to what extent the language can reflect his hopes

and aspirations; and, if it does, to what extent it can do

justice to those hopes and aspirations.



1.20 English and the Criticism of African Literature.

In Africa, the English language remains one of the few
positive (some would disagree) legacies of colonialism. At
the moment it serves as the lingua franca in several African
countries such as Nigeria, Ghana, Kenya, Liberia, The Gambia,
Zambia and others. In these places, the existence of a myriad
vernacular languages makes communication both within and among
these countries impossible. The adoption of English in these
countries has resulted in a situation where the indigenous
languages are, in some cases, struggling against extinction.
This is because, rightly or wrongly, literacy is assoclated
with the acquisition of the English language. It is now the
one language through which the ambitious African could obtain
a truly solid academic grounding. It is also the only langu-
age that ambitious writers like Soyinka could hope to achieve
a wide audience and thus realize their full creative potentials.

More and more people speak and write in English in Africa.
It seems as though its place will never be seriously challenged
by any indigenous African language. Ali Mazrui predicts that
by the end of the cerntury, there will be more black people in
the world who speak English as their native language than there
will be British people. He also observes that already, African
Americans alone whose mother-tongue is English are 'nearly the
equivalent of half the populatién of Great Britain' and that
the world is witnessing the emergence of a large number of
Africans whose only language is English. He observes:

English is already becoming the first
language in the functional sense of

dominating the lives of many Africans...
It seems possible that English will continue



to be the first language functionally of large
numbers of Africans critically placed in the
destinies of their nations, for the rest of the
century. But in addition it looks feasible that
English will become increasingly also the first
language chronclogically of many African children

.. This emergence of black people who speak Eng-
lish as a native language chronologically is what
we have termed the emergence of Afro-Saxons in
the world.6

The optimism inherent in this statement is however quali-
fied by the fact that many people — in spite of overwhelming
evidence to the contrary — still see the language as a colonial
language. They see it as an alien language foisted on the un-
suspecting and helpless Africans and so a language of expedien-
cy. That it was the language of expediency, to bridge the comm-
unication hiatus caused by the glut of indigenous languages, is
not in doubt. But to persist in seeing it as such even against
the backdrop of its overwhelming advantages is an unrealistic
stance.

There are other people who at least recognize the langua-
ge as a positive phenomenon in the affairs of Africans and say
so. Geoffrey Morehouse is an example and he argues:

The remarkable thing is that English has not
been rejected as a symbol of colonialism; it

has rather been adopted as a politically neu-
tral language beyond the reproaches of triba-
lism. It is also a more attractive proposi-
tion in Africa than either India or Malaysia
because comparatively few Africans are complete-
ly literate-in the vernacular tongues and even
in the languages of regional communication.?7

Blyden expresses similar sentiments and attributes the
ascendancy of the language to its flexibility and cosmopo-

litan nature:

English is, undoubtedly, the most suitable of
the European languagesfor bridging over the



the numercus gulfs between the tribes caused by
the great diversity of language or dialects
among them. It is a composite language, not the
product of any one people. It is made up of con-
tributions by Celts, Danes, Normans, Saxons,
Greeks and Romans, gathering to itself elements
..» from the Ganges to the Atlantic.8
The English language has therefore become an 'African' lang-
uage leading such other 'African languages as French, Portu-
guese, Swahili and Arabic. The implication which the lang;
uage has for African literature has continued to be contro-
versial, attracting the views and comments of critics,
writers and analyst both within and outside Africa. Many—
writers have expressed displeasure at the critical tendency
of judging African works of art in English with the same set
of criteria as those applied to literary works in English
elsewhere., These writers feel that the language and its
concomitant critical semiotics cannot do justice tb, nor
express at all the African world view in literary works..
Begause English is 'alien' to Africa, and language is a
vehicle of culture, they-are of the opinion that it carries
with it aesthetic and cultural principles which are alien in
provenance. It is according to them, unable to clearly exp-
ress sound African aesthetic principles.

Edgar Wright, Chinua Achebe, Ngugi Wa Thiong'o, Ayi Kwei
Armah, Cbi Wali, Joseph Okpaku, Lewis Nkosi and Wole Soyinka
himself are some of the writers add critics who have expressed
opiniOnscnlthe.language and aesthetic question in African lit-

erature. .0kpaku argues thus:

The present practice of judging African lit-
erature by Western standards is not only in-



valid, it is also potentially dangerous to a
development of African arts. It presupposes
that there is one absolute artistic standard
and that, of course, is the Western standard.
“Consequently, good African literature is taken
to be that which most approximates to Western
literature.9

One of such standards has to do with the use of the English
language. Okpaku goes on to suggest an alternative to the

present set of English criteria with its emphasis on charac-

terization, individualism and so on:

The primary criticism of African arts must
come from Africans using African standards
... Western critical standards are developed
in the Western tradition and applied by West-
ern critics to interpret and criticise Western
literature to the Western audience. Thus, when
a critic says of the Western writer that he
smacks of Conrad, he immediately invokes a whole
: concept of Conradism with which the Western
- reader is acquainted as part of his cultural
Los education... By the same token, an African
_ critic trying to relate African literature or any
- ' literature in Africa must do so against the
background cof African culture. He must draw
upon the patterns of the African aesthetic. In
other words, he must use African critical stand-
ards.l0

Some of the contributors to the issue of critical
criteria take extreme positions and advocate a clean break
with the English language and all its related critical prac-
tices. This group implies that a truly African work of art
is one which is written in any of its indigenous languages
‘and also scrutinized by means of a'purely African'criticgl.
procedure. Obi Wali subscribes to this positién. Wali
argues that the 'uncritical acceptance’ of English and
French as the medium of educated African writing is 'mis-
directed and has no chance of advancing African literature

and culture.' For him therefore, African literature can



only be authentic if it is wfitten in African languages.
Similarly, literary criticism of African writing, to him,
sounds 'so dull, drab, flippant, mainly because there is
no opportunity for original thinking,' as Africans merely
'repeét European cliches like “romantic," "classie",
" realism' and so on.' Wali then advises critics and wri-
ters to 'goin for the hard school of African linguistic
studies' 1if they are to produce worthwhile criticism.tt

Writers like Ngugi have also taken similar positions
and have broken ranks with the English language as a med-
ium of African literary communication; he has called for
the scrapping o¢f the colonial concept of an English Depart-
ment in African universities. Ngugi now writes in his
native language.

Yet not all writers in Africa share these extreme
views about English or even 'Western' critical standards.
To some it continues to be a ‘necessary evil' to which any
writer who seeks an international audience inevitably turns,
To these, the clamour for an African set of critical stand=-
ards is sometimes vitiated by overstatement. Achebe singles
out three categories of critics who do a disservice to |
African literature: hostile critics, critics who are sur-
prised that Africans can write and write in English too, and
those who say that African writers should Be judged by the
same standards as European writers, and thus conclude that
African writing is inferior to European writing. On his own
part, Achebe supports the continued use of the English
language. His ideal English language is one which is slight-

ly but significantly modified to embrace the African writer'%wﬁ
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unique experience while at the same time retaining its

universal communicative value:

The price a world language must be prepared

to pay is submission to many different kinds

of use, The African writer should aim to use
English in a way that brings out his message
best without altering the language to the ex-
tent that its value as a medium of internation-
al exchange will be lost. He should aim at
fashioning out an English which is at once uni-
versal and able to carry his own experience...
But it will have to be a new English, still in
full communion with its ancestral home but
altered to suit its new African surroundings.l2

Achebe illustrates this suggestion with a reworked
version of the speech of Ezeulu, the chief priest of Ulu

in Arrow of God in which he (Ezeulﬁ) explains the reason

he sends his son, Oduche, to the white man's school. The
reworked version, unlike the original, is in standard
English, and so according to Achebe, it is out of charac-
ter with the personality of Ezeulu. If standard English
is out of character with many of Achebe's characters, then
it (standard English) lé\the norm with many of Soyinka's
characters. Soyinka's use of language, especially as seen
from his characters, results in a situation whereby his
characters cannot be easily identified with any known
cultural group. As will be seen, it is a deliberate
technique on the part of Soyinka to make his work uni-
versal. His characters exist more to give voice
to his dideas rather than as characters in themselves. In
this Soyinka differs markedly from say, Achebe who realizes

his chara¥Eers in themselves.
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Armah on his part reacts to Charles Larson's views
concerning his (Armah) works. Armah disagrees with 'that
style' of criticism which consists of the 'judicious
distortion of African truths to fit Western prejudices'

and observes epigrammatically that it is 'the art of

using fiction as criticism of fiction.'13

Some writers, especially European writers, defend the
call for African writing in English to be seen as part of
English literature and to be treated as such. Edgar Wright
is of this opinion though he concedes that there are slight
areas of divergence between the two literatures. African
literature, for him, 'presents a particular problem within

the broad field of literature in English.' He says further:

It is impossible to avoid recognizing that
writers using English produce work that

moves into the current of 'world literature'’
in English. African literature in English
has emerged to a state where it deserves

and demands the careful consideration that

is given to any other writing in English,

and is best served by apglying to it standards
and procedures as carefully considered as
those we apply to literatures whose norms and
tradition have already been thoroughly under-
stood.l4

_~ Another critic attacks what he sees as the plea for
critical separatism by some African writers and critics.

« McLouglin refers specifically to the novel genre and

posits:

The African novelists in English are not sui
generis. They are writing within a generic
and linguistic tradition which the reading
public is conscious of... The argument for
critical separatism strikes one as unsound
because it does not pay sufficient attention



12

to this last point.15

This position is supported by M.R. Webb, who because
the criticism of African literature in many cases ignores
aesthetics and language, is dissatisfied with the way it
is taught. He argues that it is 'so bound up with politics,
in a very simple way.'16

Yet another critic, Bahadur Tejani, condemns those he
sees as 'dogmatists who insist on the singularity of liter-
ary tradition or effort.' Tejani advises the critic to be

17 7ejani's and Webb's

free from 'isms' and 'tudes'.
position has been questioned by the Nigerian critic, 0. A.
Ladimeji, who points out:
African literature reverberates largely with-
in the structuresof African culture and his-
tory, on which English literature sheds very
little light but much distortion... The stan-

dards by which African literature is to:be
understood issue from that literature itself.1l8

In his contribution to the debate, Emmangel Ngara, the
Zimbabwean critic, prefers to tackle the question as to
whether African literature is part of European literature
by asking critics to pause and consider whether European
literature is part of African literature. He suggests
that African literature has an autonomous existence. He
concedes though that much of African literature has been
influenced by Western literary thought. Indeed Soyinka's

and Achebe's major works draw their themes and sometimes

\l'\.
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titles from Western writers.

Ngara observes in a related discussion that it is a
common practice among students of literature in Africa and
elsewhere to regard the study of literature as consisting
merely in the narration of plots and the discussion of
themes and characters, at the expense of the aesthetic as-
pects of literature. As a result, according to him, the
discussion of 'issues' raised in literary works of art be-
comes the primary, if not exclusive, concern of the student
of literature. It is with this unhealthy approach that
Soyinka's works are usually examined leading of course to
charges of 'obscurity' and 'difficulty’. Ngara suggests
that this approach is inadequate:

Such an approach may lead us into a sit-
uation where we are concerned 'solely
with the slogan of the day which may be
completely forgotten tomorrow.' Today we
are shoutin% something like 'Down with
imperialism! Down with colonialism!'
Tomorrow we will be shouting something
else. Now when the political slogan has
become irrelevant, the criticism that was
based on it will also become irrelevant.
Criticism based on sound aesthetic princi-
ples will forever be useful. It may be
overtaken by a more satisfactory theory but,

like Aristotle's Poetics, it will form a
basis for further developments.l9

This study agrees with this opinion for it represents
to a large extent the raison d'etre of the thesis. But
this is not to be construed to mean that we advocate art
for art's sake. Though such art has its merits, it cannot
be justified in the context of largescale illiteracy,

oppression, disease and exploitation. The emphasis is on
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how the aesthetic features of a work of art cohere in order
to send a 'message.' We equally recognize the legitimacy
of belles-letres as an integral part of the corpus of
writing everywhere.

Our submission here is that African literature is not
just African literature, but a part of world literature in
English. Therefore while we take cognizance of the distinct
culture and world view with which it is associated (other
culturegigistinct too), we are of the opinion that it should
nevertheless be able to facilitate and withstand universal
scrutiny. This is an obvious common sense fact. There
should be points of contact and similarity. This opinion is
held by Soyinka when he criticises Achebe and many other
writers for drawing on what he (Soyinka) sees as 'a common
backcloth' to write novels of culture clash and especially
writers who overstate the literary uniqueness of Africa.20

At the moment, it does not seem as though any literature
written in any of the tribal African languages meets the
universal requirement. This is obviously because of the
ponderous task of translating every work into an inter-
national language. Indeed, it would also involve trans-
lating every critical opinion since a vernacular literature
in order for it to be 'authentic' should be criticised only
in a vernacular language.

Wole Soyinka asks that writers in Africa be seen 'not

as African writers but as simply writers.' He feels free

to cross literary and cultural boundaries:



15

I borrow seasons from an alien land

In brother-hood of ill, pride of race around me

Strewn in sunlit shards.

I borrow alien lands ) 21

To stay the season of a mind.
That Soyinka should borrow from alien lands is a phenome-
non which is perhaps suited to the English language which
has borrowed from every major language in the world to
enrich its vocabulary. This is what was meant when it was
observed that the language serves him well. This eclectic-
ism of Soyinka's has been strongly criticised by Chinweizu
et al,who question why he should borrow images from an
alien landscape to mourn the victims of the October, 1966
massacres in Northern Nigeria. But for Soyinka as for many
writers, the English language and its universal stock of
imagery hold a great appeal. Their attraction, especially
in the case of English, lies in the rich capacity of the
language as a medium of discourse — the range of its voca-
bulary, the subtle shades of meaning and implications of
attitude and feeling that are attached to its words. Its
attraction also lies in the potentialities of the idiomatic
usage in the language, the varieties of grammatical struct-
ures that it has developed, and its large repertory of
rhetorical figures. Clearly the language has mofe advant-
ages for African literature than disadvantages. It is
little surprise therefore that Soyinka chooses to write
in it.

Because the English language is dominant in African

literature, it becomes necessary to take a close look at it
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especially in relation to other aspects of a literary work,
Put succinctly, the criticism which places emphasis on the
language itself and other aesthetic aspects stands a better
chance of offering more objective interpretations of the
work when juxtaposed with other modes of criticism.

That literature is language in action is not likely to
be disputed. Thus, the criticism of literature will focus
to a very large extent on language. In the case of the
African writer, that language is either English or French.
Many people would however disagree. Many a critic or
student of African literature would often cite 'ideology'
and 'commitment' as the main props of literature. This
position is problematic in that it frequently reduces
literature to a mere exercise in historicity, anthropology
and ideological pamphleteering. As a result, what we all
too often get is a mere rehash of political and ideological
ephemera dressed up with such euphemisms as tasks, commit-
ment and so on and presented as literature.

Marxist criticism is another approach to African liter-
ature. It differs from linguistic criticism in that the
marxist critic sees literature as being socially conditioned
and that the writer cannot afford not to mirror social
realities in his work. Terry Eagleton points out that
'Marxist criticism has traditionally opposed all kinds of
literary formalism, attacking that inbred attention to
sheerly technical properties which robs literature of his-

torical significance and reduces it to an aesthetic game.'22

'
(s
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The major advantage of Marxist criticism is its 'global vision
that seeks to encompass the entire field of reality,' and
its aim at totality.23 It holds for instance that the novel
as a literary genre, with its elaborate network of plot and
narrative, arose as a result of the rise of bourgeois indivi-
dualism in Europe. Thus Marxist criticism frequently goes
outside the text to the society in order to explicate the
text, It tends to subordinate form to content in a rather
disproportionate manner. It relies too heavily on the
temporal and spatial context of the work such as the back-
ground of the writer, the dialectical forces operative at
that period in that society and the contextual relevance of
the work of art in order to explain it.

Linguistic criticism on the other hand sees the text as
illustrating aspects of language use. For the linguist,
extratextual information is largely irrelevant and only
serves to obfuscate the beauty of the text in question. We
believe that critical attention directed at the meaning of a
work of art in relation to its context is healthy, indeed
desirable. But it must not preclude or prejudice similar
attention directed at the literary and aesthetic tools with
whicﬁiwriter works. The means by which meaning is achieved
— imagery, diction, grammar — constitute a more viable and
comprehensive area of study than exclusive political postu-
lations.

It is necessary (in addition to appraising the import

and 'commitment' or otherﬁise of the work) to shift the
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emphasis to considerations of syntax, vocabulary, rhythm
and euphony; but of course, the goal is to relate these

to some meaning or the other. We ought to be able to
illustrate the struggle that Soyinka is engaged in while
trying to find the right words and the appropriate imagery.
The selecting, expunging, coordinating, concord, narrative
structure, dialogue and characterization are often neglected
aspects of Wole Soyinka's works in conventional critical
methods.

This research proposes a synthesizing approach. In
spite of being concerned mainly with the aesthetic and
linguistic aspects of literature in general and Soyinka's
prose in particular, the study coﬁsidﬁrs some of the
political, social and moral issues raised by placing them
in a proper perspective where necessary. Thus, though the
emphasis is on Soyinka's linguistic idiosyncracies, that is,
focusing on the texts themselves, the discussion inevitably
goes outside the texts for some background information.
Thus, the stylistic crigiEism advocated here differs from
both a purely linguistic approach on the one hand, and a
purely literary approach to the criticism of literature on

the other. Both approaches are briefly explained below.

1.30 Style and Stylistic Criticism

Stylistic criticism is an area of mediation between two
modes of criticism, literary and linguistic approaches to

the criticism of literature. The role of the literary
e
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critic for instance is interpretative. He is in most cases
concerned with the meaning of a work of art. The linguist
on his part takes the code as his domain, and the meaning
of the work is relevant only in so far as it illustrates
the language use. H. G. Widdowson explains this difference
between the functions of the literary critic and the ling-

uist in the following way:

...the ultimate purpose of literary criticism

is to interpret and evaluate literary writings

as works of art and that the primary concern of

the critic is to explicate the individual message
of the writer in terms which make its significance
clear to others...He is interested in finding out
what aesthetic experience or perception of reality
[the work] is attempting to convey and his observa-
tion of how the language system is used will serve
only as a means to this end.24

As has been noted, this is not, strictly speaking, the
position taken in this work. Widdowson next clarifies the

function of the linguist. He observes:

The linguist, on the other hand, is primarily
concerned with the codes themselves and particu-
lar messages are of interest in so far as they
exemplify how the codes are constructed...This
is not to say that the linguist will necessarily
ignore the meanings... it may well be the case
that the linguist's analysis of the language of
a [work] is dependent on some prior intuitive
interpretation of what the [work] is about. But
although interpretation may be an aid to his
analysis, it is not its aim. '

This is also not the position taken by this research. The
approach adopted here is stylistic, that is, critical stylis-
tics; and it seeks to link the two approaches by extending

the linguist's'literary intuitions' and the literary critic's
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'"linguistic observations' in order to make their relation-
ship explicit. This approach is expressed panoptically as

follows:

tie

\;&5& Shyligtic
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“T_cahicem
Stylistic criticism here seeks to synthesize the work of

the literary critic with that of the linguist and produce a
more adequate criticism of Soyinka's prose. This is espe-
cially so as the literary critic also arrives at his conclu-
sion, in many cases, from inferences and interpretation of
language use — diction, images and symbols. This study is
however aware of the numerous difficulties and the limita-
tions of a linguistic criticism of literature. Halliday

cautions for example:

Linguistics is not and will never be the whole of
literary analysis, and only the literary analyst -
not the linguist = can determine the place of ling-
uistics in literary studies. But if a text is to be
described at all, then it should be described prop-

- ._erly; and this means by the theories and methods
developed in linguistics, the subject whose task is
precisely to show how language works.25

The literary critic searches for underlying significance
and essential artistic vision of a writer and treats his
work as 'messages'. The linguist, who is concerned with how
. & piece of literature exemplifies the language system, treats
literature as 'text'., Stylistic criticism merges some aspects
of both and treats literature as 'discourse’.

As a discipline, stylistics or the study of style is still
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relatively new, and stylistic criticism of literature is

even more so. It is therefore necessary at this point to

proceed with a clear and precise working definition of the

concept of style and stylistics.

Nils Enkvist for instance defines style as a variety

of language which correlates with context including situa-

tion. He goes on to say:
Style is comparison, a relation, a differential.
The total impression of the style of a text may
often arise from a complex network of such
comparisons which are performed by matching a
text against a whole set of experiences of other
texts, similar and different that emanate from a
spectrum of contexts, situations and backgrounds.26

This definition sees style from a comparative point of view.

This comparison is also implicit in Leech's definition of

style in his book, A Linguistic Guide to English Poetry.

According to Leech: 'When we discuss style we often have in
mind the language of a particular writer, a particular period,
a particular genre.' Most critical discussions of literature,’
according to him, 'revolve, at some stage, round appeal to

linguistic evidence,' that is, the 'evidence of words and

sentences which actually occur on the printed page in literary

texts.' Leech concludes his definition of style and stylis-

tics by saying:
Much of the basic vocabulary of literary critici-
sm (metaphor, figurative words, antithesis, irony,
rhythm) cannot be explained without recourse to
linguistic notions. As a meeting ground of ling-
uistics and literary studies, stylistics is the
field within which these basic questions lie.27

In a latter publication, Sfjle in Fiction, Leech,

together with Michael Short, sees style in relation to the
\N".I
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well known Saussurean distinctions between 'langue' (the
code or system of rules common to speakers of a language)
and 'parole' (the particular uses of this system by speakers
or writers in particular circumstances). 'Style, then,'
they say, 'pertains to parole.'28

Friedman and McLaughlin define style as:
The selection of words, the organization of words
into longer unites (phrases, clauses, and sentences)
and the use of figures of speech...a writer's
characteristic selection of words,sentence patterns
and figures of speech in a given essay.29
For Bally and Riffatere, style is that 'expressive or
emotive element of language which is added to the neutral
presentation of the message itself.'3% on his part, Bernard
Bloch sees style in terms of frequency of features. He
defines it as the 'message carried by the frequency distri-
butions and transitional probabilities of its linguistic
features especially as they differ from those of the same
features in the language as a whole.'31
Two more writers, Widdowson and Ngara, closely link
stylistics with literature in.their definitions. According
to Widdowson, stylistics entails:
The study of literary discourse from a linguistic
orientation... what distinguishes stylistics from
literary criticism on the one hand and linguistics
on the other is that it is essentially a means of
linking the two. Stylistics...involves both
literary criticism and linguistics, as its
morphological make-up suggests: the 'style'
component relating it to the former and the 'istics'
component to the latter.32
Ngara distinguishes between two types of style study,
the literary stylistician's and the stylistic ecritic's

approaches. The literary stylistician, he says, 'applies
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the methods of stylistics to the language of literature.'
He also observes that the stylistic critic has a wider
domain because in addition to using the 'analytic tools
of the linguist and the stylistician such as grammar,
lexis, phonology, prosody, he must also concern himselfb
with the wider issues of deviation from the norm.' He must
deal with 'the relationship between language and character,
the relationship between author and audience, and inevita-
bly the relationship between linguistic features and
content value.' And so for Ngara, stylistic criticism
'aims at being more precise and more systematic than
conventional criticism.'33

This_work understands stylistic criticism to consist
in a celebration and critical appraisal of the manner in
which a particular writer communicates both aesthetic and
informational qualities through language. By 'celebration'
we mean that the stylistic critic does not come to the
work with preconceived notions, neither does he seek to
prescribe for the writer. Instead, he examines, by means
of qualitative and quantitative foregrounding, the
consistent deviations from the norms and then tries to
explain the reasons behind them.

The analysis of style is conventionally limited to
sentence structure, diction, and the use of figures of
speech. The development of a style and of a characteristic
manner of speech is a matter of conditioning. It is a

-

conscious choice by the writer or speaker as will be seen
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in Soyinka's works. Sheridan suggests that when we ask
questions about the kind of sentence structures charac-
teristic of a writer's style, we are looking for: (a) a
pattern of phrases and clauses based on the three types of
sentences, 'simple', 'compound' and'complex'. (b) the
sequence in which these types may occur with a resultant

rhythmical pattern.34

He also observes that a style
characterized by simple sentence structure, by a familiar,
concrete word stock drawn chiefly from old English or other
alien sources, and by few figures of speech is plain,
Similarly a conversational or informal style is character-
ized by a mixture of sentence structures, incomplete
sentences, colloquialisms, occasional slang and figures of
speech which though present are not expansively developed.
A formal style then is one which is characterised by
complex syntax, ornate and unusual diction and a rich use
of figures of speech. Our task is to fit Soyinka's prose
into the appropriate category.

Our approach is to compare the norm to the deviation
or vice versa. The deviation refers to those conspicuous
features in a work of art. The analysis is presumably
part of the decoding of a text. Style contributes to the
total meaning of a message, for instance by letting us
know a character's attitude from his choice of levels of
formality. Styles are thus context bound varieties of
language as well as sums of differences between text and

norm.
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A conspicuous feature is that feature whose density in
the text is significantly different from its density in the
contextually relevant norm. It is referred to as a style
marker. The occurrence of a given feature is a style
marker if that feature does not occur in the norm. It is
a minus style marker if it is absent in the particular
work but present in the norm. The emphasis is not however
on isolated style markers but on cumulative discriminants.
Style is characterized not by the length of any single
sentence or narrative technique but by the mean sentence
length, narrative features and the standard deviation of
some such appropriate stylistic features.

As a vehicle for communication, style consists of five
parts. First, the encoding of the message, second, the
transmission. Third, its realization asa signal, fourth,
its reception, and fifth, its decoding. The style of a
particular writer is usually determined by the following
factors:

Context: This refers to the situation that produces any
language use. The geographical and historical setting of
a work of art will in part determine the linguistic possibi-
lities before the writer. Though he may make use of
linguistic devices that. are essentially his, he would
not he able to completely do away with the imprint of the
times. Shakespeare's and Chaucer's writings are good
examples of this. The African writer's culture is a
complex one, He writes in a language which is not native

to him nor most of his readers. The writer now tries to
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strike a balance among the three centrifugal forces — his
ethnic culture, western education and sometimes sympathy
with eastern ideology of socialism — that threaten to tear
"him apart.

Medium: Here we discuss the physical embodiment of
the message conveyed. We examine whether it is a written
or spoken work of art. If spoken or written, we inquire
whether the dialogue is simulated or real, that is, is it
real conversation or the ones in a novel ? Written language
requires more explicitness than spoken language. This is
because the former, unlike the latter does not depend much
on context of situation. For instance, in a real conversikfion
a participant may break off, point and say, *Lobk at that,'
and it would be understood. But in the novel, the object is
not there for the reader to see, and so the writer has to
give adequate information to help his readers understand him.

Mode: By'mode' we refer to the primary distinctions of
literature — prose, poetry and drama — and other sub-cate-
gorizations such as 'epic'.'lyric?f“ballad','sonnet' and
'elegy'. A good work of art usually manifests a highly
artistic handling of narrative, description, dialogue and
interior monologue. Poetic prose is a characteristic of
accomplished writers, but the language of a work of art
‘should normally be credible. Indeed, proper handling of
poetic prose can excite the reader's faculties.

Audience: The relationship betwéen the author and his
audience is significant though it belongs more under'tenor'.

This relationship dﬁauld not however legislate away the
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writer's private style. This is because style 1is a deviation
from the norm. But the tastes of the reading public cannot be
completely ignored by the writer or he would stand the risk of
losing his readers.

Tenor: The way in which the social relationships between
the encoder and decoder of messages influences the language use
is discussed under 'tenor'. It is not restricted to just the
general myth but also to what the speaker or writer thinks,
feels, knows or imagines about the listener or reader in re-
lation to the context, sense and medium.

Personal Factors: Since style is something ingrained in

writing and not stuck on the top like a veneer, a man's way
of writing will be an expression of his personality and his
way of looking at life. This is particularly true of Soyinka
whose characters are usually his spokespersons. It was this
that perhaps led Buffon to say, 'Le style, c'est 1l'homme meme'
(Style, it is the man himself). All these factors together
contribute significantly to the study and criticism of a
particular style.

The stylistic investigator seeks three sets of apparatus.
There is first the necessity for a grammar providing a simple
but adequate description of language styles, the uses of which
he is interested. He states the norm against which the
deviations can be measured and finds technical terms to name
them. There is secondly the necessity for a contextual
apparatus with which to relate language use under investiga-

tion or its registers. This means that the stylistic critic
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seeks a simple historical or sociclogical description seo that
the language use can be related to its period and provenance.
The third set of apparatus is a critical one which can allow
him to draw, from the grammar and the contextual apparatus,
;ny conclusions about the language use in question. This
implies that the social context cannot be completely ignored.
It is a necessary help to the stylistic critic of an African
work of art particularly Soyinka's works.

In stylistic analysis, we isolate two sub-sets of features.
These are para-linguistic affective devices and linguistic
features proper. Under para-linguistic affective devices, we
discuss such features as symbolism, myth, allusion, allegory,
imagery because these are not purely linguistic features.
The features we discuss under the purely lingistic sub-set are
'lexical, grammatical, graphological and sometimes phonological.

Under the lexical features we examine what choices are
open to the writer, and the choices he makes, for example,
collocation, similes, metaphors and how these relate to his
meaning. The grammatical level iﬁ‘where the questions of
syntax lie. The type of sentences is of particular interest
here. A writer may be fond of inserting parenthetical state-
ments enclosed within a pair of dashes, commas or brackets in
his sentences. Such a device requires the reader to store up
interrupted information for a significant period to reconnect

)

later after the closing dash, comma or bracket. Such questions

lie within the purview of grammar.

o
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Issues such as punctuation marks and capitalization are
discussed under the graphological level. The phonolo-
gical level includes such devices as rhyme, alliteration,
assonance and rhythm. These categories often overlap and
the stylistic critic is not obliged to use the titles of
the categories named above.

Stylistic criticism of literature then is both a
criticism of a writer's idiosyncracies as well as his
social vision. It is a criticism of the struggle to devise
patterns of language which will bestow upon the linguistic
items concerned just those values which convey the indivi-
dual writer's personal vision. Eliot describes this struggle
as follows:

Words strain,
Crack and sometimes break, under the burden

Under the tension, slip, slide, perish,
Decay with imprecision, will not stay in

place, 35
Will not stay still.

Finally, because stylistic criticism of literature
involves words, phrases and clauses, the thesis employs the
systemic analytic tool, not the traditional grammatical
mode of analysis, to explicate the syntactic structures of
Wole Soyinka's prose. For a proper understanding of. Soyinka's
grammar and indeed the grammar of every work of art.-our
critical stylistics borrows the tools of the systemic
linguist, who has developed the 'scale and category' rank
to account for various levels of grammar. It is necessary

to explain this here in detail since it forms a major
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turn comprises the phrase or group which in turn is made up of
words and so on. When we look downwards 1like this to deter-
mine the component parts of each unit, we are engaged in
morphology.

A second wa} of looking at the structure is to begin
from the bottom — the morpheme — and ascend to the sent-
ence. Here we study the relationship between two items on
the same scale as they function in the unit directly above
them. Upwards in this manner, the relationship among the
component parts vertically and horizontally is clarified.
This is syntax.

The Sentence

The sentence is made up of either one clause (a subject
and a verb): 'You cannot judge a book from the cover.' Or
two main clauses linked by a coordinating conjumétion (two
or more subjects and verbs): 'You cannot judge a book from
the cover but you have to read it,' or still the sentence
could be made up of a main clause linked with a subordinate
clause (dependent on the main clause for interpretation) by
any of the numerous subordinating conjunctions or relative

pronouns: 1. 'You have to read it if you want to discover'

2. '"The man who made this statement 1is a musi-

cian.'

The Clause

A clause is a group of words containing a subject and
a verb. The components of a full clause are abbreviated as

follows: (S) P (C) (A) meaning:
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S—— Subject (often nouns, pronouns or noun phrases)
P——> Predicator (verbs and verb phrases)
C— Complement (often nouns, adjectives, pronouns, noun
phrases)
A——sAdjunct (adverbs and adverbial phrases)
The brackets indicate the optional nature of the elements.
Thus the sentence 'You cannot judge a book from the cover' is
analysable into the structure: S P C A
Subject: You
Predicator: cannot judge
Complement: a book
Adjunct: from the cover
Sometimes however, a 'predicator' may be split up by
elements that are not verbs eg 'to' in 'l want to go there.'
Such a predicator is referred to és a phased predicator and

is represented as the (Z) element in clause structure.

The Phrase/Group

Though there are four clausal elements, there are three
tyﬁes of phrases/groups. This means that one type functions
twice in clause structure. The group that functions under
the subject equally functionsunder the complement position.
The three types are:

1. nominal (noun) phrase: (operating at S and C in clause
structure)
2. verbal phrase: (operating at P in clause
structure)

3. adverbial phrase: (operating at A in clause structure.)

Ia
roinciveg o \
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nominal group: This usually has the structure (m) h (q)

where:

m—s modifier (eg articles, adjectives, determiners etc)

h — headword (substantive; nouns; syntactic determinant of
concord)

q—> qualifier (prepositional phrase or relative clause)

As before the brackets mean that only(h)is obligatory. The

headword may be preceded by more than one modifier such that

the group may have any of the structures mmmhq, mhq, hq, mh,

h . There are two types of complements. These are comple-

ment intensive (subject complement: ‘He is a teacher’ or

object complement: ‘He made me an offer), and complement

extensive referring to the direct object: 'He called the

teacher! And indirect object: "He called us a teacher’

verbal group: There is an obligatory element here known

as the lexical verb. The structure here is (a) (n) 1l,meaning:
a—>» auxiliar (auxiliary verbs: can, may, must, will, do ete)
n—> negator (negatives: not, never )

l——lexical (verb: walk, talk, is, are, sing etc)

Again, the brackets indicate optionality.

adverbial group: There are two types of adverbial groups

in English but both are initiallg classed under the A element
in clause structure. The one is adverb-headed adverbial
group and it has traditional‘adverbs as its obligatory
element called 'apex'. The apex may be preceded by other
elements "temperer' and - : followed by other elements 'limiter'

giving a complete structure (t) a (1) where:
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t —temperer (submodifiers: very, more, nearly, just,
exactly)
a— apex (adverbs: slowly, swiftly, fast, soon, now)

l——limiter (indeed, enough etc)

The second type of adverbial phrase is the preposition-
headed adverbial group and it is made up of two elements of
structure: pc where :
p——> prepend (prepositions: to, for, against, up etc)

c— completive (noun phrase, which is rankshifted)
eg: up the hill (pc)
by the river (pc)

The similarity of the pc of adjunct to the PC of clause

structure is meant to reflect the transitivity of preposi-

tions (pc) and verbs (PC).

The Word

A word is made up of one or more morphemes with the
structure (p) b (s) where:
p—>prefix (en~-, un-, il-, dis-, ir-, in- etc)
b——2base (danger- -faith; -legal, -boy; fast- etc)
s—suffix (-ous, -ful, -ly, =-s, -er)
Thus the word 'unfaithful' has the structure pbs. It is
made up of a free morpheme 'faith' (so called because it
can stand on its own as a word), and two bound morphemes
'un-' and '-ful' (so called because they do not constitute

word@.

The word 'boys' is made up of two morphemes:
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boy free morpheme

]

-8 bound morpheme; but the word 'blackboard' consists
of two free morphemes: black (free morpheme)

board (free morpheme)
Finally, the order in clause structure is not fixed. We may

have SP, SPC, SPCA, SPA, SPAC, ASPA, ASPC, ASPCA, PC, PCA

Rankshifting

It is possible for a unit on the rankscale to descend
and function in an inferior position, that is, in the rank
below it; it is also possible for an element to function
within another element on that same rankscale. For example
a clause could descend and function as the qualifier under

group/phrase: 'The man who made this statement is a musician'’

where 'who made this statement' is a relative clause now
functioning under the nominal group 'The man’' in the subject
position. An example of a group functioning under another

group is 'The house by the river has collapsed' with the

phrase 'by the river' qualifying another phrase 'the house'.
When this happens, we say that such an element has been -
rankshifted.

The merit or significance of this type of sentential
analysis for African literature is that tﬁis literature is
made up of English sentenees, and so for a proper appreciation

yof a writer's type of sentences, the sentences cannot but be
systematically investigat