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Chapter One 

Introduction 

experience. This is because like everyday individual whose day-to-day socio-political experience 

-political and religious 

experiences influence what he writes. And like a normal individual, the experiences that 

influence and hel but it seems that 

his trouble experiences influence the poet more than the blissful one does. In his essay entitled 

This is also one of 

a form that contrasts with reality. Tr

       In his book entitled The Psychological Society (1978), Martin L Gross writes that in most 

ience gets unbearable. It is for this reason, at the first place that 

the poet is considered to share some attributes with a neurotic somebody who has been 

experiencing psychic disturbance as a result of his 

experience. Though 



experience is not the same as that of a typical neurotic patient. According to him, the difference 

between the two experiences is in what they produce: While the experience that confronts the 

confronts the poet produces poetry. In describing his poetic process, William Wordsworth also 

reveals the connectedness between poetry and the 

         However, Freud, Trilling and Gross are not the only scholars who have linked poetry to the 

Book X of The Republic (1)

n of the ideal or the original. 

Since then many other scholars have continued to show this connection. For instance, in their 

which the poet expresses a vision o

view the poet is most troubled by the general human experience. The poet wants the best in life 

He wants to be great and he sees himself small. He wants to be happy, and he sees 

himself miserable. He wants to be perfect and he sees himself full of 

imperfections. He wants to be the object of love and esteem among men and he 

sees that his faults merit only their hatred and contempt. This embarrassment in 

which he finds himself produces in him the most unrighteous and criminal passion 



that can be imagined; for he conceives a mortal enmity against that truth which 

reproves him and which convinces him of his faults. (44) 

thus doing, you shall be most fair, most rich, most wise, most all; you shall dwell upon 

Like all other poets from Europe and America who recreate their experiences into poetry, the 

Anglophone African poets have shown evidences of their representations of their experiences in 

their poetry. Like their counterpart poets from Europe and America whose poetry are reflections 

of their psychic responses to the problems associated with their different generations, the 

Anglophone African poets exhibit the worries and pains of their different generations in their 

poetry. Through their poetry, they reveal their personal pains and worries. With reference to 

symbols 

This psychological connotation is reflected in the Anglophone African poe  into 

historical periods thus, the pre-colonial, the colonial, and the post-independent period vis-à-vis 

its division into generations. These historical divisions go a long way to help reveal the psychic 

state in which the poets that fall into each of these historic periods or generations wrote. This 



however has been the reason Anglophone African literature, to include poetry, is said to be 

always handcuffed to history (see Nkosi). 

          For instance, most of the poetry produced at pre-colonial period reflects the rich traditional 

poetry in African history as produced and performed by the African natives. The poetry of the 

pre-colonial period is basically oral because most artists of this time were illiterates. This was 

also the period when slave trade was abolished and some Africans taken away as slaves came 

back home. It was at this period also that some other Anglophone Africans who were not slaves 

but who travelled abroad for studies came back to Africa to seek for the independence of their 

individual countries. The poetry of this time captures Africans criticism of slavery, colonialism 

and white domination and their later yeaning for self-rule. These activities were first reflected in 

the poetry and essays of Africans from the Francophone nations. Having seen what these 

Africans were doing, Africans from the Anglophone side joined the experiment and as a result 

they wrote poetry that reflects and condemns their individual slavery and colonial experiences 

but that literarily praises Africa and admires its blackness. This generation of educated 

Anglophone poets later became nationalists and politicians and was also referred to as the 

pioneer poets. Among these pioneer Anglophone African poets are: Epelle, Enitan Brown, 

Nnamdi Azikiwe, Nkrumah, Dennis Osadeybe, Adeboye Babalola, Ajayi Crowther, Olume 

Bassir, and Nelson Mandela.  

         Of great importance is the poetry produced during the colonial period. As reflected in the 

poetry of this time, this was a period in African history when most African nations were gaining 

their independence and there were need to correct some erroneous impressions that the 

colonialist made about Africa and its people. It was this period that produced the generation of 

the modern poets thus: Christopher Okigbo, Wole Soyinka, Lenrie Peters, Kofi Awoonor, 



Gabriel Okara, JP Clark, Dennis Brutus, Oswald Mitshali, among others. In order to correct the 

poets pioneered the course of African literature and brought it to limelight. This was made 

possible through their individual contacts abroad and through a lot of activities at home which 

announced to the world that a new kind of literature was born. Though the Anglophone African 

poetry could be traced to the generation of the pioneer poets, much of what make up the 

Anglophone African poetry started with the generation of the modernist poets in the 1960, 

ding to James Currey, 

significant publishing list of poetry and other writings by Africans in English. It is a club that 

brought writers from different nations and tribes in Africa together. Hence, the poetry of poets 

from other African nations appeared in its publication. Writers whose works appeared in the 

Mbari publication include the South African writers Alex la Guma and Dennis Brutus; the 

Gambia poet, Lenrie Peters and the Nigerian poets, Wole Soyinka, JP Clark, Christopher Okigbo 

and Gabriel Okara. 

      The psychological states upon which this group of poets wrote inflect in their individual 

uncivilized and that they are people without culture, without language, without heroes, without 

warriors as pointed out that this generation of poets focuses 

on African culture and value systems, using alien poe

Things 

Fall Apart. In the area of poetry, Gabriel Okara led the way in his psychological light to prove 



Africa a developing civilization. Christopher Okigbo joined in showing Africa in good light. In 

 prove Africans as a 

people with rich culture and tradition before the coming of the whites. During this period, 

Anglophone African poets foreground the corrupting influence of colonial encounter and the 

effect of colonialism. Colonial encounter has a corrupting influence, in that everything about our 

culture is seen as bad and those of the whites are seen as the best. In the poetry of this time, 

Africa is depicted as being alienated from its root. It is also presented as confused as to how to 

identify itself Oki

other South African poets wrote condemning the apartheid system. In South Africa, poetry is 

employed as a tool of socio resistance and condemnation of the apartheid system and a tool to 

arriving at personal peace (Senanu and Vincent, 202).

        Post-independent period is said to be the period of compromised postcoloniality. It is also 

the period of castrated hope. It is a period of nationhood which brought with it the crisis of 

nation-building. This time is also faced with the problem that accompanied the attainment of 

independence, such problems as include corruption, political instability, the failure of the elites, 

and class bias. This period embodies two generations of poets: the second generation order-wise 

called the generation of the ideological and sociological poets and the third generation order-

wise referred to as the emerging generation of poets or the generation of the postmodern poets. 

      The poets of the generation of the ideological and sociological poets include, Niyi Osundare, 

Femi Osofisan, Tanure Ojaide, Frank Aig-Imokhoudeh, Adah Ugah, Harry Garuba, Funso 

Aiyejina, Ossie Enekwe, and Femi Fatoba (just to mention the prominent ones among them). 

This generation of poets belongs to the generation of the Anglophone African poets who 



advanced the course of African literature. They capitalized on the much the generation before 

them has done and then expanded the thematic focus of African literature. It was through the 

efforts of this generation that literary ideologies like feminism and Marxism, which were 

concepts often associated with foreign literatures, were incorporated into African literature. 

Nnolim reiterates this view in his essay, when he notes that, through their writing, writers of this 

The poets of this 

time became self-examining and inward looking. Poetry at this period is thought to be 

revolutionary because it is believed that it is not only adequate to identify the problem but that 

poetry should be used as a tool to solving the problem. sing of Chan

They too are the earth  also demonstrate this point. Ire and Other Poems

depicts this psychological disillusionment.  Most of the poems of this time depicts that, 

Anglophone African poets were vulnerable to exile. This period brought with it a shift in 

thematic focus from the theme of dehumanization and disillusionment of the generation of the 

modern poets, to the theme of humiliation and radicalism of thematic presentation. This is also 

the generation where the pains of civil and regional war are reflected in poetry in order to 

either document or to purge themselves of the tragic experience. This is also expressed in 

It is in this sense that C.O. Ogunyemi feels that authors write war [poetry] 

because of the sheer urge to record, as truthfully as possible, an excruciating 

indelible, visceral experience which the author has been physically and 

emotionally involved in (Ogunyemi, 2) By so doing [the poet] makes the 

experience less harrowing and purges himself of it. (109)   



       The emerging generation of poets or the generation of the postmodern poets include, Afam 

Akeh, Amatori tsero Ede, Nike Adesuyi, Kemi Atanda Ilori, Chiedu Ezeanah, Remi Raji, Kunle 

George, Onookome Okome, Sanya Osha, Uche Nduka, Ogaga Ifowodo, Toyin Adewale-Gabriel, 

Obi Nwakanma,  Epaphras Osondu, Emman Shehu, Ebereonwu, Hyginus Ekwuazi, Ifediora 

Okiche, Obarry Gomba, Solomon C Awuzie, Nze James Chinonyerem  and Uche Umez (just to 

mention but a few). This generation of poets is a generation of Anglophone African poets who 

also carried the development of African literature some steps further. Like the generation before 

them, the generation brought in the literary tradition known as postmodernism into the body 

discourse of African literature. The poets and writers of this generation draw from all thematic 

focuses that make up the themes of other generations of African poetry and present them to the 

people with a grip of fascinating poetic style. Scholars over the years have noted that this 

ge

a clear defined thematic focus. If anything , they have depicted a people adrift, hedonistic, cowed 

finally by the long incursion of the military in the body poli

and non-chronological poetic diction are employed as style of poetic creation. This has led to 

scholars contemplating the poets of this generation as confused. During this time also the 

condition of the society seems to have worsened. The poets do not know whether to remain in 

the country or to run away from it. Mojubaola Okome refers to -and-pull : 

sh -and-  go on exile. 

These factors include economic and socio-political problems. It could also include 

unemployment, problem of violence, and marital break-down. This is even evident in Pius 



With the Nigerian state making the country unsafe even for a generation as young 

as ours, we had no option but evolve what I will refer to as aesthetics of pain. 

Consequently, we wrote lyrics of pain, of hopes and dreams tragically atrophied 

by the Nigerian system. State terror and visionless leadership made pain 

ur very survival as a generation was continually threatened by 

We have also seen expressions of similar views in 

AbdulRaheem points out that the Anglophone African poets of this generation reproduce the 

experiences of the time as poetry beca

of expression that are strong enough to bear the burden of the felt pain, which had been produced 

by 

betrayal and anguish are responsible for the poetic creation as at this time and other generations 

before it, the question now is: what does the Anglophone African poet consider as poetic 

creativity? In answering this question, we will defined creativity and try to see the connectivity 

between creativity and the poet  experience. 

Creativity, Poets and Experiences 

         Creativity has over the years been contemplated in different ways by different scholars. 

According to Ogomaka, it is the ability to produce new and effective ideas or results. Vernon, 



inventions, artistic objects which are accepted as being of social, spiritual, aesthetic, scientific or 

technological value .

flexibility, originality and sensibility with ideas which enables the thinker to break away from 

usual sequences of thought, with different and productive sequences, the result of which give 

.  To Ogomaka the emphasis is on imagination 

and an imaginative individual. He points out 

. Adeyanju is also 

of the view that the creative individuals are those persons with the capacity to produce 

compositions, produce ideas of any sort which are essentially novel and previously unknown to 

the producer. He adds further that it can be imaginative activity or thought synthesis where the 

product is not a mere summation. In his own definition, Edet looks at creative individuals as 

special group of individuals whose mode of thinking is divergent. They posses unique ability to 

deal with the problem that the society present before them: Hence, they are regarded as problem 

solvers and innovators. These views point to creativity as a breakaway from the usual to produce 

new and meaningful ideas and the creative individual as a person who is not like every other 

individual.  

a

intensely curious to know like the Cardinal who put a similar question to Ariosto from what 

sources that strange being, the creative writer, draws his material, and how he manages to make 

such an impression on us with it and to arouse in us emotions of which, perhaps, we had not even 

. As if to give answer to the contemplation, Lionel Trilling 



We must not exaggerate the novelty of this proposition. Ever since literature has 

been the object of thoughtful curiosity, men have supposed that the composition of poetry may 

be other than a willed and conscious process. This has been commonly explained by the concept 

of the Muse or some other nonhuman being enters the 

. Trilling points out further that 

the popular conception of poetic character

Theseus was talking about when he equated the lunatic 

the mentally normal

 Poetry, Muse and Genius

What is muse? Muse is a person, a spirit or the experience that gives a writer, painter, musician 

etc, ideas and the desire to create things. In ancient Greek poetry, the poet often invokes a muse 

or more than one muse. It is believed that the muse helps the poet to write by inspiring him. 

When used in the singular sense, the Greek believe that the muse is Calliope one of the nine 

muses of Greek mythology, which happen to be the daughters of Zeus and Mnemosyne. When in 

use in an epic poetry, Calliope is often not named, but simply referred to as the muse. In 

Anglophone African writings the muse have been referred to as persons, spirits and experiences 

other than the Calliope or any of the daughters of Zeus and Mnemosyne. For instance, in 

Unpublishable Poems (2004)

explains the activities of Medemede, thus: 



This familiar demon, which I have recognized by name as Medemede, has been 

doing overwork on me for a long time because some of the works here precede 

my first published work. Unlike other demons that intrude into the mind of a host 

against his will, Medemede is initially welcome by a writer. But caged, its 

presence in the form of a manuscript begins to appear like an intrusion. The writer 

wants it to go away and be published. But if a published contract would not come 

on time to provide leeway for an escape, Medemede begins to behave like a caged 

guest. And soon begins to di

Observing the distinction in the countenance of a published writer and a 

manuscript carrier, it is easy to understand who is at the greater mercy of 

Medemede, the demon of writing. (12) 

The Other Side of the Mask (2002), the muse is represented as a character who 

urges and encourages another character, Jamike, who is a sculptor, to work. In the play, the muse 

character is not a god character but a human character called Zepora. We also see the invocation 

The Lure of Ash (1998). In the collection of 

Labyrinths (2008) that we see the muse being referred to as a goddess and sometime 

Love Apart (2007) the muse is the mental image of the parted loved one. To some 

writer, suffering could also be a muse. In most of Southern African poetry the muse is not 

represented as a person or a goddess or goddesses but the apartheid system and the suffering and 

Letter to Martha and in 

Oswald Mt Sound of a Cowhide Drum (1986). However, with the help of the study of 



psychoanalysis, it has been noted that what is regarded as muse is in itself that spirit that is 

though in every individual that  experience stored in his memory 

residue and his writing.  

          What is genius? Genius is a person who is unusually intelligent or artistic, or who has a 

very high level of skill, especially in one area. Genius is often said to be conditioned by the spirit 

of the muse but more than this believe on the supernatural influence on the mind of the poet 

referred to as genius, is another believe that insanity is a special asset in the making of a genius. 

Does this then mean that one has to be insane to be creative? Of course not. Jacobson explains 

.  Charles Kaplan puts it right, 

tale of a writer named Meryon. According to 

The Morgue, fascinates with its schizophrenic lighting and the paranoia of August Strindberg. It 

also throws the ghastly reflection on his hated female characters which gives them their 

extraordinary radiance; he himself believed that by incorporating them in his fiction, he could 

ward off his impending insanity . 

        If we have accepted that genius has some elements of insanity in it, another question is, 

what is the cause of this insanity? It can first be traced to some kind of depression or 

schizophrenia. According to Jacobson, in contrast to the depressive, the schizophrenic poet is 

characterized by reluctance, even an inability, to make human contacts a disability which we 

have even seen among the Anglophone African poets. Where we find one, the schizoid 

Anglophone poet seeks in his work the meaning of life which others find in human community. 

He depicts in his work the need for close personal contacts;  the need to be liked and appreciated, 

but is held back by feelings of unworthiness . For fear of being rejected, he makes a bid for 



recognition through his creativity. A Successful poetry may cause him to feel that he has 

managed to restore the lines of communication to a lost world. This feeling or the inability of the 

poet to make human contact is slightly evident in the personality of Christopher Okigbo. This is 

seen in the assertion of Pius Okigbo, when he  [Christopher 

g to travel to Kampala, Uganda, for a conference of 

writers at the expense of the organizers only to mount the rostrum and refuse to read his poetry to 

non-poets .  In his early poetry Christopher Okigbo appears incomprehensible and 

inconceivably mali

poetry, there is a similarity, especially where the poet personae takes a recur to himself, in 

memory and in expression.  

ing whose heart is torn by secret 

sufferings, but whose lips are so strangely formed that when the signs and the cries escape them, 

. Graham Greene, cited by Jacobson, elaborates 

this further with the assertio

those who do not write, compose or paint can manage to escape the madness, the melancholia, 

. Thus Greene indicates the essential 

symptoms of the two psychopathologic temperaments which prevail in poets the melancholy of 

the manic-depressive and the panic fear of the schizoid. Poets of both kinds share an endeavour 

to fortify their threatened self-esteem by vindicating independence and originality. Otherwise 

they differ profoundly, especially in terms of their relationships with the outside world. At any 

rate, the proportion of individuals with a borderline mental constitution is high among great 

poets. Aberrant psychic traits which in ordinary people would seem morbid may add to the 

originality and infatuation of poetic creation; they may even constitute its basis or origin. 



     It has however been noted that a sort of fear is responsible for poetic creation. This fear has at 

most times been said to have come about as a result of their consciousness of evil what the 

existentialist refers to as shadenfrauder. In the case of the Anglophone African poets it seems this 

fear arises from the worsening socio-political situation of their different countries. When evil 

dominates good; it could lead to some kind of illness among the set of poets who could not 

mute. Kant, cited in Jacobson, knew 

being, even while suffering, can achieve through strong will-power suffering might, in fact, be 

the only means of obtaining that height of willpower . For talented poets, suffering may 

help t

expresses this poetically: 

Disease may well have been the ground 

In full for the creative urge, 

 (32) 

transformed into poetry which expresses unambiguously the view that evil generates pain, 

division and disorder and that it is also an inexorable condition of men. Apart from personal 

psychological factors, the reality and dominance of this consciousness of good and evil is 

intimately bound up with the nature of human experience, desires and the temper of the 

environment in which man operates (see Akporobaro). Whether the consciousness of evil as 

expressed in Anglophone African poetry is simply the direct result of the intrinsic nature of 



poetic process or essentially the reflection of the society in which man finds himself cannot be 

stated with any finality. Whatever may be the origin of this consciousness, the Anglophone 

African poetry provides a vast tapestry in which are woven in terrifying images and colours, 

many actions and incidents which can chill, terrify, depress and or excite the African 

imagination. Anglophone African Poetry is in a significant sense creative refractions of human 

condition into its varied colours to express vividly the realities of good and evil inherent in the 

soul of the African man. Human happiness as expressed in their poetry is seen as a very 

chment to evil. The varied poetic 

symbols and auditory images in the poetry enforce insistently a vision of horror and treachery 

breathing in the soul of men everywhere. This dark vision is often expressed along with the 

vision of the vagaries of fate, personal gods and human destiny. Through the exploration of the 

possibilities of poetic metaphors and fantasy fused with realities, Anglophone African poetry 

accounts for the problems of everyday life, transformed into poetic imagery of great emotional 

impact.  

       Experience, on the other hand, is something that happens to one or a situation that one is 

 that 

recent day to day activities (2) the ones carried over from childhood. 

 sources mentioned by Freud as 

that is drawn on additional source which belongs to the evolutionary history of species, which he 



becoming conscious and often do, but are then suppressed because of their incompatibility and 

kept s

under normal conditions, nor can it be brought back to recollection by any analytical technique, 

since it was never repressed or forgotten . Jung explains further: 

The collective unconscious is not to be thought of as a self-subsistent entity; it is 

no more than a potentiality handed down to us from primordial times in the 

specific form of mnemonic images or inherited in the anatomical structure of the 

brain. There are no inborn ideas, but there are inborn possibilities of ideas that set 

bounds to even the boldest fantasy and keep our fantasy activity within certain 

categories: a priori ideas, as it were, the existence of which cannot be ascertained 

except from their effects. (79)  

 Jung maintains further that the contents of the personal unconscious and that of the collective 

unconscious are now later passed on to a state of illusion by the neurotic and onto poetry  by the 

poet. Jung points out further that art receives 

. If not, what is received from the 

making a work of art a 

-charge is sufficient to 

carry it over the threshold into consciousness . us 

Its association with consciousness does not mean that it is assimilated, only that it 

is perceived; but it is not subject to conscious control, and can be neither inhibited 



nor voluntarily reproduced. Therein lies the autonomy of the complex: it appears 

and disappears in accordance with its own inherent tendencies, independently of 

the conscious will. The creative complex shares this peculiarity with every other 

autonomous complex. In this respect it offers an analogy with pathological 

processes, since these too are characterized by the presence of autonomous 

complexes, particularly in the case of mental disturbances. The divine frenzy of 

the artist comes perilously close to a pathological state, though the two things are 

not identical. The tertium comparationis is the autonomous complex. But the 

presence of autonomous complexes is not in itself pathological, since normal 

people, too, fall temporarily or permanently under their domination. (317) 

Jung tells us further that the autonomous complex finally develops by using the energy that has 

been withdrawn from the conscious control of the personality. This withdrawn energy is the 

archetype, is a figure be it a daemon, a human being, or a process that constantly recurs in the 

course of history and appears wherever creative fantasy is freely expressed . This is to say, 

more closely, we 

find that they give form to countless typical experiences of our ancestors. According to Jung, 

picture of psychic life in the average divided up and projected into the manifold figures of the 

mythological pantheon .  Jung notes that: 

The impact of an archetype, whether it takes the form of immediate experience or 

is expressed through the spoken word, stirs us because it summons up a voice that 



is stronger than our own. Whoever speaks in primordial images speaks with a 

thousand voices; he enthralls and overpowers, while at the same time he lifts the 

idea he is seeking to express out of the occasional and the transitory into the realm 

of the ever-enduring. He transmutes our personal destiny into the destiny of 

mankind, and evokes in us all those beneficent forces that ever and anon have 

enabled humanity to find a refuge from every peril and to outlive the longest 

night. (321) 

 Though Freud has argued that unlike every other individual with experience, the poet does to his 

experience the same thing the child does to his play thing, when he says, thus: 

When the child has grown up and has ceased to play, and after he has been 

labouring for decades to envisage the realities of life with proper seriousness, he 

may one day find himself in a mental situation which once more undoes the contrast 

between play and reality. As an adult he can look back on the intense seriousness 

with which he once carried on his games in childhood; and by equating his 

ostensibly serious occupation of today with his childhood games, he can throw off 

the too heavy burden imposed on him by life and win the high yield of pleasure 

afforded by humour. (422) 

Jung is of the view that this 

of art because I want to emphasize that the psychoanalytic method is at the same time an 

essential part of the Freudian doctrine .

work of art, analytic psychology must rid itself entirely of medical prejudice; for a work of art is 

not a disease and consequently requires a different approach from the medical one . 



e artist is a force of nature that 

achieves its end either with tyrannical might or with the subtle cunning of nature herself, quite 

infantile relations with the parents. Jung is also of the view that sometimes the creative urge 

unseen 

current sweeps him along . This often times results in what is called nervous illness. Freud 

hat things give them 

happiness .  

living thing implanted in the human psyche .  Both Freud and Jung are of the same view 

that the creative activities are products of disturbing experiences of some sorts. While Freud 

refers to this class of persons as victims of nervous illness, who are obliged to tell their fantasies, 

among other things, to persons, Jung explains that

In the language of analytical psychology this living thing is an autonomous 

complex. It is a split-off portion of the psyche, which leads a life of its own 

outside the hierarchy of consciousness. Depending on its energy charge, it may 

appear either as a mere disturbance of conscious activities or as a supraordinate 

authority which can harness the ego to its purpose. (313) 

 Hence, Freud 

.  This is then to say that the poet fantasies because he is not satisfied with 

the situation he sees in reality. Jung corroborates this assertion in his explanations, when he 



man who takes to the back streets and alleys because he cannot endure the broad highway will be 

first to discover the psychic elements that are waiting to play their part in the life of the 

to follow his own yearning far from the beaten path, and to discover what it is that would meet 

the unconscious needs of his age .  

       The reproduction of his experience as poetry does a lot of good to the poet. One of this is 

that it excites him and purges him of every bad feeling his experiences might have stirred up in 

him. Most times the poet demonstrates his feeling towards the horrible experiences using a 

persona in his poetry. Of course, Freud has pointed that in most cases the persona in poetry is the 

-dream and every sto

(425).  

     However, Jung goes further to identify two types of poets in relation to his analysis of the 

creative force as something alien . He says 

something ali ce and is thus caught unawares

(313).   Jung elaborates on the difference between the two types of poets further: 

It might be expected that this difference in its origins would be perceptible in a 

work of art. For in the one case it is a conscious product shaped and designed to 

have the effect intended. But in the other we are dealing with an event originating 

in unconscious nature; with something that achieves its aim without the assistance 



of human consciousness, and often defies it by willfully insisting on its own form 

and effect. We would therefore expect that works belonging to the first class 

would nowhere overstep the limits of comprehension, that their effect would be 

n and would not extend beyond it. But with 

works of the other class we would have to be prepared for something 

suprapersonal that transcends our understanding to the same degree that the 

. We would 

expect a strangeness of form and content, thoughts that can only be apprehended 

intuitively, a language pregnant with meanings, and images that are true symbols 

because they are the best possible expressions for something unknown bridges 

thrown out towards an unseen shore. (313-314) 

These classes of poets can also be seen among the Anglophone African poets. In the course of 

our study of the different generations that make up the Anglophone African poetry, we have 

come to realize that while most poets of the modern generation fall into the class of poets who 

ed 

further in our analysis of the poetry of the representative poets of the two generations under 

study.  



Chapter two 

Literature Review of Critical Works 

This literature review consists of a review of critical works on Anglophone African poetry with 

this review of literature Christopher Okigbo and Tanure Ojaide are discussed as representative 

poets of their different generations. While Christopher Okigbo is said to represent the first 

generation of the Anglophone African poets which he belongs, Ojaide is seen as a representative 

poet of  the second generation of the Anglophone African poets.  

          It is possible that one may want to know how we came about the issue of generation in 

African poetry. It is important to note that this idea of generation is not of our own creation and 

that as a matter of fact, it was Donatus I Nwoga who first revealed that Anglophone African 

poetry is made up of generations of which he mentioned two: the pioneer poets and the first 

generation of poets (which he also called the modernist poets). Funso Aiyejina affirmed that 

aside the pioneer generation, Anglophone African poetry is made up of two generations and he 

called them

paragraph in the essay, Ushie demonstrates that we have the pioneer poets and two generations 

of the Anglophone African poets, when he says: 

If we exclude the oral renditions in various Nigerian languages and the early 

phases of Nigerian poetry in English (represented by the works of Epelle, Enitan 

Brown, Dennis Osadebay, Adeboye Babalola and Olumbe Bassir, etc, as 

recongnised by critics to constitute the first generation), there would be two clearly 



defined phases in Nigerian poetry in English. Generally we refer to the remaining 

two generations simply as the first and the second. The first generation is 

represented by such names as Wole Soyinka, Christopher Okigbo, Gabriel Okara 

and JP Clark-Bekederemo, While Odia Ofeimun, Niyi Osundare, Tanure Ojaide, 

Onuora, Ossie Enekwe, Catherine Acholonu and Harry Garuba are the major 

voices of the second generation. There is then, the third and emerging group whose 

artistic features constitute a hitherto uncharted terrain in Nigerian poetry study. 

(11) 

      In her essay also Toyin Jegede re- at 

Anglophone African poetry is made up of the first and second generation of poets but was not 

faithful to the list of poets Aiyejina and Ushie discussed as the poets of the second generation. 

We see in her essay the inclusion of new poets which we can say belong to a recent generation of 

the second generation and the third generation of Anglophone African poets as one generation of 

poets

and later refers to the modernist poets as first generation and then  the combination of the second 

generation and the third generation of poets as the second generation.  

     Unlike the different scholars who have made their different propositions on this issue of 

generation in African poetry, Charles Nnolim has noted in his essay that, apart from the pioneer 

writers, Anglophone African writers are made up of three generations and he listed them as 

follow: 



Where the first generation of African writers (Achebe, Soyinka, Oyono, Wa 

Thiongo, Peter Abrahams, Denis Brustus and Alex La Guma) had a general 

apartheid and colonialism; the second generation (Osofisan, Sowande, Iyayi, 

Omotosho, El-saadawi, Buchi Emecheta, Ama Ata Aidoo, Sembene Ousmane); 

fought ideological battles for social equality, for feminism. Contemporary African 

 always act as the weather-vane for 

trends in African literature), lack a clearly defined thematic focus. If anything, they 

have depicted a people adrift, hedonistic, cowed finally by the long incursion of the 

military in the body politic. (228) 

Even though we would not share in the claim by some scholars that the poets of the modern 

generation are also the pioneer poets, we would accept to address the modern generation as the 

first generation because it was the poets of the first generation of the Anglophone African poets, 

unlike the pioneer poets, who launched what is now known as African poetry. This is even 

African poets was able to combine the conventional western poetic form and their indigenous 

 Something the pioneer poets failed to do in their poetry. Like the first 

generation, the second generation of Anglophone African poets brought in ideological issues into 

the body discourse of African poetry. They played down on the theme of culture conflict that 

characterized the poetry of the first generation and got preoccupied with trying to solve African 

problems from ideological stand point. Even though our study is limited to the first and second 

generation, it is important we point out that there is a third generation and as a matter of fact, 



scholars like Harry Garuba, Remi Raji, Joe Ushie, Pius Adesami and Chris Dunton, in their 

different essays, have acknowledged its existence. In their essay, for instance, Pius Adesami and 

Chris Dunton took time to discuss some of the thematic preoccupations of the poems of the poets 

of the third generation. This notwithstanding, the third generation remains the generation of 

Anglophone African poets of which, overtime, is being described by many scholars using all 

Nigerian fiction

generation of poets who are not ready to go through the rigour of producing a quality creative 

material:

 Naturally, in these strenuous circumstances, the results are not always successful. 

They cannot be, given the enormous costs of publishing, the near absence of editing 

services, and also, sometimes, the low level of education of people involved. Such 

is the impatience and eagerness of the young authors to get into print and establish 

their names, that they are quite often unwilling to go through the necessary 

apprenticeship and training required to hone their skills. Thus many books come out 

with several avoidable errors, mostly relating to the feeble control of language and a 

murderous assault on grammatical laws. Especially for those who publish 

themselves, the lack of intermediary editorial processes is too obviously needed. 

This is why the quality of the output is frequently uneven, and sometimes even 

embarrassing (22) 

With all said, we are going to look at the poetry of the first generation of the Anglophone 

African poets and the poetry of the second generation as represented by Christopher Okigbo and 



Tanure Ojaide respectively. In reviewing the literatures of different scholars on the poetry of 

Okigbo and Ojaide, we also ascertain whether there have been related studies carried out on 

them.   

The First Generation of the Anglophone African Poets  

In his discussion on the outcome of the public debate of 1970s and 1980s in Nigeria and  how 

writers should address the post-independence problem, Gareth Griffiths notes that the writers of 

the second generation had acknowledged how important the contributions of the first generation 

(the modern generation) have been to the development of African and Nigerian literature 

respectively: 

It was argued that, although the older generation did engage with the politics of 

their time, they retained a basic belief in the private role of the artist, and 

emphasized historic and mythic elements above immediate social issues. (173) 

However, this emphasize on the historic and mythic elements above immediate social issues 

forms most of the discourses on the poetry of the first generation of the Anglophone African 

poets and especially the poetry of Christopher Okigbo who is a leading poet of the generation. 

form of imaginative use of traditional symbols, images, philosophical hermeneutics, proverbs 

and myths .  

ffiths explains, this 

style and doctrines of European modernism. His early work is essentially private, concerned with 

the artist as a seer and as a visionary, .  Griffiths notes 



a personal, mythopoeia vision of poetry to a more radical and public vision . He says 

furthe Path of Thunder series shows a remarkable shift towards a 

local rhythm and diction, as well as a strong commitment to the public role of the poet. This fact 

is also reiterated by D.S. Izevbaye in his essay entitled  

Sunbird:  A  reading  of  where he notes:   

This  view  of  the  poems  as  an  impenetrable  territory  has  been encouraged  

  which  

the  critic  and  the  reader  are Unmasked as intruders. (1)  

Though   turgid;  for  

he   poets

(4),  he   ex-rays  a rather systematic 

analysis of the creative journey of the poet, from the poet prodigal on exile right  through to the 

return to the Idoto shrine.  According  to  Izevbaye,  the  publication  of Labyrinth  with  Path  of  

Thunder  

the paths to his poetic  experience  and  has  probably  helped  to  arrest  the  growing  tendency  

to  regard  the experience  as  something  unavailable  to  the  reader .  Izevbaye  does  not  

 not include the 

Path of Thunder section in his study.  In another essay, Dan Izevbaye contemplates the nature 

and sources of the quest of the persona in Okigbo's poetry. He explains that in Okigbo's poetry, 

the Protagonist explores the fluid borders between aesthetic and spiritual states, with language 

and social action as instruments of the self's aspiration towards spiritual and aesthetic fulfillment. 



Although Okigbo's narrative is presented in the form of dramatic ritual, the distance of 

severance of the material from the poet's own spiritual history is not total, for the historical 

context eventually intrudes into the writing and reestablishes the authentic autobiography of the 

poetic self. Okigbo's characterization of his persona as an actor in a 

state of perennial transition reflects the poet s intimate and sensitive immersion in the Spirit of 

this time, and establishes Okigbo the poet as perhaps its ideal representative. One of the issues 

raised in his study is that in spite of the protagonist's recurrent return to the point of passage, 

there is a relentless drive towards death which seen ambiguously as the ultimate goal and state of 

perfection as well as the perfect form of transition. 

try  of  Christopher 

each of 

 stage. Egudu submits:   

His poetry is generally difficult and sometimes obscure. He, Okigbo said  that,  

how  many  lines  of  the Limits I  am  not sure are mine and yet do not know 

whose lines they were. (24)  

According  to  Egudu,  Okigbo  would  not  have  found  a  better  way  to  express  the  African  

and Nigerian predicament than by resorting to the vague form of poetic expression. Explaining 

this, Egudu has posited re of experience under which the poet was 



being crushed that has ultimately melted the frozen waters of his soul and released the stream of 

his songs .  Romanus Egudu has also noted that i Path of Thunder),

Okigbo calls himself -

(or, at least, part of it) is to inform/educate, alert and mobilize his community/nation, especially 

in crisis-situations. And Egudu shares similar view with Diala, in his essay 

 the tool he uses is, of course, his poetry, which, though 

the poet has been sent to the grave, survives and will continue to render the town-

to the nation and even to the world. Indeed -

own presence in the poems dealing with the postcolonial period. In this connection, Dan 

Izevbaye, when ha

-fleet of eagles in Limits VIII and 

which is the first victim of the same enemy in Limits X), there is a link between it (sunbird) and 

Limits IX, the messiah and diviner of Limits VI, and the town-crier 

with his iron bell .  The fact that Okigbo has assigned to himself 

-  notwithstanding, one finds it difficult to agree with Sunday 

Silences I was introduced by the poet as 

.  On the contrary, one thinks that there is enough evidence in 

he postcolonial era for the conclusion to be reached that the plight 

of Nigeria is the core of his concern in those poems.  

       Sunday Anozie observed that, nothing could be more tragic to the world of African poetry in  

English  than  the  death  of  Christopher  Okigbo. The person who,  perhaps,  captured that grief 



Let  Him  Die. riod

of time despite his relative youth.   He  gained  the  reputation  of  a  master craftsman, one who 

more than any of his contemporaries, captured the struggle of the young Nigerian  nation  in  the  

hands  of  colonial  agents,  up  to  post -independent  Nigeria,  with  its coups and counter coups 

and the resultant civil war. Yet his style of writing remained a night mare.  This chosen style of 

his is conditioned by  Okigbo   profound  love  for  controversy  and  at  times  creative  

haughtiness  to  the point of constantly bragging that his intellect towered above that of ordinary 

men and women. Yet, this may be true in some degree as seen in the complexity of almost all of 

his poetry, so that each time scholars attacked his works; it was followed by a rebuff from the 

poet so strong as to let him reject a poetry prize at a conference in Senegal in 1966.  It is also on 

this view that D. Marechera 

his was the case with the Nigerian poet, Christopher Okigbo, who fought and 

died for secessionist Biafra. Hence he concludes his argument on Okigbo by noting that 

Okigbo's poetry is unique in African literature.

          Brown Matthew conducts Heavensgate, illustrating the 

juxtaposition of theses and antitheses upon which the s philosophy is built.  Through 

references  illustrates the similarities that exist 

ial hypotheses.  He leaves room for questions about whether this 

overlap in existential schemata is the result of collaboration, collusion, or coincidence.  

the influence that this philosophy has had on social praxis.  The Ogunian aesthetic of forging 

useful novelty from destruction and opposition led both writers to feel strongly about the need 

for cessation in order to foster something bigger than Nigeria, something based on the human 



rights of freedom and self-determination. This role is captured in the assertion of  Agwuncha 

responsibility, consistently subject society to critical evaluation in his writings. His thematic pre-

occupation must be to humanise men through the banishment of inequity and social injustice. 

The restoration of a just order and respect for humanity which he seeks to enthrone is an act of 

patriotism .   

              Donatus  I.  Nwoga is  also  an  Okigbo  scholar.  Nwoga  undertakes  a  study  of  the 

African Poetry, I am  

referring  to  the  work  which  is  being  written  in the  language  derived  from  the  colonial 

experience.  One of the founding fathers of Modern African Poetry; he acknowledges, is 

Christopher Okigbo. Conscious of the wave of attacks poured on his poetry by the Chinweizu 

and his fellow critics,  

one type  of  African  Poetry  is  premature  and  inelastic  and  would  do  great  harm  to  the  

growth  of the activity.  Hence he might be saying that, African poetry should be fertilised by a 

plurality of views and divergence in creative impulse. Consequently, rather than have all poets 

d  rather  grow  out  of  

the  synthesis  of diverse creative climates. It is on this ground that he submits that    

of all the major poets, however, it would appear that Christopher Okigbo  has  

been  the  most  influential  on  the  other  poets.  In  spite  of the  difficulties  of  

have  been  written  in  his  memory.  His echoes and images have been parodied 

and copied; his lyric cadences have been reproduced. (47) 



 Here,  Nwoga  essentially  examines  the  conflicting  claims  held  by  various  scholars  on  

what should authentically be considered the true mark of African poetry. His study thus 

embraces works by other African poets like Gabriel Okara and Wole Soyinka.  

       Ajashi-Nzeribe describes Okigbo as a trailblazer in postcolonial African literature whose 

striking imageries and vibrant style have charmed and greatly influenced innumerable younger 

poets in Africa and beyond. According to him while some critics are of the opinion that 

poetry is obscure, others citing "Path of Thunder," admire its musical, mellifluous and 

incantatory qualities and his use of repetition, parallelism and invocatory rhythms to drive home 

his message. Despite the strictures of his critics, the influences of European classical 

impressionist composers (such as Debussy, Ceaser, Ravel, Handel, and Mozart) and 

Euromodernist poets (like T.S.Eliot and Ezra Pound) do not run counter to, but rather help to 

bolster the social relevance of his message. He argues further that despite the enigma which his 

eccentricities made him out to be in the eyes of many of his contemporaries, he remained 

focused in his commitment to the ideals of the open society, a commitment which underlines his 

active involvement and self-sacrifice for those ideals in the Biafran war which he saw as a war 

against gross injustice.  

         In his essay, Isidore Diala notes that 

manner the international character 

apprenticeship at the feet of such diverse poets as Virgil, Eliot, and Pound, Okigbo was equally 

drawn to the art of traditional African poetry mainly through the influence of Senghor and 

Yoruba poetry. Invited in 1965 by Desmond Maxwell to contribute a poem to commemorate W. 

oriki, led 

him to write an oriki for the English poet. The resulting poem, Lament of the Mask, was modeled 



Diala points further that 

oriki itself has been shown to transcend ethnic borders, being an international literary form seen 

in an infinite variety of manifestations from the Wolof, Serer, and Mandinka, in the Sahel region 

to the Bahima of Ankole in Uganda and to the land of the Ngqika, Xhosa and Sotho. By 

ltures as dynamic and hybrid, his adoption of the entire human 

patrimony as his heritage, he entrenches an open society that thrives on the virtues of human 

complimentarity. Lament of the Mask, the work of a poet of Igbo extraction, paying tribute to an 

English poet, in a Yoruba poetic tradition which however has a demonstrable international 

.

        Ime Ikiddeh points out that Okigbo's characteristic poetic style in Labyrinths is marked by a 

severe economy and distant imagery of words in communicating a spiritual and psychic 

experience that draws on myths from diverse sources without warning. Other observable traits in 

his versification are the short stanzas, and lines which end with three dots (...), raising various 

suggestions in the reader's mind. These characteristics which constitute a significant part of the 

problem commonly associated with the interpretation of Okigbo are the major interest being in 

their antecedents, their prevalence and functionality in Okigbo's poetry. His essay observes that 

the economical verbal style continues into some poems of Path of Thunder  but not the elegies 

which belong more to the African (Igbo) tradition of the lament with the emotional effect 

deriving rather from long, sprawling lines. As for the short stanza and three dots, they are a 

recurrent feature in all of Okigbo, although diminishing somewhat in Path of Thunder.  His 

essay argues that although the three dots represent an obsessive tendency in Okigbo's poetry, in 

their best conceived locations they are an imaginative device by which the poet achieves a 



variety of non-verbal communication effects. The essay concludes that Okigbo s art and the 

impact of his poetry derive, at least in part, from a combination of the poet's economy with 

words, as well as his characteristic versification which includes a personal manner in stanza 

arrangement and the punctuation of his verse.  

          In his essay J.O.J Nwachukwu-Agbada argues that O

-

portrays him as a visionary poet for more than one reason: it shows that he was an acute observer 

of his immediate social and political environment, the euphoria of post-independence then 

notwithstanding; it equally gave him out as a committed writer who considered the future of his 

country as one of his responsibilities as an artist; and finally it said of him as one who believed 

that nothing could be as authentic as the autochthonous.  The position of his paper is that 

Okigbo, perhaps more than any of his contemporaries, knew early enough that to 

culture, brutally represented by the decapitation of the gods of the land by European 

missionaries, would lead to loss of confidence in self and nation, would lead to doubt and 

cynicism, would lead to a state of stasis.  It is argued in the essay that the current climate of 

despondency from within and from without, the climate of hopelessness, of ennui which 

-   had its roots in what Okigbo 

  

          Chinyere Nwahunanya is of the view that many studies on Okigbo have tended to 

emphasize his rejection of Christianity, and his identification with his African background from 

which he was sequestered by Western education. This is the dominant impression one gets from 

seminal studies of Okigbo's work by Anozie, Izevbaye, Egudu, Nwoga and Udoeyop. This 



position arises from Okigbo's portrait of the suppliant poet-persona returning to Idoto, and the 

images of the desecration of traditional religion and its structures by Christianity. Despite the 

seeming validity of this position however, it is not the entire truth, for we are constantly being 

reminded by evidence in the poems that Okigbo was a man who came into contact with the 

Christian faith quite early in life, and in spite of  what might be called his abdication, he had 

been sufficiently influenced, for Christianity to leave a remarkable imprint on his work. 

 paper argues that one area where this imprint is most evident is in his modelling 

of the figure of his poet-persona after such biblical prophets as Moses, Samuel, Nathan, Micaiah, 

Ezekiel, Jeremiah, John the Baptist, Jesus Christ and St. Paul. It starts with  restating the 

common view that like in classical Greece and Rome where the poet expressed his views 

fearlessly in a manner  that left no-one in doubt that he was aware of his social responsibility, in 

traditional African societies the griot or bard performed not  just the role of entertainer, but was 

also "the guardian of the word", the watchman  or custodian of the people's conscience. Granted 

too that Okigbo's work  was an amalgam of various mythologies, he insists here that Christianity 

had such a profound influence on Okigbo that he used it as the inspiration behind the writing of 

many of  his poems, and manifested most in his use of the  model of the poet/watchman as a 

metaphor for the poet who in traditional Africa was  also a town-crier of some sort. He points out 

further that very often in the Bible, the offices of priest, prophet and seer were combined in one 

individual, as we see for example in the relationship of Samuel and king Saul, and Nathan and 

king David. If the prophet/seer  refuses or fails to function in his office, it becomes an abdication 

of responsibility, and Okigbo was aware of this. But instead of openly adopting the Christian 

ethic, he creates a persona who assumes the role of a traditional griot, to achieve an even better 

effect. He argues that part of the misfortune of various African nations, implied in Okigbo's 



poetry, is that their poets and other writers who know the responsibility of the artist refuse to 

bear it, and feel safer and at ease not speaking against the pervading sense of corruption all 

around them. In that manner, they behave like those who prefer to hang "DO NOT DISTURB" 

signs on their doors while the houses in which they are snoring are burning. His conclusion is 

therefore that Okigbo implicitly and prophetically posits that even in this post-colonial age of 

globalization, for African societies to really develop, for there to be an end to dictatorship and 

bad governance, the poet must not abdicate his responsibility as a watchman and seer  who has 

the prophetic mandate to redirect a society  set adrift by rulers who have little or no commitment 

to national development. However, having seen most of the critical works on Christopher 

Okigbo, it is important to note that none of them try to look at his poetry from a psychoanalytic 

perspective.       

The Second Generation of the Anglophone African Poets 

    The second generation of the Anglophone African poets as we have noted earlier is the 

They are the generation of poets that came into the literary circle after the first generation. Like 

they are called, the poetry of the second generation of the Anglophone African poets is basically 

ideological and sociological. We see in their poetry ideological and sociological discourses like 

feminism, socio-inequality, and military dictatorship among others. The poetry of the second 

generation of the Anglophone African poets are preoccupied with political discourses, and 

environmental issues and we see these clearly in the works of Tenure Ojaide. Bodunde confirms 

aesthetic in which images are deployed to emphasize the idea that human right struggle is 



-being. Ojaide sees this as a dominant trend in 

populace had become economicall . In 

his book of essays, Ojaide reiterates the point that his poetry revolves around the Niger Delta 

politics and its environmental problem: 

To me as a poet, Childhood is vital, because i

Delta years have become the touch-stone with which I measure the rest of my life. 

remains for me the Delta, where I continue to anchor myself. (122) 

  Apronti is of the view that the poets of this generation (of which Ojaide is one) did not just 

choose to write on these issues for the fun of it. The fact that their works are preoccupied with 

such issues is made possible because of the influence of time and the happenings in the 

generation in which they write. Apronti points out further that through this manner of writing, 

the poets of this generation explored many aspects of the theme of time:  

One of the most striking of these is the way in which persistent references to time 

underline the urgency of the revolutionary situation. Time therefore becomes not 

merely an aesthetic tool, but an arm of the dialectical confrontation between 

freedom and oppression. The theme of time has of course been exploited in 

literature with varying degrees of success. (107)  

constant reference to time, Ojaide treats the two major issues that preoccupy the poetry of his 



time: the political discourse and the failing environmental issue. Ojaide confirms the influence of 

time on his poetry, thus: 

saying that the writer is not an air plant. Two essays, written from a personal 

le 

(viii) 

 Charles Bodunde explains treatment of these issues in his poetry in the following terms: What 

Tanure Ojaide attempts to project in is consistentent with this aesthetic practices. As 

the title indicates, the poetry book focuses on the Niger delta as a landscape in which observable 

physical disintegration and decay in social life correlate. The dominal aesthetic strategy, 

noticeable from the onset, is the appropriation of the physical environemnt as an object in the 

portrait of the decline in the peopl -being .  Typical of the poetry of the poets of the 

second genera

institutions. He does this through the use of symbols and imageries that help to carry the weight 

of the message and its caricature. Ayo Kehinde explains the reason why the poet and writer of 

. According to him, it is 

because the time is dominated with corrupt practices and with individuals, as Blaise Pascal puts 



it, whose -love and of this human ego is to love self only and consider self 

only . And as it now seems, it is only in poetry that attack is perceived in it direct manner. 

This could b

immense, because in poetry, where it is worthy of its high destinies, our race, as time goes on, 

will find an ever surer and surer stay .  

               Apart from his treatment of the issue of time, there is this radical representation of 

style. To the second generation of the Anglophone African poets, style is central to poetic 

creation. In the course of blending the issues of time, sex, exile, and the failing societal 

eco

his poetry. This he achieves through his involvement of memory and identity. Obododimma Oha  

in his discussion of a poet of the second generation refers to this s

explorations of the other play on memory, identity, and representation .  In the same essay, 

 of witnessing for authenticity

(137).  poetry is the fact that it is written in everyday English. 

Chinyere Nwahunanya has written that the poet of the second generation of the Anglophone 

by refusing to be esoteric or rejecting totally the linguistic legacies of the indigenous tradition. 

While selecting topical subjects, he strives at a clarity of expression that would ensure 

comprehensibility to the audience . This is because as Wellek and Warren have rightly 

ty and the sense 

of recognition  (235).  To Nwahunanya, this is a contrast to the writings of the Anglophone 

African poets  of the first generation who, as he 

the local and foreign languages and utilize them in a new synthesis . According to 



Nwahunanya, this does not mean that the poet of the second generation does not also use the 

experience he has conceived. In the same vein, he recognizes the inability of the foreign 

language as literary medium to fully shoulder the weight of an African experience in a context of 

culture change -93). 

rendered in a clear and simple English in such a way that it shoulders the weight of the African 

experience contained in the borrowed language and then drives home the message that he intends 

generation of the Anglophone African poetry, is a poetry, if we are to use the words of Osofisan; 

(7). 

verbal entity through which the poet expresses a vision of life hidden to the less imaginative .

there is need for the poets of the second generation to yield their poetry to contain the African 

experiences and African aesthetic values. According to him, this is based on the premise that 

literature is a cultural production, hence African literature expresses the socio-cultural, historical, 

and other experiences as well as the sensibility of its people.  

        With a focus on the socio-political issues inherent in the poetry of the second generation, 

ack/black 



awareness that the life of being in the world is a forgone tragedy of conflicts, sadness, treasons, 

.  The shift in poetic 

material from culture, nature and individualism to exile, sex, national, socio-economic, political 

and class issues in O

public performance. Such performances are organized with the intention of reaching a wider 

audience made up of literates and semi-literates who understand English, high/low pidgin and 

indigenous languages. According to Ojaide, in another of his essays, some of the poems of the 

-accompanied, 

performance- . Hence, we see this in play in some of his poetry. 

Because of this performance-oriented nature of their poetry, Bethel Azubuike says of the poets of 

the second generation that they are co-custodians of culture and of language. He points out 

categorically that through this means t .  One can say that 

through his poetry, Ojaide helps in the creation of meaning that does not only capture his 

might be, if one removes one word from any line of his poetry, meaning will be lost and the line 

will breakdown. Lios Tyson rightly captures this in his assertion, while discussing the poetry of 

be explained simply 

 you will have a different poem .  

establishes the centrality of 

ecocriticism in the poetry of Tanure Ojaide. He argues 



He notes also that in 

 of the nature and strategies employed to actualise 

resistance literature raison d'être for this 

artistic preoccupation is simple: the environmental and ecological predation in the Niger Delta 

regi

environmental/ecological dissonance for sustainable development. In another of his essay, 

entitled Poetics of Resistance: Ecocritical Reading of Delta Blues & Home Songs and 

Daydream of Ants and Other Poems Uzoechi Nwagbara is also of the view that Nigerian 

written poetry spans about six decades, from its inception, and has been a medium of 

engagement, decrying colonialism, cultural imperialism, socio-economic oppression and political 

tyranny. And that  mould of 

interdiction, which can be called resistance poetics. Particularly, his collections of poetry, Delta 

Blues & Home Songs and Daydream of Ants and Other Poems, are illustrations of ecocritical 

literature. Ojaide considers the ecocritical art of poetry as a kind of public duty, which he owes 

to the Nigerian people, to expose, reconstruct, and negate the actualities of environmental 

degradation in the Niger Delta region of Nigeria. He goes on to 

intersects with the realities of ecological imperialism, it is thus a dependable barometer to gauge 

the Nigerian environmental/ecological experience.

         In his own essay entitled, Exile, Exilic Consciousness and the Poetic Imagination in 

 James Tar Tsaaior has noted that the thematic trajectory of the poetry of 

the poets of the second generation is focused on the theme of exile, hence  exile constitutes a 

visible presence in the Nigerian poetic afflatus and imagination. This is sometimes not 



adequately or sufficiently acknowledged. Increasingly, however, exile and exilic consciousness 

have continued to occupy a contested and contestable site in literature especially in Nigerian 

poetry. This is essentially because of the multiple and shifting networks of significations that 

undergird the very constitution and definition of home, exile and the exiled. While exile could 

signify 

particular landscape, other interpretive grids that negotiate exile refract it as a spiritual and 

psychological state that does not necessarily translate to physical absence from home. In his 

essay therefore, Tar Tsaaior contends that both modes of epistemology and hermeneutic insights 

are tenable. Its framing and defining concern is the negotiation of the theme of exile in Nigerian 

poetry especially the poetry of Tanure Ojaide. His essay

poetic imagination and sensibility have generously benefited from the trope of exile which has 

been conditioned by the reality of living and working away from home in the United States of 

America even as the poet himself problematises this reality with his frequent home visits and the 

construction of a hybrid identity as a cosmopolitan citizen of the world. He s When 

It No Longer Matters Where You Live  as a paradigm of textual representation to underscore the 

exilic consciousness in Nigerian poetry. He 

significantly to the work on the theme of exile in world literature and reflexively foregrounds the 

currency of the theme of exile in Nigerian poetry and, indeed, literature.  

In his own essay Philip Onoriode Aghoghovwia 

literary representations from the region to interrogate the oil encounter and an exploration of its 

impact on social and environmental structures. He Delta Blues & Home 

Songs

excoriation of the oil encounter as the harbinger of environmental degradation. Of particular 



interest is the unique and alternative insight  a kind of insider/indigenous knowledge  he 

provides through the text the agitations for environmental remediation and social justice. He goes 

on to argue that through the geography of lived and imagined memory of the pre-oil exploration 

past, the poet stretches our scientific and technological imagination in proffering solutions to the 

environmental and social challenges that attend the oil encounter. The poet calls for a lived kind 

of environmentalism as he invites the reader to inhabit the cultural world of his Niger Delta 

where he imaginatively recalls the past  of his childhood 

old ways were still Poetic Imagination, 121). He concludes that this near 

utopian past which the poet versifies, becomes a model for the remediation of the oil-polluted 

Niger Delta environment. He notes that part of the work of his essay reflects on the particular 

contributions that literary and cultural perspectives can offer in apprehending the twin issues of 

justice  environmental and social  occasioned by the oil encounter, and how these perspectives 

might fruitfully enter into a conversation that is largely dominated by the sciences. However, 

from what we have seen in most of the essays on Tenure Ojaide, it is important to note that none 

of them tried to look at his poetry as a product of his experience.       



Chapter Three 

 Theoretical Framework 

The theoretical framework adopted for this study is psychoanalysis. Since psychoanalysis is of 

two major schools of thought, we have decided to adopt Jungian psychoanalysis in our 

investigation into the poetry of Christopher Okigbo and Tanure Ojaide in relation to the thrust of 

this study. This does not mean that we disregard some psychoanalytical principles that are not 

Jungian, but that are for instance associated with Freudian psychoanalysis and that do not 

conflict with Jungian psychoanalytical principles. Because of this reason, we begin by asking 

ourselves the very important question: What is Psychoanalysis?   

(449).  Terry Eagleton 

(159).  Douglas Kirsner, 

on the other hand, sees psychoanalysis as a means of understanding human nature and treating 

mental illness. He points further that it is also an intellectual discipline of scientific status. Philip 

ev

modestly declared on his seventieth birthday that he was not the discoverer of the unconscious 

for that honour must be accorded to artists and imaginative writers before him .  Rice and 

Waugh also note that in psychoanalysis art is se

conflict: a consoling illusion, symptom, socially acceptable phantasy or substitute gratification 

which compensates us for the inevitable renunciation of desire involved in the necessary 



acce principle . They also point out that, with the study of hysteria, the 

This could be the reason  

James Strachey is of the view that psychoanalysis tion with the study of 

hysteria .

then be said to be a dialogic and symbolic method of interpretation which works with a 

about understanding how the mind disguises painful material, about how the logic of primary 

processes, the basic drives and desires might be understood through suspending the everyday 

logic of causality and non-contradiction . 

        Freud explains that psychoanalysis pes to provide psychiatry with the missing 

psychological foundation to discover the common ground on which a correlation to bodily and 

(451-452).  James Mann is also of like view, when he 

 mental functioning and human behaviour comes from 

psychoanalysis. Its lessons are equally applicable in the conduct of any kind of psychotherapy

(xi). Terry Eagleton posits that the revelation of the human behaviour and human mental 

functioning is part of psychoanalytical practice, but it will not cure anybody in itself. It is not in 

this sense a rationalist practice, in that it is out to make us believe that if only we understand 

ourselves or the world we can take appropriate action. The nub of the cure for the theory is what 

course of treatment, the patient may begin unconsciously to transfer on to the figure of the 



analyst the psychical conflicts from which he or she suffers. Eagleton explains this in his book, 

when he argues that if he has had difficulties with his father, for example, he may unconsciously 

cast the analyst in that role. This poses a problem for the analyst, since such repetition or ritual 

re-enactment of the original conflict is one that is against its claims. It is at the cause of trying to 

understand the causes of mental disorder in man and to fathom a cure for it that led to the study 

of the whole of human psyche. However, there have been general investigations within the 

discipline together with scientific differences between the different schools of psychoanalytic 

thought to come up with specific methods of approaching psychoanalytic treatment. This finding 

has overtime been addressed in scientific ways by subjecting the ideas to empirical and 

theoretical examination and evaluation of methods and evidence. Psychoanalysis is a major 

influence on the contemporary view of human existence. What other theories had offered as 

poetic insights, it established by clinical observation and persuasive reasoning, as well as by 

speculative leaps of the imagination. Hirschfeld and Knoebel have pointed out that it provides a 

modern psychiatry, literature, art, and social thought.

          Freud has noted in The Ego and the Id (1952)

psychical into what is conscious and what is unconscious is the fundamental premise of 

psychoanalysis . tuate the essence of the 

psychical in consciousness, but is obliged to regard consciousness as a quality of the psychical, 

which may be present in addition to other qualities or may be absent .  Consciousness, 

therefore, as he sees it, is in the first place a purely descriptive term, resting on perception of the 

most immediate and certain character. This is to say that a psychical element, an idea for 



instance, is not as a rule conscious for a protracted length of time. Freud states that consciousness 

as a concept is in itself transitory i.e an idea which is conscious at a time can suddenly not be 

conscious again it can also later become conscious under certain conditions where the psyche 

deems it important to bring it up again. In this situation, the idea which was formally conscious 

and now unconscious is what Freud called latent. By been latent, Freud meant that they are 

capable of becoming conscious again. What is regarded as the unconscious is the latent idea that 

is opposed by certain forces in the psyche of the individual and as a result makes consciousness 

been found by which the opposing force can be removed and the ideas in question made 

conscious renders this theory irrefutable . The state in which the idea that is unconscious is 

revived is called repression and the force that brought about the repression is called resistance.     

Freud asserts that there are two kinds of unconscious. While the first is the one which is latent 

and is capable of becoming conscious, the second is the one that is repressed and is incapable of 

becoming conscious (except with the technique of psychoanalysis through which resistance is 

removed). Freud goes further to conceive of the first or the latent idea that is capable of 

becoming conscious as preconscious. With this we have three divisions of the psychical which 

Freud itemized as Conscious, Preconscious and Unconscious.   

        Freud states further that in every i

ego. The consciousness of the individual is attached to his ego. The ego controls the approaches 

to the discharge of excitations into the external world. It is from the ego that the second idea of 

the unconscious or the repressed come about. Freud notes that in analysis these trends which 

have been shut out stand in opposition to the ego. This is what brings out the task of removing 



the resistances which the ego displays against itself and with the repressed. This comes about 

when a task is put before an individual with a disorder. The individual gets into difficulties when 

he comes anything close to the repressed. Freud says that in this situation the individual is 

dominated by a resistance but the individual is not quite unaware of the fact and even if he 

guesses from his unpleasurable feelings that a resistance emanates from his ego and it belongs to 

it. He ar

like the repressed

Freud explains, it appears that the ego should be described as unconscious. According to James 

Strachey, in Beyond Pleasure Principle, Freud has noted, in a sentence which reads in the first 

s in the second edition, a year later that this sentence 

regards the ego, is no longer helpful in building up a structural picture of the mind. Freud 

The old descriptive sense of the 

term was in fact all that remains. The new terminology which he now introduces has a highly 

clarifying effect and so made further clinical advances possible. But it does not in itself involve 

any fundamental changes in Freu

        However, Freud later came up with three entities; the id, the ego and the super-ego. 

physician practicing at Baden-Baden, who had recently become attached to psychoanalysis and 

with whose wide-



Schweninger, a well-known German physician of an earlier generation. But as 

Freud points out, the use of the word goes back to Nietzsche. In any case, the term 

cleared up and in part replaced the ill-defined uses of the earlier terms the 

his body) from other people. It is in this sense of usage that helps to elaborate the concept of the 

seems to correspond rather to the idea of the self

        After the attempt in the project of  1895 at a detailed analysis of the structure and 

functioning of the ego, Freud left the subject almost untouched for some fifteen years. His 

interest was concentrated on his investigation of the unconscious and its instincts, particularly the 

sexual ones, and in the part they played in normal and abnormal mental behaviour. During this 

time, the fact that the repressive forces play important part in mental behaviour is not overlooked 

and in fact they were insisted upon. And Freud calls them the inclusive name of the ego. There 

were two indications of a change, both around about the year 1910. In the paper on Psychogenic 

Disturbances of Vision (1910), there comes what seems to be a first mention of ego-instincts, 

which combines the functions of repression with those of self-preservation. The other and more 

important development was the hypothesis of narcissism which was first proposed in 1909 and 

which led the way to a detailed examination of ego and its functions in a variety of connections. 

In this last work, however, a further development occurred: what has been described as the ego 

now became the system. The functions of the system includes such activities as censorship, 



reality-testing, and so on, all of which are now assigned to the ego. There is one particular 

function whose examination leads to the self-critical faculty. This and the correlated sense of 

neurosis. During this time he observed that obsessions are transformed self-reproaches for sexual 

pleasure enjoyed in childhood. He suggested that the narcissism of infancy is replaced in the 

adult by devotion to an ideal ego set up within person. He then put forward the notion that there 

may be a special psychical agency whose task it is to watch the actual ego and measure it by the 

- he seems to use the terms indiscriminately. He attributes a number 

of functions to this agency, including the normal conscience, the dream-censorship and certain 

paranoiac delusions. He further makes this agency responsible for pathological states of 

mourning and insists more definitely that it is something apart from the rest of the ego. 

       Freud talks of the super-ego. In his discussion, he has noted that the super-ego acts as the 

vehicle of the ego-ideal by which the ego measures itself. Freud accounts for the genesis of the 

super-ego and notes that the super-

object-cathexes into identification i.e it takes the place of the Oedipus complex. This mechanism 

or the replacement of an object-cathexis by identification and the introjections of the former 

object, has been applied by Freud to explain one type of homosexuality, in which a boy replaces 

his love for his mother by identifying himself with her.   

        Freud has pointed out further that the ego is the mental agency which supervises all its own 

constituent processes but goes to sleep at night though he notes that the ego is also responsible 

for the exercise of the censorship of dreams. Dreams on its own open up a leeway to the 

understanding of the unconscious. This makes the study of dreams very important in 

psychoanalysis. Freud has argued that psychoanalysis depends strongly on two things as means 



of assessing the human mind. These things, as he puts it, are hypnosis and dreams

quite apart from pathological manifes .     

The Development of Psychoanalytical Thought and their Sources  

     Psychoanalysis as a 

enquiry into human understanding using scientific methods. Hirschfeld and Knoebel have 

observed that one of the greatest contributions made by Freud to the understanding of human 

behaviour was his discovery of the importance the instinctual development that occurs in infancy 

received initially with great disbelief. His contemporaries were convinced that the later years of 

adolescence and especially, the years of young adulthood play the most important role in 

rejection and scorn. In the nineteenth century it was universally held that infants and 

preadolescents are asexual and that sexuality begins between ages twelve and fourteen. But 

observations made in the course of his clinical work led Freud to believe that sexuality is an 

aspect of human beings from almost the first day of life. He felt that those who claimed that 

human sexual life begins in the early teens made the mistake of considering only sexuality 

directly related to genital areas. He maintained not only that infantile sexuality exists but that it 

passes through stages linked with different functions and developmental changes in the human 

body. Since he felt that any disturbances of instinctual development in infancy would have an 

impact in adult life, Freud concluded that a frank and fearless examination of infantile sexuality 

was a prerequisite to understanding adult norms and perversions.  



       Since then psychoanalysis has been considered a social movement which has its bases in 

many countries of the world. Unfortunately, since Freud divisions in 

psychoanalysis taking divergent views. Central to their divergence is their later struggle to obtain 

and retain intellectual authority, to inherit the mantle of legitimacy.  

derailed careers, ended friendships, and nearly destroyed the British Psychoanalytic society

1). While Sigmund Freud forms the primary source 

of one of the groups, Melanie Klein form another. It was later Carl Jung, Alfred Adler and other 

groups were formed. Prominent among these groups are Freudian and Kleinian because of their 

warlike debate that is popular among the psychoanalytical scholars. Melanie Klein, who began 

her psychoanalytical surge, by trying to elaborate on and extend Freud's original theory through 

her observations and clinical work with children, fell out with Anna Freud and other Freudian 

scholars because they felt she deviated from the original Freudian methods and practices. 

Though Klein's work, as a whole, is an extension of Freud's work, it is also a transformation of 

Freud's original insights through her unique interpretive perspectives. Klein's insights were so 

transformative of Freud's work, in fact, that her theoretical work was rejected by many orthodox 

Freudians  a clash best represented in the split between Klein's "London school" and the 

"Viennese school," most closely associated with the figure of Anna Freud. The clash between 

Klein and Anna Freud, leading to this profound and lasting 'split,' involved differences in opinion 

regarding the treatment of children. Klein used play therapy and used interpretive techniques 



which were very similar to the techniques used with adults. Anna Freud, on the other hand, held 

that children's egos were not yet developed enough for classical analysis, and, instead, she 

advocated a more educative role for the analyst who works with children. The heated debates in 

WWII Britain  within the British psychoanalytic society  led to a profound schism in the 

psychoanalytic community which is still evident to this day. In fact, until recently, most 

American psychoanalysts, who were more closely aligned with Freudian ego psychology, held 

Klein and subsequent Object Relations Theory in contempt for this reason, and, vice versa, the 

Kleinian tradition generally demonized the Ego Psychology Movement. It is only recently that 

this schism is beginning to heal.  

      Working with children, Klein felt she had observed processes in pre-Oedipal children that 

were very similar to Oedipal conflicts in older children. Throughout her career, she attempted to 

theoretically justify these observations. 

to work with psychotic adult patients. Klein generally saw similarities between young children's 

coping strategies in play and psychotic symptoms. In general, however, Klein imagined that all 

adults retain, at some level, such psychotic processes, involving a constant struggle to cope with 

paranoid anxiety and depressive anxiety. Klein was led, therefore, to apply her approach to adult 

neurotics, as well as psychotics and children. Klein's technique, in all cases, involved a method 

of using "deep" interpretations which she felt communicated directly to the unconscious of the 

client, thus by-passing ego defenses. In conclusion, Klein's theories, such as the paranoid-

schizoid and depressive positions, her conception of sexuality and envy, and her discovery of 

projective identification as a defense have all been highly influential contributions to the field 

which, regardless of Klein's intentions, opened up new possibilities for psychoanalysis which 

were quite different than Freud's classical psychoanalytic practice and theory. The term "object 



relations" ultimately derived from Klein, since she felt that the infant introjects the 'whole' other 

with the onset of the depressive position during the ontogenesis of the self. 

        During this time there was another opposing group whose primary source is Carl Jung.  

Unlike Kleinian psychoanalytic theory and other theories which are anchored on Freudian 

psychoanalysis, Jungian psychoanalysis opposed most of Fre

and his later opposition which started in 1900, while Jung was preparing for his final medical 

 Hirschfeld and Knoebel, psychiatry was then still in its infancy

groping for answers rather than offering them and among those who were also captivated by it 

ring work 

came to his attention, 

speculations. In 1906 the two men met for the first time and shortly thereafter Freud decided that 

this younger man should be the person to preserve and continue his work. Jung, however, who 

dogmatic nature and their differing intellectual orientations, would keep him from assuming the 

Freudian intellectual heritage. 

         Indeed, indications of disharmony between Jung and Freud were discernible as early as 

1912. The break came over a number of issues: for example, the role of sexuality in infant 

the life of a 

human being. Jung judged the latter as an unwarranted dogmatism, especially in view of the fact 

that inquiry into the human psyche was of very recent date and in his view, needed to be pursed 

without restrictions. Another reason for disagreement was the fact that Freud focused on certain 



heritage. Elements of this heritage, especially myth, philosophy and religion were of primary 

importance to Jung; whereas Freud consigned them to the realm of the occult. 

        Between these opposing groups we have another group who called themselves the middle 

group. The primary source of this group was Donald Wood Winnicott of which Jacques Lacan 

later joined. They were called the middle group because they refused to join or choose either 

sides or groups and therefore were trusted by Sigmund Freud and his scholars, Melanie Klein, 

and later by Carl Jung. 

as been noted to be outstanding and 

has overtime proved to provide a clear picture of the unconscious. According to Hirschfeld and 

G. Jung must be admired for his open mind and freedom from shackling dogmatism . For 

of over-generalisation; all other psychoanalysts and their methods (but Jungian) fail to provide a 

clear picture of the unconscious aspect of the psyche. It is for this reason we have chosen Jungian 

psychoanalysis as the method to be used for this study.    

Reason for the adoption of Jungian Psychoanalysis 

essays, Jung sees poetry as a pointer towards mind growth and development and as an indicator 

 Jung also believes that  as  one progresses in unlocking  

poetry, myth, etc, one  discovers an evolving pattern of instincts, potentials, and needs common 

to all humankind  In the course of our studies of the 



that are contained in Jungian psychoanalysis. 

 How Jungian Psychoanalysis Came About 

As we have noted earlier, Sigmund Freud is the father of psychoanalysis and other 

psychoanalytic schools of thoughts only consolidated on what Freud had done. For instance, 

Jungian psychoanalysis is not a totally new work detached from the Freudian psychoanalysis, 

since it consolidates on what Freud had done though with lots of counter prepositions. The buck 

of this fact can be understood through trying to know how Jungian psychoanalysis came about or 

es with Freud went sour. 

in 1900, the year of the publication of The Interpretation of Dreams

suggestion but returning to the book, he realized that it offered the best explanation he had found 

of the mechanism of the repressions observed in his word-association experiments. He could not, 

question of sexuality played a subordinate part to other factors standing in the foreground for 

example, the problem of social adaption, of oppression by tragic circumstances of life, prestige 

considerations, and so on .



       Jung opened an exchange with Freud by sending him in 1906 a collection of his early papers 

entitled Studies in Word Association to which Freud graciously responded and Jung went to visit 

him in Vienna. They met at one in the afternoon and talked for thirteen hours, almost without let. 

invited to Vienna, but with his wife this time, and affairs took another turn. 

       The following year, 1908, Jung attended in Vienna the first international congress of 

psychoanalysis and it was there that he met the greater part of that distinguished company which, 

in the next years, was to make the psychoanalytic movement known to the world. The next 

spring, 1909, found Jung once again in Vienna, and on this occasion Freud his elder by 

nineteen years

ver, when the anointed later asked what his adopting 

checking the sharp r

       Jung had been reading of the peat-bog corpses brought to light in Denmark: bodies from the 

Iron Age, perfectly preserved, which he had hoped to see while in the North. And when he began 

al times Freud asked why he was so concerned about those 

corpses; and when, at dinner, Jung went on, Freud suddenly fainted having conceived the idea, 

as he later explained, that Jung had death wishes against him. 

       The next traumatic event occurred in 1910, the year of the Second Congress of the 

Association of Psychoanalysis, where Freud proposed, and even insisted against organized 



occasion, as Jung tells, 

t

and 

here he hesitated for a moment, then added ys, thus: 

of faith, is set up only when the aim is to suppress doubts once and for all. But 

that no longer has anything to do with scientific judgment; only with a personal 

power drive. 

never be able to accept such an attitude. What Freud seemed to mean by 

occultism was virtually everything that philosophy and religion, including the 

rising contemporary science of parapsychology, had learned about the psyche. To 

me the sexual theory was just as occult, that is to say, just as unproven a 

hypothesis, as many other speculative views. As I saw it, a scientific truth was a 

hypothesis that might be adequate for the moment but was not to be preserved as 

         Many have held that the break in the friendship of these two w

publication of his altogether non-Freudian work, Symbols of Transformation. However, this was 



In Memories, Dreams, Reflections (1989) (originally entitled Erinnerungen Träume Gedanken in

German), a partially autobiographical book by Carl Jung and Aniela Jaffé, Jung is said to be born 

in Switzerland and to have spent his life there, except for trips he made to Africa, India, 

America, and other places as an adult. The book details Jung's childhood, his personal life, and 

exploration into the psyche. In the book we are told his father was a minister and that he spent 

much of his childhood among the fields and hills and streams of rural Switzerland and as an 

adult, he lived on the lakeshore. He was a self-described introverted child who spent much of his 

time in his rich imagination. As an adult, early in his career he lived on the grounds of a mental 

hospital and worked with the psychotic patients. He married a woman from a wealthy family, 

Emma, who made it possible for them to live a very comfortable life. After Alfred Adler broke 

away from Freud, Jung was the next one anointed by Freud to carry on the psychoanalytic 

movement, but eventually Jung's differences from Freud became so pronounced that he too left 

the Freudian psychoanalytic circle. Emma eventually became trained as a Jungian analyst 

herself. Jung attracted many students and followers. He had two ongoing affairs as an adult, one 

with a Russian woman who broke off the affair when Jung refused to father a child for her, and 

the other with Toni Wolff, another student, with whom it appears, remarkably enough, that 

Emma enjoyed a friendly relationship. Jung lived a long and productive life, left a remarkable 

treasure of writings, and a unique body of thought. 

          According to Jaffe, in 1956 Kurt Wolff, publisher and owner of Pantheon Books, 

expressed a desire to publish a biography of Jung's life. Dr. Jolande Jacobi, an associate of Jung, 

suggested Aniela Jaffé be made the biographer. Jung was very reluctant to cooperate with Jaffé 

in the beginning, but because of his growing conviction of the work's importance, he became 



more engrossed in the project and began writing part of the text himself. In total, Jung wrote the 

first three chapters on his childhood and early adulthood, the chapter entitled "Late Thoughts," 

and the chapter on his travels to Kenya and Uganda. The rest of the text was written by Jaffé 

through direct conversation with Jung. 

      The content and layout of the yet-unpublished manuscripts was heavily disputed. Jung's 

family, in the interest of keeping Jung's private life from the public eye, pushed for deletions and 

other changes. Those involved in its publication demanded massive cuts in the text's length to 

keep the price of printing down. Jaffé herself was accused of censorship when she began 

exercising her Jung-appointed authority as editor to reword some of his thoughts on Christianity 

she deemed too controversial. Eventually, the disputed text (including a chapter entitled 

"Encounters" detailing some of Jung's friend and acquaintanceships with various people) was 

integrated into other chapters and Pantheon Books stopped their push for further deletions after 

Jaffé and others' protest. The book was finally published in 1963, two years after Jung's death. 

Jungian Psychoanalysis 

Jungian psychoanalysis became popular as a result of Jung's interest in typology which grew 

from his desire to reconcile the theories of Sigmund Freud and Alfred Adler one of Freudian 

scholars, who later went into personality study), and to define how his own perspective differed 

from theirs. However, the groundwork of the theories of typology was laid in 1921 with Carl 

Psychological Types. In relation to the book, Jung writes, "I 

came across the problem of types; for it is one's psychological type which from the outset 

determines and limits a person's judgment" (Jung. Psychological Types, par.62). In the book, 

Jung categorizes people into primary types of psychological function. He proposes four main 



functions of consciousness which are, (1) Two perceiving functions: Sensation and Intuition and 

(2) Two judging functions: Thinking and Feeling. Jung goes further to say the perceiving 

functions and the judging functions are modified by two main attitude types: extraversion and 

introversion. Introversion or extraversion, as the typical attitude, means an essential bias which 

conditions the whole psychic process, establishes the habitual mode of reaction, and determines 

not only the style of behaviour but also the quality of subjective experience. We call a mode of 

behaviour extraverted only when the mechanism of extraversion predominates. In these cases the 

most differentiated function is always employed in an extraverted way, whereas the inferior 

functions are introverted. In other words, the superior function is the most conscious one and is 

completely under conscious control, whereas the less differentiated functions are in part 

unconscious and far less under the control of consciousness. It is on this ground, therefore, that 

Jung concludes that Freud's theory was extraverted and Adler's introverted. One cannot be 

means that everything in the psyche happens as it must happen according to the law of the 

. Jung has said further that the introvert does possess an extraverted attitude, but 

(Jung. Two 

Essays on Analytical Psychology: Page 56).

harmony with objective values, even when it appears not to be qualified by a concrete object, it 

is none the less still under the spell of traditional or generally accepted values of some kind. Jung 

but because it is fitting and politic to call it so, since a contrary judgment would upset the general 

feeling situation. A feeling judgment of this kind is not by any means a pretense or a lie, it is 



(Psychological Types, par 595). 

when feeling is not disturbed by anything else. Nothing disturbs feeling so much as thinking" 

(Psychological Types, par 598). Jung argues further that even an "indifferent" sensation 

possesses a feeling-tone, namely that of indifference, which again expresses some sort of 

valuation. Hence feeling is a kind of judgment, differing from intellectual judgment in that its 

aim is not to establish conceptual relations but to set up a subjective criterion of acceptance or 

rejection. He points out also that valuation by feeling extends to every content of consciousness, 

of whatever kind it may be. When the intensity of feeling increases, it turns into an affect, i.e., a 

feeling state accompanied by marked physical innervations. Feeling, on the other hand, is 

neither more nor less than an ordinary thinking process" (Psychological Types, para725). Jung 

points further that ordinary, "simple" feeling is concrete, that is, it is mixed up with other 

we call it affective or, as I 

have done in this book, feeling-sensation, by which I mean an almost inseparable amalgam of 

Psychological Types, 726). This characteristic amalgamation is 

found wherever feeling is still an undifferentiated function, and is most evident in the psyche of a 

neurotic with differentiated thinking. Although feeling is, in itself, an independent function, it 

can easily become dependent on another function, which is a 

mere concomitant of thinking, and is not repressed only in so far as it accommodates itself to the 

thinking processes" (Psychological Types, para726). 

           In The Carl Jung described and 

divided the psyche into three parts the Ego, the Personal Unconscious, and the Collective 

Unconscious. The Ego is additionally known as the self by Jung. According to Jung, in as 



humans the ego is responsible for our feelings of identity. The ego holds memories from prior 

experiences relating to the thoughts and feelings in regards to individuals behaviours. The ego is 

Jung is also of the view that personal 

identity or ego developed around the age of four.  Personal Unconscious is next to the ego and 

holds sheltered private experiences of an individual from early ages. According to Jung, the 

unconscious deems this private experience a threat and not par . 

The personal unconscious contains feelings and urges that have been actively repressed due to 

threatening behaviour

for suppressed experiences from an individua .  The Collective Unconscious is the 

last element in the psyche and is made up of archetypes emotional symbols which are common to 

all individuals, ime. 

the mind of our ancient ancestors, the way in which they thought and felt, the way in which they 

conceived of life and the world, of gods and humans beings. The existence of these historical 

. 

Knowledge we are all born with, Psychic inheritance which influences all our experiences and 

behaviours as in symbols and the meanings of certain myths we recognize instantly on first 

visual record, furthermore artists and musicians all have shared experiences i.e. religions, 

corresponding dreams, fairy tales literature from all over the world, a universal meaning and 

understanding like near death experiences from several cultural backgrounds had parallel 

accounts. 

 the 

psychic processes and contents which are capable of becoming conscious and often do, but are 



then suppressed because of their incompatibility. In

no tendency to become conscious under normal conditions, nor can it be brought back to 

recollection by any analytical technique, since it was never repressed or forgotten. Jung notes 

-subsistent entity. It is 

no more than a potentiality handed down to us from primordial times in the specific form of 

mnemonic images or inherited in the anatomical structure of the brain. There are no inborn ideas, 

but there are inborn possibilities of ideas that set bounds to even the boldest fantasy and keep our 

fantasy activity within certain categories: a priori ideas, as it were, the existence of which cannot 

be ascertained except from their effects.  Inwardly, the whole history of the human race, back to 

the most primitive times, lives on in us. Its origin is in heredity, and instinctual patterns. As a 

universal character, its structure is more or less the same everywhere and in all individuals. It 

"constitutes a common psychic substrate of a supra-personal nature which is present in every one 

of us." In his explorations through India, Japan, and Africa, he found dreams that belonged to the 

whole of mankind. In Africa, he found that their witch doctor drew the same distinction between 

personal and collective dreams that he did. And when Jung talks of symbols, he thinks of it as an 

important part of his theories (Stevens, 109). To him, it refers to a named term or picture that is 

familiar in daily life, yet has other connotations besides its conventional and obvious meaning. It 

is a key to discovering feelings or preferences of which we are unaware. It implies something 

vague and partially unknown or hidden. Many different symbols may be essentially equivalent 

and reflect the same reality. Dream symbols bring messages from the unconscious to the rational 

mind. Jung also thinks that the process of psychic projection is very important. According to him 

"Projections change the world into the replica of one's own unknown face.'' We blame the other 

for what we will not recognize in ourselves.  



      Jung devotes more time and thought to dreams than probably any other psychologist before 

or since. He views them as pacific expressions of the unconscious which have a definite, 

purposeful structure indicating an underlying idea or intention. The general function of dreams is 

to restore one's total psychic equilibrium. They tend to play a complementary or compensatory 

role in our psychic makeup. In this regard, he writes, "The dream is a little hidden door in the 

innermost and most secret recesses of the psyche, opening into that cosmic night which was 

psyche long before there was any ego-consciousness, and which will remain psyche no matter 

how far our ego-consciousness may extend. In dreams we put on the likeness of that universal 

image, eternal man dwelling in the darkness of primordial night. There he is still the whole, and 

the whole is in him, indistinguishable In working with 

dreams, Jung emphasizes staying in the dream and exploring it as a whole in order to 

comprehend it in its totality. This is in contrast to the other major post-Freudian way of working 

with dreams. The simplest way of working with a dream, Jung says, is to keep it in mind and turn 

it over and over throughout the day or week, endeavoring to see what messages it holds for you. 

Unlike Freud, who views most dreams symbols as masked or disguised representations of 

unconscious impulses that are unacceptable to the conscious, Jung thought that some dream 

symbols are quite transparent and can be taken at face value if we are willing to hear what they 

tell us.  

        He also wrote about the persona which he said is a segment of the collective psyche. He 

says the persona is the arbitrary segment of collective psyche often fashioned with considerable 

pains.  According to him, it is the "mask" or image we present to the world. He writes further 

that it is designed to make a particular impression on others, while concealing our true nature. To 

a certain extent it is a figure in the unconscious we do not realize that we are wearing the mask. 



It prescribes conduct in accord with requirements of everyday life. It represents conscious ego 

with its many variations. It is the person's adaptation to the world; the manner he or she assumes 

in dealing with it must not be mistaken for whole person. If person identifies fully with persona, 

this becomes a denial of the other parts of the personality, including the rest of the unconscious. 

Jung argues "one could say, with a little exaggeration, that the persona is that which in reality 

one is not but which oneself as well as others think one is" (Jung 1971, p.303).  In his essay, 

If we endeavour to draw a precise distinction between what psychic material 

should be considered personal and what impersonal, we soon find ourselves in the 

we have said of the impersonal unconscious, namely, that it is collective. It is only 

because the persona represents a more or less arbitrary and fortuitous segment of 

the collective psyche that we can make the mistake of regarding it in toto as 

something individual. (105) 

He notes that when we analyze the persona we strip off the mask and discover that what seemed 

to be individual is at bottom collective; in order words, that the persona was only a mask of the 

g real: it is a compromise between 

individual and society as to what a man should appear to be. He takes a name, earns a title, 

exercises a function, he is this or that. In a certain sense all this is real, yet in relation to the 

essential individuality of the person concerned it is only a secondary reality, a compromise 

formation, in making which others often have a greater share than he . He argues that the 

- .   



Jung discusses another aspect of the 

personal un

unconscious are invariably archetypes that were present from the beginning.  In relation to the 

collective unconscious, Jung reveals that the collective unconscious is made up of what he called 

hadow, the anima and the animus

(145). 

he word 

archetype has been in use for centuries and means the original pattern or prototype from which 

copies are made. In the collective unconscious contents, we are dealing with archaic primordial 

types, the universal images that have existed since remotest times. While the form of an 

archetype is universal, the specific content is individual. It is filled in from personal experience, 

and cannot be predicted from knowledge of the form alone. Some archetypes often mentioned by 

Jung include the wise old man or woman, the wounded healer, The puer eternis (eternal child).  

these and the easiest to experience, is the shadow, for its nature can in large measure be inferred 

from the contents of the personal unconscious .  Jung points out further that shadow is the 

side of our personality which we do not consciously display in public. It may have positive or 

negative qualities. If it remains unconscious, the shadow is often projected onto other individuals 

or groups. The real bad person, for example, may push his friendly nourishing sides into the 

shadow. In dreams, an unknown figure of the same sex as the dreamer often appears. Like 

burglar in dream. An unfamiliar face of one's nature is brought to attention. It may or not be 



negative or unpleasant just disowned. To know our shadow involves recognizing dark aspects 

of personality as present and real. Shadow wants to do all the things we do not allow ourselves to 

do. This manifest in expressions such as: "I was not myself" or "I don't know what came over 

me."  When we especially dislike someone, often it is a quality of our own we find in the other. 

The narrower and more restrictive the society in which we live, the larger will be our shadow. 

The shadow is unavoidable and we are incomplete without it. It is in the nature of human life that 

there should be light, dark, sun and shade, laughter and sorrow. Superstition holds that the person 

without a shadow is the devil himself. We are cautious with someone "too good to be true.

Jung argues further that shadow 

-personality, for no one can 

become conscious of the shadow without considerable moral effort. To become 

conscious of it involves recognizing the dark aspects of the personality as present 

and real. This act is the essential condition for any kind of self-knowledge, and it 

therefore, as a rule, meets with considerable resistance. Indeed, self-knowledge as 

a psychotherapeutic measure frequently requires much painstaking work 

extending over a long period. (145) 

He notes further that closer examination of the dark characteristics of the shadow that is, the 

inferiorities constituting the shadow reveals that they have an emotional nature, a kind of 

autonomy, and accordingly an obsessive or, better, possessive quality. Emotion, incidentally, is 

not an activity of the individual but something that happens to him. Affects occur usually where 

adaptation is weakest, and at the same time they reveal the reason for its weakness, namely a 

certain degree of inferiority and the existence of a lower level of personality. On this lower level 



with its uncontrolled or scarcely controlled emotions, one behaves more or less like a primitive, 

who is not only the passive victim of his affects but also singularly incapable of moral judgment.  

 about Anima 

and Animus. According to him, Anima and Animus are personifications of the feminine nature 

of a man's unconscious and the masculine nature of a woman's unconscious. This psychological 

bisexuality is a reflection of the biological fact that it is the larger number of male (or female) 

genes which is the decisive factor in the determination of sex. Anima and Animus manifest 

themselves most typically in personified form as figures in dr

dream lover") or in the irrationalities of a man's feeling and a woman's thinking. As regulators of 

behaviour they are two of the most influential archetypes. Anima is the archetype symbolizing 

the unconscious female component of the male psyche tendencies or qualities often thought of 

as "feminine." Anima is a Latin word for "soul" or "breath of life" that which animates. In a 

society in which man dominates woman, anima is crucial. It is a personification of the feminine 

values. Venus, Persephone, Ariadne, and others are personifications of anima archetype. Jung 

writes: "Every man carries within him the eternal image of woman, not the image of this or that 

particular woman, but a definitive feminine image. This mage is fundamentally unconscious. 

Since this image is unconscious, it is always unconsciously projected upon the person of the 

beloved, and is one of the chief reasons for passionate attraction or aversion"(156).  The Anima 

has a predilection for everything that is unconscious, dark, equivocal, and at a loose end in a 

woman, and also for her vanity, helplessness, and so forth.  Animus is the archetype symbolizing 

the unconscious male component of the female psyche tendencies or qualities often thought of 

as "masculine." In women, animus refers to developing the kind of assertive, capable powers 

often attributed primarily to men. There is also another side to it and it is called the "Animus 



ridden women." This is the problem of career women who overemphasize Animus, in a kind of 

overcompensation, to the detriment of Anima. us is a 

compound of spontaneous, unpremeditated opinions which exercise a powerful influence on the 

woman's emotional life, while the anima is similarly compounded of feelings which thereafter 

influence or distort the man's understanding .  Consequently, the Animus likes to project 

, artists, sporting celebrities, 

etc.  Jung explains further, thus: 

Like the anima, the animus too has a positive aspect through the figure of the 

father he expresses not only conventional opinion but equally what we call 

resulting from them. Thus the animus is a psychopomp, a mediator between the 

conscious and the unconscious and a personification of the later. Just as the anima 

becomes, through integration, the Eros of consciousness, so the animus becomes a 

Logos; and in the same way that the anima gives relationship and relatedness to a 

reflection, deliberation, and self-knowledge. (154)  

Jung writes further that in both its positive and its negative aspects the anima/animus relationship 

nce collective. Affects lower the level of 

the relationship and bring it closer to the common instinctual basis, which no longer has anything 

individual about it. Very often the relationship runs its course heedless of its human performers, 

who afterwards 

surrounding the man is composed chiefly of sentimentality and resentment, in women it 



expresses itself in the form of opinionated views, interpretations, insinuations, and 

misconstructions, which all have the purpose of severing the relation between two human beings. 

The woman, like the man, becomes wrapped in a veil of illusion by her demon-familiar, and, as 

the daughter who alone understands her father (that is, is eternally right in everything), she is 

            Jung maintains further the effect of anima and animus on the ego is in principle the same. 

He points out that this effe

uncommonly strong and immediately fills the ego-personality with an unshakable feeling of 

rightness and righteousness. Second place the cause of the effect is projected and appears to lie 

in objects and objective situations .

 the concept of neurosis and its treatment. According to him, neurosis is 

caused by conflict between two tendencies; one expressed consciously, the other by a complex 

split off from consciousness. The neurotic usually does not know that it exists but it interferes, by 

obtruding unexpectedly into consciousness or by attracting energy, so that less and less is 

available for conscious and directed activity. Every neurosis is an attempt to compensate for a 

one-sided attitude to life, and a voice drawing attention to a side of personality that has been 

neglected or repressed. Neurosis should not be viewed as something entirely negative. But a hint 

of new possibilities of development can be found in it .Symptoms are not just the effects of long-

past causes; they are unsuccessful attempts at a new synthesis of life, with a core of value and 

meaning. A neurosis may be mild. We are all sufferers to some extent. Jung has said that what 

passed for normality often is the very force which shattered the personality of the patient. That 



trying to be "normal", when this violates our inner nature, is itself a form of pathology. In the 

psychiatric hospital, he wondered why psychiatrists were not interested in what their patients had 

to say. At the second half of life the cultural or spiritual drive is more important than 

sexuality, power, or some other drives. A neurosis is a kind of psychic disturbance which 

interferes with the life and often the health of the sufferer.  

      Finally Jung tells us that the goal of every human effort is to achieve individuation. He 

ion, a possible goal, beyond the alternative 

. -

implies 

. He states later that individuation can also be translated as 

- . However, individuation involves a deeper 

contact with one's own spirit, as well as a greater recognition of the common experiences shared 

with others. This is captured in Jung later explanation thus: 

Individuation, therefore, can only mean a process of psychological development 

that fulfils the individual qualities given; in order words, it is a process by which a 

man becomes the definite, unique being he in fact is. In so doing he does not 

become selfish in the ordinary sense of the word, but is merely fulfilling the 

peculiarity of his nature and this as we have said, is vastly different from egotism 

or individualism. (122-123) 

  The aim of indiv

wrappings of the persona on the one hand, and of the suggestive power of primordial images on 

the other . Treatment may end when unwanted symptoms have vanished. There is 



satisfactory development from a childish state: a new and better adaptation to life has been 

achieved, a person has moved beyond feeling stuck, or having little meaning in their life, or 

having no idea where to turn or what they want to do. Whereas early in his career Jung worked 

swith psychotics in a mental hospital, later he found that those who were most receptive to his 

approach were often people in midlife who had been successful in conventional terms, but found 

themselves saying, "Now what?" 

      However, in our application of Jungian psychoanalysis on the interpretations of both 

Jungian archetypes as 

shadow  and 

individuation .



Chapter Four 

Discussions 

Application of Jungian psychoanalysis on Christopher Okigbo

       In this chapter we are analyzing Christop

we will see how Jungian archetypes and some aspects of Jungian psychoanalysis come to play in 

the poems. These notwithstanding, it is important to note that  Labyrinths and Path of 

Thunder contains forty nine poems and that these poems are built into the five sections that make 

Though the whole poems in the collection can all be used to demonstrate Jungian archetypes and 

his aspects of the psyche, for the purpose of this study, we concentrated on only eleven poems. 

The eleven poems are selected from the poems contained in the five sections. While in 

s

poems as: 

.

of alternate long and short lines  except for lines six and seven, and lines eleven and twelve, 

where we have two equal lines standing as couplets.  The lines in the poem are further divided 

into four stanzas. While two of the stanzas contain four lines called quatrains, the other two 

contain two lines called couplets. Both the stanzas and the couplets in the poem are tied together 



instance, it is in the first stanza of the poem, we come to know that the persona stands naked 

have 

presence of mother Idoto. Whereas in the first couplet, Okigbo makes it known to us that his 

 (1),  

.         

-on-line or contains what is called enjambment. Each line of the poem runs into 

another line of the poem and as a result helps to give meaning to the poem and to reveal its other 

important properties. What we mean by properties here are the figures of speech that are inherent 

in the poem. Among these figures of speech are: inversion, metaphor, personification, hyperbole,  

and symbolism.  

es to play. With inversion we are looking at 

the arrangement of words in the two lines of poetry. Instead of a normal straight-forward 

you, mother Idoto,/ naked 

to the fore and as a result our emotion is evoked. Another important figure of speech in the poem 

is metaphor. In the third and fourth lines of the poem, Okigbo makes an indirect comparison 



s the prodigal son in the bible came before 

his father for forgiveness, he himself has come before Idoto with regrets.  The metaphor that is 

personified and then i

-human is called 

personification and it dominates the poem. This helps us to see the importance the poet attached 

ten, hyperbole is introduced and employed to both exaggerate the personality of the persona and 

mother Idoto. When it is stated that the persona waits as the 

supplication at heavensgate in order that he might be heard. Another important figure of speech 

in the poem is symbolism. The poem is dominated by symbols. For instance, such words as 

symbolic 

person the persona refers to is someone who is always loving and caring.  The essence of the 

hy to even come 

reference is made to the words that come out of his mouth during supplication.             

important to point out that the activities that the poem capture are his illusions. Whereas in poetic 



scholarship the individual (who is referred to as the persona)  in poetry is seen as a distanced 

individual other than the poet himself, in Jungian psychoanalysis the individual is no other 

 is 

believed that the persona is the personality the poet transfers his sufferings and worries onto. 

 worries and pains manifest 

through the activities of his persona. By putting his persona in the state where he longs to 

persona is on a psychic mission to 

reconcile with his primordial past. By this, it means Okigbo through engaging his persona on this 

psychic mission is invoking, what Jung . Whether the 

        In the poem, the past is treated with some reverence. The past is complicatedly used to 

represent a lot of things that the poet adjudged to be good. For example, Okigbo placed the god 

mother  in the shadows of the past. He can only return to Idoto when he returns to 

the past. It is in this shadow of the past in which Okigbo placed mother Idoto a place where he 

is always at liberty to reach her at will that gave mother Idoto its huge figure of a god-mother 

in the poem.  rich symbols in the poem also helps to reveal his link with the past. 

The use of such symbolic es not really mean that the persona is without cloth. 

This is because illusions play with symbols cannot be literary. It 

suggests that the persona has purged himself of all that is capable of causing separation between 

efoot  is another symbol that is in use in the 

persona submits himself to the wishes and 



dictates of his primordial past all represented in the god-

as used in the poem also projects the idea and feeling that he has finally come to stay in the 

culture, faith and belief which he once left behind. also has its 

signification s sacredness. What 

Okigbo meant here is that his African past is as sacred as any other sacred past, culture or belief. 

The last two lines that end the poem capture the central aim of the poem. By finally saying

he god-mother archetype accept 

him as one of her own. 

four stanzas. The first two stanzas are two lines stanzas, the third stanza contains six lines while 

the last stanza is made up of four lines. The poem is also a run-on-line. Like the poem discussed 

above there are many figures of speech employed to give beauty to it. Among these figures of 

speech are: simile, metaphor, personification and repetition. In line three of the poem, Okigbo 

 arched like a boa bent to kill . The 

essence of this comparison is to give us a clear picture description of the rainbow above the 

 to tell/ the tangled-

wood-tale . In the last stanza of the poem, especially in line eleven where it is written thus: 

engage themselves in combat.  In the poem a lot of words are repeated . Among these words are 



repeated in lines thirteen and fourteen. In the poem, the words that are repeated are for emphasis.    

          As early as the first two stanzas that open the poem, Okigbo describes the environment of 

the streamside.  In the first stanza, he makes it known to us that the environment from where the 

. In that environment there is also the 

there. According to Okigbo in the poem, the whole of these things, to include he himself, are 

invited to that environment 

the third stanza thus: 

Me to the orangery 

solitude invites 

a wagtail, to tell 

the tangled-wood-tale; 

a sunbird, to morn 

a mother on a spray. (2) 

 and his ability to blend one line of poetry into another 

ability to understand these symbols helps to bring clarity to the poem, it is important to point out 



whole collection, a collection in which there are verbose use of symbols. It is possible to say that 

ry presence and his admiration only 

gave way to his realization of the poem in symbols. We cannot talk about the symbols in the 

poem without going back to the first two stanzas of the poem, where Okigbo posits: 

Rays, violet and short, piercing the gloom, 

Foreshadow the fire that is dreamed of. 

Rainbow on far side, arched like a boa bent to kill, 

Foreshadows the rain that is dreamed of. (2) 

the beginning and the expected end of the whole of his poetic engagement. Though in this poem 

Okigbo arrives at his individuation; his awareness of this ultimate end is however represented in 

ese, Okigbo 

as used in the poem,  is also 

the poem. In Jungian terms, these symbols are private and as one of Jungian scholars rightly 

argues, they represent the poet's individual unconscious communicating with the poet alone and 

is selecting symbols for its purpose that have meaning to the poet and to nobody else (Jung et.al. 



1964: ix).  With this, one can as well say that the meaning that the poem generates is more than 

we can imagine.  

             In Initiations

In the poem we have two five lines stanzas, six lines stanzas, three two lines stanzas and three 

one line stanzas. These stanzas are tied together with the use of enjambment that the refrain 

between each stanzas are not felt. The enjambment in the poem also helps in linking many of the 

symbols and other figurative expressions, like ellipsis, repetition, metaphor, inversion, and 

the poem difficult yet it adds to the overall beauty of the poem. Such symb

activities or the believe that the persona is about crossing over to a new faith. The use of 

ellipsis in the poem also helps to plunge the whole poem into a state of symbol. For instance, 

something is missing. This thing that is missing is replaced with a comma (,). Other places where 

ellipsis appeared in the poem are in line thirty four and line forty three. In line thirty four where 

 represented with three dots 

  

implying that it is not kepkanly alone that is remembered; there are others that are not 

mentioned. In the poem, words, symbols and phrases are repeated. Among the repeated words 



-

four  and thirty eight.  In the poem, metaphors can be found here and there. For instance the 

whole of the first stanza is metaphoric. In the stanza there is an indirect comparison between the 

 the 

. In those lines Okigbo is 

comparing life without sin with life itself. In the poem, it is important that we point out that most 

of the lines are inverted. For instance, in the stanza, thus:  

the rhombus brothers and deacons, 

liberal politicians, 

selfish selfseekers all who are good 

doing nothing at all    (5) 

In the stanza,  Okigbo begins it with that which ought to come last. It is actually inversion that 

makes the poem different from mere prose work. In the poem there is also an extensive use of 

hyperbole.  Almost all the events in the poem are exaggerated  that the persona is initiated into 

-



     With the level of symbols that are used in the poem, it is further revealed that through the 

poem Okigbo describes the illusion that hunts him. Illusion relies strongly on symbols and it can 

only take a serious study of the symbols for the message that is contained in the illusion to be 

understood. Most times, it is very difficult for one, other than the poet himself, to understand the 

messages contained in the symbols of the illusion that is released as poetry. This is because the 

symbols are most times private and can only take the poet himself to understand it. For instance, 

infliction of the crucifix over his breast, we can only assume what this means by imagining what 

the collection of symbols might mean but to the persona these symbols have their meanings. 

Jung has once noted that the human mind does not communicate to an individual in alien 

symbols every symbol that the poet persona reproduces is private and is either taken from his 

personal unconscious or his collective unconscious.       

first stanza contains four lines, the second stanza is made up of three lines, the third stanza is of 

six lines and the last stanza is of two lines.  Between the refrain of the third stanza and the two 

lines stanza is a line standing in-between. The refrain between one stanza and the other is 

artificial: since the lines in the first stanza runs into the lines of the second stanza and other 

stanzas of the poem. What this means is that the poem has enjambment. The essence of the 

enjambment in the poem is to help the understanding of the message the poet tries to pass across 

through the lines of the poem. The poem contains a number of figures of speech that help in 

giving beauty to it. Among these figures of speech are: hyperbole, ellipsis, repetition, symbolism, 

hyperbole. This is because the action that is taken up by the persona in that line is almost 



impossible. In that line the persona wants us to believe that while standing on the sea, his eyes 

opened. One can as well say that in the first stanza of the poem, there is an extensive use of 

hyperbole in that the persona is also of the view that the spirit of the water that he is in its 

presence resides in heaven. In line five, the persona tries to make us believe that the message 

contained in line one is true, when he says: o ear . In line two of the 

first stanza there is ellipsis. The ellipsis that is employed this time has not representation. Yet as 

.  In line six there is the representation of a new kind of ellipsis. Unlike the ellipsis 

dughole, to hold, not to drown with- lipsis in use. 

secret has been covered but they are better left unmentioned. Repetition is put in great use in the 

also repeated in l

and sixteen. The repetition in the poem helps to reveal the seriousness with which the persona 

ed with 

-

-

a picture of the heavenly environment of the water spirit or to emphasize the fact that the water 

spirit resides in a sea kind of heaven.  In the second line of the poem, there is metaphor. When 



and the persona in the poem. There are also a number of lines where 

personification is in use. Among these lines is line six, where the persona notes that he has given 

ole, to hold, not to drown with . abstract 

dow of rain over man with woman . In the lines 

acknowledge that truly this intention is achieved in the poem.  

and these lines are further divided into four stanzas. While three of these stanzas are made up of 

four lines, the last stanza is made up of two lines. The first three stanzas are made up of long and 

short lines. It is possible to say that with the combination of the long and short lines, Okigbo 

intends to achieve music or what is called rhythm in poetry. The poem is dominated with 

symbols and the symbols and some words are musically repeated. The symbols that dominate the 

poem can be found in the four stanzas that make up the poem.  In the first stanza, we have such 

). In the second stanza, there are such 

 with 



symbols are repeated in the poem can make one assume that Okigbo intends to make a pun out of 

us to see and feel the energy of a persona whose aim is to re-invoke a strained spirit which 

name is unmentioned in the poem. As the poem opens 

 and 

. In lines three and four, he acknowledges the fact that he has to go to the hills 

e fountain / there to draw from .  In stanzas two 

and three of the poem, we are made t

clear terms th . Because of the holy state of the hill, one does 

-handed. Hence, the persona goes 

n at midte  (12). 

               I there are also fourteen lines. The poem is further divided into three 

stanzas. Above the first stanza is a line standing independently while in-between the first and the 

second stanzas and also in-between the second and the last stanzas are independent lines. These 

lines control the lines in each of the stanzas. While the first independent line that opens the poem 

songs of worship, as if in obedience to the command given by the independent line.  The second 

independent line (which can also be called line five) introduced the concept of the mask. Like the 

first stanza, the second stanza also begins by contemplating the persona in relation to the mask, 

as if in obedience to the command issued by the introduction.  This is also repeated in the last 

stanza. Like the independent lines that precede the two early stanzas, the last independent line 



kind of activity. This time, the persona, decided to pray: 

Anna of the panel oblongs, 

protect me 

from them fucking angels; 

protect me 

my sandhouse and bones (15) 

  In the poem, Okigbo employs such figures of speech as pun, repetition, symbolism, and 

alliteration. From the beginning of the poem to its end, the persona engages himself in a lot of 

playfulness but of particular interest in the poem is his play with words that can easily be 

other poems which we have discussed earlier, Okigbo

important. For instance, it is through his use of symbols that the pain that is locked up in the 

heart of the poet manifests. It is only with our study of the symbols in the poem that it is revealed 

to us that the persona is torn in-between two suffering personalities. Though we encountered a 

simil

masked . The mask, as we have seen in the poem, represents 

two conflicting sides of his personalities. While one of these masks personalities represents the 



the other mask personality represents the personality 

. In the poem Okigbo expresses his confusion at which side he is 

to thread. At a particular point in the poem, he writes, saying he is about to yield to ancestral call 

rememberance of Calvary/ and of  in lines seven and eight.   

it 

difficult to make a very important decision at this point, in the last stanza 

ng angels . 

a e persona believes that his two 

personalities that are masked 

collection Okigbo persistently refers to a symbolic female spirit with variety of names. Between 

 it is 

 earlier, the symbol of the 

to mother Idoto an indication would have been given and since he refers to a female spirit that 

has the ability to protect with a specific name (Anna), it is assumed that, it is his symbol for 

Though we may not be totally 

correct. Jung is of the view that our interpretation of any symbol as divine or saintly may 

sometime be our own creation: The wheel may lead our thoughts toward the concept of a 

"divine" sun, but at this point reason must admit its incompetence; man is unable to define a 



"divine" being. When, with all our intellectual limitations, we call something "divine," we have 

merely given it a name, which may be based on a creed, but never on factual evidence . 

it is made up of four stanzas. While the first, second and last stanzas contain four lines, the third 

stanza is made up of two lines. The first stanza of the poem is the stanza that carries the burden 

of the poem. Every other stanza that follows after it is dependent on it. There are a number of 

things that make the first stanza unique. One of it is that some figures of speech are weaved 

together for the benefit of the whole poem. Among these figures of speech are: metaphor, simile, 

ellipsis, personification, symbolism and circumlocution. The very first line of the stanza, for 

himself with the talkative. The same line together with the second line of the stanza, thus: 

o longer a metaphor but simile because 

this same first line of the stanza we have ellipsis. It is a clear fact that there are missing words in 

the line probably 

first and second lines, we perceive the figure of speech called personification. This is because the 

human attribute of being a talkative is given to none-

same first stanza of the poem, Okigbo employed the use of symbols. The central symbol of the 

-making bird. The 

importance of his use of this symbol is that its effect in the first stanza is felt in the rest of the 

stanzas.  In his interview, Okigbo had declared the importance of the symbol of the 

the poem, he was influenced by everything and everybody: 



I was influenced by  It is surprising how many lines 

of the Limits I am not sure are mine and yet do not know whose lines they were 

1) 

This is to say that the symbol of t

say a lot of things which are not originally theirs. The human mind reproduces statements that 

are either heard or read in books and had been subsumed in the unconscious. This is like saying 

human beings are unconscious most of the time: our expressions spring from our unconscious 

only a few 

can attain the highest grade of consciousness. The activity of consciousness is selective. 

Selection demands direction. But direction requires the exclusion of everything irrelevant

(Psychological Types, Para 694). 

oem are perceived as one tries to figure 

out the intent of the other symbols that are inherent in stanzas two, three and four. In stanzas two, 

three and four, symbols are replaced with symbols as typical of a neurotic individual. This also 

gives way to the 

the poet intends to say a thing which could have been expressed with the use of a word or a 

phrase by bringing a lot of words, lines, phrases and even stanzas together just to say that thing. 

that in the mind of a talkative neurotic indi nly a limited number of contents can be held 

in the conscious field at the same time .

stanzas of the poem, comes alive with the number of symbols that are contained in each stanza. 

For instance, -



these symbols are all employed to explain or rather support the early symbol of the first stanza: 

n line ten.  In the fourth stanza, we have 

- -goat-on-

 is a poem of  thirteen lines. Like other poems before it, 

it is made up of four stanzas. While stanzas one and three contain four lines, stanza two has three 

poem is 

inherent in the poem are almost private. For example, the first symbol of the poem, 

ian history. Since 

this symbol is taken from Egyptian history, it is not out of place to say that with this symbol 

 stanza two goes a long way to help us 

symbols that dominate stanza one and two, it is possible for one to say that Okigbo laments the 

European imperialist exploitation of the human and material resources of Africa and the colonial 

conquest. If we are to also look at the impact of the title to the explanation of the lines that make 

up the stanzas, it becomes even clearer that in the poem the colonization of the continent is 

imaged as a deluge that erodes the very foundation of African societies. This is as a matter of 

fact, what the third stanza of the poem relates: 



Smoke of ultramarine and amber 

Floats above the fields after 

Moonlit rains, from tree unto tree 

Distils 

     European colonization of Africa as captured in the third stanza of the poem is represented in 

in us the atmosphere of ruin. In 

In stanza four, the persona calls our attention to what becomes of Africa after this encounter, 

.

perhaps because European imperialis

nations of the world resulted in similar problem.  

four couplets and four dependent alternate lines that always come before the couplets. As the title 

suggests the poem is musical. This is because it employs the use of repetition as a link between 

one couplet to its dependant alternate line. For example, in each of the four couplets, we see the 

as in lines two, five, and eight. Apart from the fact 

that it gives music to the poem, it also gives beauty to it. There are other figures of speech in the 

poem that are worth mentioning and these figures of speech include: ellipsis, metaphor, 

symbolism, personification and alliteration.  

           It is important to point out in the poem that ellipsis is highly put to use. In most of the 

lines that make up the poem, there are deliberate omissions of some words. For instance, in line 



one of t -

deliberately replaced with a comma (,) to create condensation. This is repeated in line four, thus: 

that there are deliberate 

replacements of some words with commas, in lines three, six, nine and twelve, the persona left 

unsaid in those lines. In line one 

-

-

-of-seven-

is a poem of pain 

and lament. In the first couplet, Okigbo invokes the African cedar forest to come to help us fight 

the colonial war. In line four, which is also the second couplet, he also invokes the animal spirits 

 deliver us  (39). 

the poem is to aid at making us believe that African forest also habours spiritual animals that are 

capable of saving Africa from the danger of the invasion of the colonialist and its new political 

leaders. From the third couplet down to the last line of the poem, he depicts the parlous state into 

which Africa has fallen. The third couplet in particular thematizes the rape of democracy by 

greedy and opportunistic civilian African leaders, the perversion of justice, the 

underdevelopment of the country through the waste of her human and material resources, and the 

overall degeneration of the land. Hence, the poem ends with the revelation: 

feast-of-seven- .



stanzas and two independent single lines. While one of the two independent single lines is 

between the three couplets, the other is at the end of the two stanzas, or still, at the end of the 

poem. The poem is though a run-on-line; after each of the couplets and each of the stanzas, there 

is a kind of break that makes it seem as if the lines of either the couplets or the stanzas cease to 

run into other lines. As typical of a run-on-line poem, the refrains in the poem are almost 

artificial: they did not clearly put a stop to the flow of one line of a couplet or stanza into another 

line of a couplet or stanza. In the poem, there are a number of figures of speech and they include: 

rhetorical question, repetition, symbolism and personification. There are only two rhetorical 

questions in the poem and they can be found in lines six and seven, where the persona having 

meaning if we are to compare them with the lines of the first couplet of the poem. It is important 

. It is this couplet that gave birth to the expression in the poem but 

as the poem continues, the expression is almost belaboured. It is repeated in lines seven and 

is individuation a state 

of psychic bliss or a state when he finally plunges himself into another state of oblivion. This 

blissful feeling that accompanies his attainment of individuation in the poem is demonstrated 

with the use of series of symbols in the 

other balcony:/ redolent fountains bristling with signs-



I

 (xiv) a state when he finally recoiled into 

himself. This state of individuation is not only given expression in the third couplet of the poem, 

as a matter of fact, it is robustly expressed in the lines of the first and second stanzas also, thus: 

For in the inflorescence of the white 

Chamber, a voice, from very far away, 

Chanted, and the chamber descanted, the birthday of  

                  Earth, 

Paddled me home through some dark 

Labyrinth, from laughter to the dream 

Miner into my solitude, 

Incarnate voice of the dream, 

You will go, 

With me as your chief acolyte, 

Again into the anti-

 These blissful inner activities that are captured in these stanzas are those that accentuate the 

persona in his state of individuation. At this state, the persona finds a quasi-fulfillment; the same 

fulfillment Jung says is the ultimate aim of all searches. John Freeman explains this in the 

Man becomes whole, integrated, calm, fertile, and happy when (and only 

when) the process of individuation is complete: When the conscious and the unconscious have 



learned to live at peace and to complement one another  (xi). In 

explains it almost in this sense: 

Distances is, on the other hand, a poem of homecoming, but of homecoming in its 

this time in the unconscious. The self that suffers, those experiences, ultimately 

finds fulfillment in a form of psychic union with the supreme spirit that is both 

destructive and creative. The process is one of sensual anaesthesia, of total 

liberation from all physical and emotional tension; the end result, a state of 

aesthetic grace. (xiv)    

In the poem there are a number of lines where the poet gave human attributes to things. The first 

the human ability of 

.

which is exclusively human.      

seven couplets and three dependant lines. The poem is a run-on-line. It also has rhythm. The 

rhythm that is created in the poem is made possible because in the poem a lot of symbols and 

words are almost belabourously repeated. What this means is that the poem made repetition one 

of its strongholds. The first independent line that begins the poem is the first to be repeated

hence, we see its replica in line eighteen. The other repeated phrasal and word symbols in the 



fact, these symbols are repeated interchangeably. For instance, it is after we have been told about 

of the collection, the repeated symbols in the poem connote anger and despair. In the lines of the 

seven couplets, Okigbo captures the image of the predatory eagles  to express the idea of 

 this time 

around the usurpation of Africa comes from within. Okigbo captures the usurpers with the use of 

three symbols: Eagles, Robbers and Politicians. While the Eagles represent the military who 

suddenly came into the body politics of the nation, Robbers and Politicians represent the 

civilians who in the name of coming to serve the country became interested in their own purse 

rather than in the survival of the country. Knowing the disaster these individuals would cause the 

nation, Okigbo howled all through the same lines of the seven couplets, thus: 

The Eagles descend on us, 

Bayonets and cannons - 

The Robbers descend on us to strip us of our laughter, of 

Our thunder- 

The Eagles have chosen their games, 

Taken our concubines 

Politicians are here in this iron dance of mortars, of  



Generators-   (64) 

      With these lines Okigbo reveals that the neo-colonial Africa politicians continue with the 

exploitation by the white conquerors in the colonial period. Though, he also creates the feelings 

that because of this the majors struck in January 15, 1966. In the poem, Okigbo recognizes the 

danger in the Armed Forces perceiving themselves as politicians and then laments the temptation 

to loot the nation's treasury; hence making the mistakes of the civilian politicians. In line  five, 

line six and in line ten, where the persona s

the number of military coups 

at 

laments further, calling upon mother earth to unbind him: 

O mother mother Earth, unbind me; let this be 

My last testament, let this be 

Secret prayer to the scabbard  (64) 

The joy that attends the poet's homecoming Path of 

Thunder, like the ephemeral euphoria at Independence, disappeared. In the stanza that follows 

ng 

he continent bleeds and bleeds again from self-inflicted wounds, as if to prove that 



cave/ together with the mortally wounded birds . Despite the long period of doom, there is 

still not even a shadow in the horizon  of the possibility of relief for the suffering of the people. 

However, the poem ends with this vision of cyclic paradox, or the myth of the eternal return: 

AN OLD STAR departs, leaves us here on the shore 

Gazing heavenward for a new star approaching; 

The new star appears, foreshadows its going 

Before a going and coming that goes on forever. (65) 

e robustly made 

symbols is private they are private in the sense that they have clearer meaning only to the poet 

alone. This class of symbols is so private that in their interpretations we rely strongly on 

assumptions. His second kind of symbols is general in that at least we understand these 

symbols and what they refer to in the poems. This class of symbols is taken from human day-to-

day life experiences and concepts.    

Application of Jungian psychoanalysis on 

 Like what we did in the course of our 

d some 

collections of poems, we limit our study to two of his collections. These two collections of 

poems include: The Fate of Vultures and Other Poems and Invoking the Warrior Spirit. We had 

to choose these collections because, unlike his other collections, they contain poems that can best 



demonstrate the aspects of Jungian psychoanalysis. In order to avoid an incongruous situation 

where the number of poems selected from Oj

Labyrinths and Path of Thunder, we limit the number of poems to 

would best demonstrate some aspects of Jungian psychoanalysis.  

 In The Fate of Vultures and Other Poems , a collection of fifty one poems, we shall use 

only six poems. These poems shall include

Invoking the Warriors Spirit, a collection of eighty poems, we shall concentrate on five poems 

is the first poem of the collection entitled, The Fate of 

Vultures and Other poems. It is a one stanza poem and it has thirty four lines. The lines are made 

up of long and short lines. Within the poem, we have one word lines, as in line one and line 

thirty one; three words lines, as in line nine and line twenty three; four words lines, as in line 

seven, line thirteen, fifteen, sixteen, eighteen etc; five word lines, as in lines three, six, twelve, 

nineteen etc; upto eight words lines. It is important to add that the poem is a run-on-line. The 

lines barely escaped from having end rhymes. This is because most of the lines end in similar 

sounds with the lines before or after them but this is not sustained because some lines escaped 

being group into any sound pattern. Even though the end rhyme that would have become part of 

the poem is not sustained, the available coinciding sounds that end most of the lines help to give 

rhythm to the poem. Repetition and other figures of speech, such as metaphor, personification, 

and hyperbole, that are inherent in the poem also help to project the rhythm that is initiated by 



the coinciding sounds and help to give beauty to the entire poem. In the poem, there is the 

repetition of 

at 

. In this line there is an 

extensive use of metaphor. Apart from the fact that there is an indirect comparison between 

trou

is used to capture the extremity of the penetration of the communal trouble on the persona. The 

complexity of the use of these metaphors, therefore, explains Ojaide the last 

metaphor as the title of the poem.  One can as well say that with the metaphor of line two, 

Ojaide  helps us to realize that even though his  is a product of his response to 

personal and communal The rest of the explanation he gives, in 

the poem,  are rendered with the use of personification. For instance, in line seventeen, while he 

explains wh y/ into its expanding 



the chorus of resistant cries . In 

twenty four, twenty eight, and twenty nine, he puts personification to use just to say all that his 

song can do: 

They have the bite of desperate ones! 

Haunting robbers of the proud heritage! 

My song has captured the roar of lions (2) 

f the collective pronoun (they). The 

same pronoun used in addressing people. In the same line, it is given human attribute of being 

be seen in the poem is the one at line four, where the persona posits, thus: rus of resistant 

cries .  

word used to represent victims in the poem, suddenly started resisting it oppressors an act that 

is almost impossible in African contemporary society. In lines fourteen, fifteen and sixteen, 

Ojaide also puts personification to use. 

drawing into it (2). In fifteen and sixteen, the song is made to 

In lines 

twenty five to thirty, there is also an extensive use of hyperbole. In line twenty five, the song is 



-

something that can scare enemies away. In line twenty seven, it is given the elevated status of the 

.   

In line thirty two, the persona stresses the 

 (3). With this line, we come to 

the knowledge that as at the time the poem was written the poet was only forty years old. Hence, 

Ojaide employs the popular African belief that a forty years old man cannot lie. 

reference to age, in the poem, should be treated as a very important thing, in that, it provides a 

nstance, it 

the present situation we all know that things do not always happen that way. With such reference 

one can as well say that at forty Ojaide is saying his poetry becomes very forceful because even 

as illusion, it has become his regular art.        

In The Fate of Vultures and Other 

Poems, there are thirty two lines. These lines are divided into five stanzas. While the first three 

stanzas contain six lines each, the remaining two stanzas are made up of seven lines. Unlike the 

second, third and fourth stanzas, the first and the last stanzas are made up of long and short lines. 

In the poem, there is repetition. The first repeated line in the poem is the same line that forms the 

from this particular line, in stanzas one and five, there is the repetition of fou

stand/ on a termite heap/gazing/at a c  (98). The repetition of these 



lines does not only give rhythm to the poem, it also emphasizes the importance of forty years to 

the persona. In the poem, there is the use of hyperbole. The first stanza of the poem is 

line three. In lines five and six, another impossible situation is brought to the fore. It is 

impossible for there to be . In lines thirty one and thirty two, 

.   

With the use of these figures of speech, one can say that Ojaide concentrates his whole 

poetic energy contemplating the merit and the demerit of being forty years old. At the very first 

stanza of the po

98). What this implies is 

he can stand upon heaps of problems 

to give attention to that which he deems serious and which might be of little importance to 

 word: it is used to depict the gap between the 

unserious past and the new and serious present. In the second stanza of the poem, the persona 

says that now that he is forty

I will not abandon my road. 

I wield the matchet 

against adversaries; 

with it I fan myself  



when secure in dreams. (98) 

follow he sends forth another message that this art of his is the means or the channel through 

he reiterates the points he had made in the lines of the previous stanza. Hence helping to make 

the poem, Ojaide employs his persona to do all his bidding for him. Even though in poetry 

same person as the poet. This is therefore to say that Ojaide is not different from the person that 

we see acting out all his biddings in the poem.  According to Jung, the reason why the poet does 

this is to completely purge himself of his acuminated pains and to get himself focused as to be 

able to face another round of problem that may soon come up in his mind. As we read on onto 

the lines of the fourth stanza, we are confronted with another figure of speech called rhetorical 

question: 

But can it be this length 

that takes the bee to the honey comb, 

can it be this length alone  

that the farmer covers to harvest, 

can it be this very length 

of patience, of vicissitudes 



before the magic of sweet? (98)  

In 

this stanza, for instance,  is part of the collective 

unconscious  invoked. At the age of forty, Ojaide se

in the stanza he asked himself whether this is how difficult it takes to arrive at this state of 

wisdom. In this stanza, one can as well say that the Jungian concept of individuation is also 

expressed. This concept of individuation comes to focus when the feeling of the movement from 

one level of experience to another is expressed in the poem. As a matter of fact, the stanza 

contains Ojaide wonderment about his long time of seeking self-realization, hence he asked 

himself: is this truly how long it takes one to arrive at individuation? Individuation, as captured 

a protracted time 

when an individual achieves the result of getting the body worked up. In this stanza also one can 

as well say that Ojaide wonders at what he has achieved so far, considering the level of thoughts 

or ideas that has engaged his mind since the time he became a poet. 

 is the second poem of the collection entitled The 

Fate of Vultures and Other Poem. The poem is made up of thirty six lines. The lines are divided 

into three stanzas and one couplet. Though the lines have enjambment, the refrain between one 

stanza and the other is not artificial. In the poem, words and phrases are repeated to create 

even, 



welve and thirty five.  Another important 

figure of speech in the poem is irony. First, it is important to point out that the title of the poem is 

is to represent his or her country in a foreign country or a person who is skilled at dealing with 

other people but this is not the same thing as being a soldier. A soldier is a person trained for 

war. It is therefore ironic for a person train for war to occupy the position meant for a person 

trained to deal positively with people.  However, with this figure of speech,  Ojaide paints a 

picture of deceit, problems and death. He reveals to us that when soldiers are diplomats such are 

the things that become prevalent in the society. They may pretend to be good but are really very 

dangerous. In the first stanza of the poem, Ojaide says that, though the soldier might look 

innocent, they are still dangerous. This is captured in the three major lines of the first stanza, 

t

blood trail to a den/you will never catch the slayer by his invisible hand . The irony that 

dominates the poem is even expressed at the tail end of the first 

are/for the taste of your blood . We also see irony at work in the last stanza 

of the poem, where the persona tells us the consequences of putting a soldier in a diplomatic 

position, with words that are fear inspiring: 

But put a savage in a suit 

know him by his blood-tinted teeth 

you will always know the whore  

pacing the globe in a plaited gown 

selling smiles, lip-cheap wares. 

There is a heartless joke to learn 



from the fortune-seeking trade (4-5)  

  

And like the lines that ended the first stanza, the adjoining lines of the second stanza also reveals 

that diplomatic soldiers are very dangerous. In the poem, Ojaide stresses the wickedness of the 

soldiers with the use of a symbol t two different occasions in the poem, 

Ojaide lament

are for the rank smell of blood . However, in the poem, the 

Jungian archetype that is evoked is the 

explained, the shadow is the side of our personality which we do not display in the public. The 

to the shadow archetype, the poem becomes even clearer. The meaning this brings to the poem  

is that the look of things does not say how they really are.   

 In The Fate of Vulture and 

Other Poems, there are thirty nine lines. These lines are further divided into six stanzas. While 

stanza one, two and six contain five lines, stanza three is made up of ten lines, and stanzas four 

and five contain seven lines. The poem has rhetorical question as its stronghold. The first place 

where we see the rhetorical question in use is at the title. The rhetorical question that is 

introduced to us at the title is later repeated in line twenty one, twenty eight and thirty nine. With 

these rhetorical questions and the ones in lines fifteen and eighteen, one can say that Ojaide 

wonders aloud. T ot literary but 

symbolic. Unlike the literary poet, the poet represents sycophant. The rhetorical questions in the 

poem give fo  For instance, 



It swept to the stream to pick the blues 

To redeem its ugly head, but drowned; 

What Ojaide is saying through his persona in this poem, is that even when the poet says the 

wrong thing, it is the leader who is unable to sieve the words of the poet that should be blamed. 

In the second stanza, the persona advises the leaders and as a result lays emphasis on what he 

expects of the African leaders. In the heart of the third stanza, the persona asks even a more 

t strings do top ones hold to/ that they always dangle sideways,/ never 

e the 

cape in their mitred shave .

display. In the fourth stanza of the poem, Ojaide describes the leaders  with the use of derogatory 

words, thus: 

When they hear a rib-relaxing sigh,  

a grief-dispelling chant, 

they kick the air, demon-possessed 

and need blood to still their spasm (6) 

 In the last stanza of the poem, he makes ridicule of their activities by even referring to it 



stanza, 

. 

comes to mind. Jung tells us in his essay that it does not mean that everyone having a shadow is 

conditioned to do the wrong thing: no. As a matter of fact, Jung says the shadow has it positive 

and negative qualities and that the bad person only pushes the bad side to the public. This is what 

e them to be bad. This is the reason the 

suffering of the people meant nothing to them. 

stanzas. While the first stanza contains four lines, the second, and fifth are made up of six lines 

each, stanzas three and four are made up of seven lines each and the last stanza contains two 

repeated. In lines one, five, eleven, sev

effect of these repeated words, in the poem, is that it helps us to see the 

worries or pain

meani

ees flaunt sterile bodies at me . In this line the human 



 winds gossip loud my dalliance . Apart from repetition and personification, 

rhetorical question is also put to use. The first rhetorical question in the poem is found in lines 

Where are the evergreens of my palm;/ why is the sun of salvation eclipsed/ 

by coups and intolerable riots?  (41) The rhetorical question in these lines is employed to 

emphasize on the worry and pain that the first line project. The second rhetorical question in the 

poem is in lines twenty thr

needs to develop.     

          In second stanza and third stanza of the poem, Ojaide uses a lot of personification to 

.

. In the line of the third stanza, he implies that the land is saturated with pain. In 

41)  he refers to lack of 

electric power supply. Hence,  one is hot but there is no electric light to help power the machine 

that would cool oneself. In the last three lines of the second stanza, he meant African people 

enjoy bewitching others.  In the third stanza

that in the first line of the stanza, where he states, thus on the land/ is fraught 

follow suit he depicts how the suffering now concerns him. Because of the suffering in the land, 

the people decided to discriminate among themselves. This is made evident in the following lines 



of the stanza, clan no longer contains me; / where I am the adopted son/ I am asked for 

ssess/ before I can be embraced . At the fifth and six stanzas, the persona 

laments further that in the same land:  

I have sat through harsh winds 

 and alternating hot and cold seasons 

 but have not lost skin  

my nerves are better guards than ever. 

I have made love to all tribes 

And absorbed the strength of their warriors. 

But still, more and more 

The dear land mocks my loving heart. (41) 

ans have pushed 

their good nourishing sides inside while their bad negative sides have been pushed to the public. 

In the poem we are made to know that what is responsible for this horrible situation is suffering. 

We have noted that Ojaide also employed the  In the poem, 



 is made up of twenty one lines. These lines are divided into six stanzas and one 

dependant line of two words. While the line begins the poem, the six stanzas follow behind it. 

The line depends on the six stanzas for expression. Among the six stanzas, there are five three 

lines stanzas and one five-lines stanza. The poem is a run-on-line. There is refrain in-between 

one stanza and another. If not for the first line in the beginning of the poem, the lines at the end 

of one stanza would not have been able to cross over the refrain to run into the lines of the next 

stanza.  In the poem, a number of figures of speech are put to use. Among these figures of speech 

are repetition, hyperbole, antithesis, alliteration and irony. In the first line of stanza one and the 

three, four, five, six, seven, eleven, fourteen, fifteen, sixteen, seventeen and eighteen, where the 

lines of the second stanza are equal in words and lengths. While the first stanza is about 

Lest your enemies think you are too weak 

You hurl a stone mountain at them 

And you become a murderer 

Lest your friends call you hard-hearted 

You lavish all you have on them 



And you become a pauper (43) 

There is also alliteration in the l

repeated. These are also repeated in the second stanza as we have seen in stanza one. In stanzas 

three, four, five and six, there is also the use of alliteration. The dominate figure of speech in the 

poem is irony. It is through irony that  Ojaide encouraged all good African people to resist all 

bad African people. This is done through juxtaposing the good with the bad. With the use of 

irony in the poem, Ojaide also enlightens us on the devastating effect of fear by also 

encouraging us to be brave. In every stanza that makes up the poem, this juxtaposition is done. 

One interesting thing about the poem is that it is like Ojaide is just all out to play with fear in the 

poem. For instance, in stanza one, we are presented with probably what the persona perceives as 

fear: what our  of us. In the second stanza another of our 

fear is presented to us. This time it is the fear of not wanting to be called a -

person. Hence, in attempting to avoid this, we put ourselves into very bad situation: that may 

a pauper,  and  (43). Having 

said these in the five stanzas, in the sixth stanza, we are urged to stop the bad people who want to 

use our fears to their own advantage: 

before they devour you 

for their own reasons your own fears  

stop them with 



disadvantage.  If one has control over his 

is also importantly projected. In the poem, it is like Ojaide is saying that the majority of African 

people have now pushed their bad sides to the public. Hence, they now unconsciously act out 

what Jean- a situation where people derive joy in 

rojected. Ojaide 

has to advise the people as if they are his children. As long as the poem is concerned, the people 

that are addressed eternally remained children  Just as the wordings of the poems are frozen, so 

also would the people spoken to in the poem would continue to be children.     

 is the thirty seventh poem in Ojaide Invoking the Warrior Spirit

and it contains twenty five lines. The lines are further divided into four stanzas. While the first 

stanza contains eight lines, the second and third stanzas are made up of seven lines, and the last 

stanza has three lines. The lines are run-on-line or have what is called enjambment. The 

enjambment in the poem helps to enhance the inherent meaning of the poem. In the poem, we 

have such figures of speech as hyperbole, metaphor, and rhetorical question. In most lines of the 

poem, hyperbole is put to use. The first line where we see it in use is the second line of the poem, 

-nets in the rain to exorcise famine 0). 

the position of a spirit that needs to be exorcised. We also see a similar use of hyperbole in line 

ceive messages through the wind . In this line the means through 

which messages are dispatched and received are exaggerated. There is also hyperbole in the 

- . In the line the 

impossible is expressed there cannot be blood in the air. Apart from hyperbole, metaphor is 



hiding and seeking/ if the world were not a haunting residence . In the two lines, there is an 

places where rhetorical questions are employed. Among these places are stanzas one and two. 

in the cave of obscurity/ an

persona intends to spur the people into taking their own destiny into their own hands. In the 

m 

to realize that they can still till the soil. Through the use of these figures of speech, it becomes 

clear to us that the persona talks of perseverance and hard work. It is in the first stanza that the 

persona makes us to realize that things are hard, hence he urges the people to come all out and 

work for their own survival and for their own good. The hard work that he encouraged in the 

poem is geared towards individual or the survival of all. In the poem he makes it clear 

that the days are bad and the only way to survive in a time like this is to imbibe the spirit of hard 

work. The buck of this encouragement is seen in the first stanza and somehow it meanders into 

the second stanza, where he posits: 

For us who have chosen to subdue the bull of life, 

- 

the hermit imbibes the wisdom of the wilderness 

from the wild cherries he lives on. 

We are of one mind with the storm 

To level the dead woods to give more light to the evergreens. (70)   

  In the poem, symbols are used sparely. Among the few symbols in the poem is the word 

 refers to his homestead of the 



Delta. In the third stanza, /beating 

crest of 

70) and that by looking up to these things  [will] sustain us in our search for 

70) The last stanza of the poem, describes a beautiful ending for all those who put his 

advice to use. According to him, 

Either dazzling prizes or bruises of underferred blows  

But we would have come out for our own reasons. (70)    

In the poem, our attention 

Ojaide is showing others the way to their individuation, what it means is that he himself has 

arrived at his because it is only he who knows the way that is capable of leading others on the 

way. Of course, Ojaide had attained his individuation having produced many collections of 

poems.  

 is the thirty eighth poem in Ojaide Invoking the Warrior Spirit. The poem is 

made up of sixteen lines. These lines are also divided into two stanzas. While the first stanza 

contains thirteen lines, the second stanza is made up of three lines. The lines are run-on-line. 

Because of the run-on-line, the message of the poem becomes even clearer. The beauty of the 

poem is enhanced because of the figures of speech that are inherent in it. Among the figures of 

speech employed in the poem are: personification, and metaphor. The first figure of speech to be 

is falling off the face of the sky



(71). 

(71) the human attribu

There are a number of lines where metaphor is put to use. One of these lines is line eleven, where 

speech and how Ojaide succeeds in tying words to words to achieve whole in the poem, we come 

to the realization that through the poem, the persona suggests a solution to Africa

other to do this the poem is divided into two psychic parts. While the first part of the poem 

mind. One good thing about the division of the poem into these two parts is to help reveal the 

fact that even when one is asleep the mind is still at alert. In the poem, the persona is able to 

is as 

if he lost it all: he could only feel pity:  

After waking from the nightmare 

I shed tears 

For the daybreak of Africa. (71) 

off human face. In his effort to capture this link in the poem, Ojaide puts this to use, especially 

falling off the face of the sky . No one can be conscious of 



psychic material that must fall off in order to give way for the spirits of the unconscious to 

-

 that Africa is still in 

the dark since it is yet to realize itself.  

 is the last six poem contained in Ojaide Invoking the Warrior Spirit.

The poem is made up of twenty six lines. The poem is a one stanza poem and it is a run-on-line. 

In the poem the persona employs the use of hyperbole. The first line where we see hyperbole in 

-quench my burning tongue . In 

ench 

exaggerated way the persona used just to say he is thirsty. In line fifteen, we see personification 

. In this line 

with the study of each of these figures of speech and the lines that make up the poem, it comes to 

our realization that in the poem the persona recounts his experience during his visit home. The 

home that is referred to in this poem is not the same with the one that is focused at in the poem 

delta. In the poem, his focus is on what used to be t stead

the Delta. As we read through the lines of the poem, Ojaide allows us to share in his feeling of 

pain and anguish as he exposes the ruin that is left of his homestead .

He does this by exposing how the only spring -quench my burning 

ther drink of its present state . The spring is, 



though, not only literary, it is also figurative. The spring is a metaphor for farm land, 

environment, even the air they breathe at the delta, and this is not with the exclusion of their 

rivers and lakes. Even though, the whole of these have been ruined, as the poem comes to its end, 

the persona did not resign to fate. He states, in line twenty three and twenty four, that there is 

need to see how to make it clean, thus: 

I can neither drink of its present state  

 nor will I throw away the calabash 

I must fashion ways to drink of it  

 without its dirt, drink it only clean. (158) 

wounded by this ruin of the spring in his homestead yet he did not say he is going to abandon the 

spring. He, instead, thinks of ways to bring healing to it. With the poem, one can as well say that 

the persona intends to heal the pains of the people of the delta by healing the spring. He is also 

saying through the poem that instead of engaging in unnecessary battles and wars, the people can 

Invoking the Warrior Spirit. The poem is 

made up of fifty one lines. These lines are divided into seven stanzas. The first stanza is of two 

lines, the second stanza is of six lines, the third stanza is made up of nine lines, the fourth stanza 

is made up of seven lines, the fifth stanza contains five lines, the sixth stanza contains nine lines 

and the seventh stanza is made up of thirteen lines. In the poem, there are figures of speech such 



as rhetorical question, apostrophe, and hyperbole. The first place where rhetorical question is put 

to use is the second stanza: 

Did others not envy my evergreen,  

which no season could steal 

but others not envy the waters  

that covered me from sunstroke, 

scourge of others the year round? (159)   

In the two rhetorical questions, the pain that is locked up in  reappeared. But 

unl , the pain is made even 

clearer. These rhetorical questions also give life to the two lines stanza before it. Since according 

to Ojaide, in the first stanza, enturies / now crushes my body and 

in the second stanza, which also contains the two rhetorical questions, he makes it 

clear to us that the reason why this is so is because this so-called inheritance is being envied. As 

if remembering the calam

Hence, introducing a new figure of 

speech called apostrophe. With the use of apostrophe, the persona depicts that he is extremely 

been discovered in it. At the fifth stanza, 

those who are the enemies of the land. In the same stanza, hyperbole is put to use. In the stanza 

the persona tells us that they have conceded to the tricks of their enemies  and ended up 

 in line 

twenty eight, the persona says it is  say goodbye to our birth/right . And in line 

the second to the last stanza, Ojaide cast his mind back to the memory of those who lost their 



.

as used here, is also a hyperbole. It is put to use to depict the level of greed among these persons.   

The whole of that memory is captured in the lines, thus: 

And I am assaulted by visions of  

the hang men on a hot Friday noon 

the cries in the garden streets of the port 

and the silence in homes that speak loud  

Those nine mounds woke  

Into another world, ghostly kings  

Scornful of their murderers. (160)    

After this remembrance, he ends the poem with the same declaration with which the poem 

.  

However, in the poem, the

.

The poem is made up of  forty seven lines. The lines are divided into three stanzas. While the 

first stanza is of three lines, the second stanza is made of thirty three lines and the last stanza 

contains eleven lines. The first stanza is put to use just to bring to life the issue of rebirth. The 

issue of rebirth that is captured in the poem is aimed at reiterating the popular African belief that 

there is a second chance for the dead to right the wrong they did in this world. In the poem, he 



and  (167). In this line there is the use of ellipsis. In the line the 

who took to foolishness instead of work themselves to the top and all those who are full of 

regrets should not bother since they have a second chance: 

I squandered the resources of youth 

In family and communal rites, 

From the schoolhouse of my peers. 

If I threw the same stamina as I did 

Upon the oilpalm press upon books, 

I would today be a director-general 

Signing out bounties to my praise-singers!  (167) 

Since they did not have the chance to do all the things they should have done in this world, 

Ojaide is of the opinion that they should wait for the next world. The persona is so certain that 

the world would sur  this /wait for the next 

chance . The poem ends on a third stanza where there is resolution to the regrets that 

dominate the second stanza: 



More gift than sweat 

& between tears and laughter 

I came out wet rather than dry. 

Has to do with my life! 

I must wait for the next world 

To be placed on a soft lot 

Rather than this rock on which 

I can break no grounds. 

There must be another chance. (168) 

belief that there is always a second chance for everyone who did not live his present life well. 

This belief has been defended with varieties of claims. Some even argued that there is a second 

life and then go on to illustrate their claims with the story of some dead children coming back to 

life with certain marks which they bore in their first lives. This kind of belief can be said to have 

been carried over into the poem. 

the poems there is this feeling of a wounded personality and attached to this feeling is another 

feeling that the wounded persona is the needed messiah (healer).  



Chapter Five 

Findings 

From our analysis of the poems of Christopher Okigbo and that of Tanure Ojaide, we have seen 

that the poetry of both poets are products of their different experiences. And the beauty of these 

experiences is that they are recreated as poetry. The fact that the situations that conditioned the 

make their poetry disease or symptom. According to Jung, it instead makes it a symbol. This is 

because through it we do not only see the situations that are registered in the minds of the poets; 

which in other words are the windows through which we see the labyrinths of the 

distinguish each one 

explains the classes of poets as follows: (1)  The poet in whose poetry we are dealing with 

that achieves its aim without the assistance of human consciousness, and often defies it by 

willfully insisting on its own form and effect . Jung explains this further: 

We would therefore expect that works belonging to the first class would nowhere 

overstep the limits of comprehension, that their effect would be bounded by the 



class we would have to be prepared for something suprapersonal that transcends 

abeyance during the process of creation. We would expect a strangeness of form 

and content, thoughts that can only be apprehended intuitively, a language 

pregnant with meanings, and images that are true symbols because they are the 

best possible expressions for something unknown bridges thrown out towards 

an unseen shore. (313-314) 

What Jung is saying here is that these two classes of poets simply employed different kinds of 

m our study of 

Ojaide both represent the two classes of poets Jung writes about. We can say that while Tanure 

Ojaide represents the first class of poet, Christopher Okigbo represents the second class of poet. 

             For inst

 nine, 

these symbols contained in these lines of this poem, it dawns on us that we are dealing with a 

poem that is a product of a suprapersonal illusion a kind of illusion that is only possible 

because the poet was in the state of abeyance during creation. For example, with such symbol as 



saying he is without secret, without blemish or fault. He may also be making reference to 

the unconscious best possible way to express something unknown. In his usage of that symbol, 

Okigbo is as we

or welcomes the sacredness of the place. So also are all the symbolic words and images in the 

poem containing meaning that transcends their surface meanings. We would say the same of the 

ing that we are dealing with a poem with 

-

or 

other symbols of the first stanza of the poem, we realise that the persona is not just interested in 

use to represent the act of drawing an 

With such symbols a -

est who is in 



biblical personage charged with the responsibility of baptising people, the poet persona casts the 

n to create in us the feeling that the priest is of like class. 

These primordial symbols are not limited to these two poems alone; as a matter of fact, they are 

Labyrinths and Path of Thunder.

all the stanzas of the poem. For instance, in lines five and six, where the persona says, 

-

presents the feeling of a wounded personality before us. This personality that is wounded in these 

lines is no other personality than the personality of the persona. In the third stanza of the poem, 

thus: 

Every step I take on the land 

Is fraught with torments

My clan no longer contains me; 

Where I am the adopted son 

Before I can be embraced. 

I need the entirety of the land.   (41) 



    We see a wounded personality who is also suppose to be the healer of the land. From the 

first two lines of the stanza, 

also brought to focus: 

I have sat through harsh winds 

And alternating hot and cold seasons 

But have not lost my skin; 

My nerves are better guards than ever. 

I have made love to all tribes 

And absorbed the strength of their warriors. (41-42)   

needs. In lines five and six, where the per

.  



lines of the poem, thus: Listen/ I do not cry in vain/ For my song I sought/ the chorus of resistant 

here is put to use t

e puts his 

healing but his. Though in these two poems, Oja

        However, all along, we have likened  poetic engagement to neurosis and have clearly stated 

that both poets (Okigbo and Ojaide) share some attributes with the neurotic since what we 

study as poetry are only products of their different experiences. Now, one may want to know 

what these psychoanalytic concepts mean: what is neurosis?, who is a neurotic? and how does 

has been noted time and again that the human race is neurotic but not that the human race is 

psychotic. There are great difference between a neurotic and a psychotic. While according to 

unconscious is most damagingly at work, however, [when the person] is in psychological 

disturbance of one form or the other . Terry Eagleton explains psychosis as when an 



neurosis, conversion type; hysterical neurosis, dissociative type; phobic neurosis; obsessive-

compulsive neurosis; depressive neurosis; neurasthenia neurosis; depersonalized neurosis; 

While Eagleton mentions two kinds of 

psychosis: paranoia and schizophrenia. However, Neurosis mostly appears as that stress caused 

by anxiety. Hence, G

felt and expressed directly, or it may be controlled unconsciously and automatically by 

conversion, displacement and various other psychological mechanisms. Generally, these 

mechanisms produce symptoms experienced as subjective distress from which the [sufferer] 

book, The Psychological Society (1978)

this, he says further that 

Virtually everyone speaks of being somewhat neurotic. It is not that we see 

ourselves as an isolated example. For in addition to diagnosing ourselves as 

neurotic, we see those surrounding us as suffering from this same gnawing 

undefined ailment. Our mates, friends, business associates, the thousands who 

touch our lives seem to be living in a heroic, if fruitless, struggle for stability. 

(318)    

normality is almost unattainable. Man is preoccupied with the unending search of normality 

which include talking (to the extent of becoming a talkative), seeing a psychiatrist and engaging 



writing (or literature as he preferably puts it) serves as narcotic. Trilling goes on to explain how 

creative writing (poetry) serves the purpose of narcotic by saying that since the creative writer 

e neurotic patient is confronted 

with the  illusion of painful past experiences, the poet also suffers from this disturbing 

experience but provides a cure for it by recreating them as poetry. By recreating that which is 

disturbing him the poet gets healed until there is another pain or disturbance (however, Carl Jung 

calls this cure or the attainment of the healing individuation). Little wonder, Chinua Achebe has 

written in his book, Morning Yet on Creation

Having purged himself of every pain and every disturbance through his writing, he, the poet, 

becomes free again to look at things even the things that once caused his pain from an 

unbiased view point.          

ul poetry is conditioned by the weight of the painful 

experience his unconscious is to recreate and the time or generation in which he lives since 

generation of human race can account for same experience as another, we cannot as well say that 

the experience that caused the illness in one  poet of one generation is the same experience that 

caused the illness in another  poet of another generation. Hence, the poetry, which we have noted 

of poems. Through their different collections of poems their different experiences are revealed. 

However, from our study of the two poets, it is important we emphasis our findings or 

observations that in other to realize their experiences as poetry, the poets make use of a number 



of forms that include 

Transference. We shall explain these three forms and then try to see how these poets put them to 

use in other to realize their illusions as poetry.    

Free Association (talking cure) 

individual or a poet talks or writes himself free of all feelings of pains and worries. In other 

revealing that creative writing or the ability of a poet to narrate his experiences through his 

poetic creation helps to calm him. This is because the poet uses his poetic creation as a means of 

engaging himself in talks. As Ernest Emenyonu once argued, poetry is a creative art that is born 

1 and by engaging himself in his writing, the poet is engaging 

himself in talks. A poet who is a talkative in his unconscious writes a voluminous collection of 

poetry or belaborously put some symbols and archetypes to use while a poet who is not a 

talkative writes a less voluminous collection. In their different c

ming talkative/ like weaverbird .  In the second, third and fourth stanzas of 

the poem, he demonstrates his talkativeness through the use of the figure of speech known as 

words as a talkative 

This assertion is taken from Ernests Emen  (ANA IMO) of which I was 
among.



number of words and phrases are repeated and, as we all know, it is characteristic of a talkative 

to repeat words and phrases that have been used earlier as are evident in lines two, five, and 

the persona, we also see how the persona engages in too much talk in his unconscious, even 

more than he did in his conscious. In the first three lines of the first stanza of the same poem, just 

ss, when 

he chorus of the wind and birds . In these 

lines the persona is of the view that in his unconscious, he joins the wind and the birds in their 

noise-making activities.  However, through these free-for-all talks, these poets also talk their 

disturbing memories and hallucinations responsible for their different illusions out. For instance, 

created is purged. And in the poem, we are made to believe that that event in the poem is 

al 

waking from the nightmare/ I shed tears/ for the daybreak of Africa . In his book, Gross has 



s are unable to find outlets for them either in creativity or 

the pains reappear in their minds in the forms 

of destructive illusions and can lead to them madness. In most circumstances, the situations that 

ar

Lionel Trilling captures a similar situation with reference to a typical neurotic patient, thus: 

The patient comes to the physician to be cured, let us say, of a fear of walking in the 

street. The fear is real enough, there is no illusion on that score, and it produces all 

the physical symptoms of a more rational fear, the sweating palms, pounding heart, 

and shortened breath. But the patient knows that there is no cause for the fear, or 

traps, or tigers in the street. The physician knows, however, that there is indeed a 

ith what is or is not in 

the street; the cause is within the patient, and the process of the therapy will be to 

discover, by gradual steps, what this real cause is and so free the patient from its 

effects. (2806) 

The relationship between the patient and th

the relationship between the poets and their critics. The illusion of the fears in the street is like 

the same experience which the poets reproduce in the form of poetry. As we have seen, just as 

the fears of the experience are conditioned by physical symptoms, the fears expressed in 

to save Africa, African would be plunged into a state of ruin  and the unmentioned fear in 

physical and bitter realities. 



Substitute gratification 

The second form through which Christopher Okigbo and Tanure Ojaide reproduced their 

expe

form or situation in which the poets use their poetry as alternative to reality. By alternative, we 

mean, those things the poets are unable to achieve or do in reality, which they achieve or do 

through putting their personas to use in their poetry.  In Okigbo and Ojaide different poems, we 

could not talk to in reality. F

addresses the politicians and the armed forces as robbers. In lines one and twenty, Okigbo is of 

the view that with the armed forces and the politicians in power the country is doomed. This, he 

cap

situation. In the poem, the persona addresses the soldiers with words and symbols that reveal his 

anger and worry over the involvement of soldiers in the politics in the country. Hence, he calls 

are for the rank smell of blood .  Sometimes, the poets also use their poems 

. It is possibly that in 

reality Okigbo wishes t . We see a similar situation in 



who does not do violence, does not attack or retaliate, who leaves 

vengeance to God, who, like us, lives hidden, who shuns all that is evil, and altogether asks very 

and then punish the bad 

self-  Since Ojaide could not do so in 

reality, he resorts to doing so in his poem. In the poem, Ojaide tells us through his persona that if 

 stop them with an 

.  In his essay, Von Franz affirms that, when the poet engages in substitute 

gratification, he makes progress only when in the process of creation he lives out his innate 

human nature . Most times, the poets do not just engage in substitute gratification out of 

their own will. They are forced to embark on this by the forces that are responsible for poetic 

creation. When this happens the poets lack the will-power to say no; so they cooperate because 

their lack of cooperation might result in some kind of psychic conflict. Von Franz goes on to 

make us realise that the feeling of cooperation is an intrinsic feeling in the minds of the poets that 

engage themselves in substitute gratification.   

 Transference 

The third form through which Okigbo and Ojaide realized their experiences as poetry is 

 transference is a psychological form or the process of 

urse of 

psychical conflicts from which they suffer. If they had had difficulties with their fathers for 



example they may unconsciously cast their personas in that role. If they had a problem with their 

wives, for instance, they make their personas punish the wife-characters in their poems the way 

about his double personality is cast on the personality of the persona. In the poem, Okigbo has 

made it known that he is torn between two personalities which he describes through putting the 

s that of 

beast/ Is 

(24) Okigbo also expresses his hate over the influence of colonialism on 

words, means a state of relaxat

poem, even though it is Okigbo who had attained these states of self-realisation, it is given 

that at forty he has become even more serious. In the course of expressing how serious he can be, 

situation where the beautiful spring 

from where he drinks whenever he visits home is suddenly left in ruins. Even though, it is Ojaide 

who visits home and the spring, the whole actions that are described in the poem are transferred 

onto another personality

expression are transferred onto the persona. At the tail end of the poem, especially in lines 



neither drink of its present state/ nor will I throw away the calabash /I must fashion ways to 

aide transfers the burden of clearing the 

ruined spring onto the personality of his persona an act which maybe he could not do in 

personality of his persona. Even though it is Ojaide who is pained, in the poem it is the persona 

159) 

o   in lines nine and ten.  

      Jung is of the view that during transference, the poets learn how important it is to listen to 

their inner-selves r totality 

or the Self wants them to do, they give in to this almost imperceptible, yet powerfully 

dominating, impulse an impulse that comes from the urge towards unique, creative self-

167). When the poets have successfully transferred all their anguishes upon their 

personas or have successfully paid back wrong for wrong or aggression for aggression through 

their personas onto the representative enemy or friend poetic characters (of those who have 

wronged them in reality), they become calm again. 



Chapter Six 

 Summary and Conclusion 

experience. This is because like everyday individual whose day-to-day socio-political experience 

-political and religious 

experiences influence what he writes. And like a normal individual, the experiences that 

 or troubling but it seems that 

his trouble experiences influence the poet more than the blissful one does. Fraud is of the view 

that 

Jung later says that this belong

poetry. Art receives tributaries from these spheres though only if they can mature into what is 

work of art a 

the unborn 

poetry 

might or with the subtle cunning of nature herself, quite regardless of the personal fate of the 

man who is its vehicle. 

        Like all other poets from Europe and America who have been used to demonstrate these 

claims, the poets of the Anglophone Africa have shown evidences of the realization of their 



experiences in their poetry. Like their counterpart poets from Europe and America whose poetry 

are reflections of their psychic responses to the problems associated with their different 

generations, the Anglophone Africa poets of English expression exhibit the worries and pains of 

their different generations in their poetry. However, the arguments that Anglophone African 

of their different times. Using Okigbo  we shall try to ascertain the 

validity of this assertion. 

concentrate on eleven poems each that best demonstrate the Jungian archetypes and aspects of 

Jungian psychoanalysis. 

poem of twelve lines that are made up of alternate long and 

short lines.  The poem also has four stanzas. While two of the stanzas contain four lines called 

quatrains, the other two contain two lines called couplets. Both the stanzas and the couplets in 

th

em, we come to know that the 

persona stands naked  and it is also in the first line of the third stanza, that we come to see that 

first two stanzas are two lines stanzas, the third stanza contains six lines while the last stanza is 

made up of four lines. The poem is also a run-on-

figures of speech employed to give beauty to it. Among these figures of speech are: simile, 



metaphor, personification and repetition. In line three of the poem, Okigbo makes a direct 

gives rain and sun the human attribute of being able to engage 

themselves in combat.  In the poem a lot of words are repeated. Among these words is the word 

Initiations

lines are divided into fourteen stanzas. In the poem we have two five lines stanzas, six lines 

stanzas, three two lines stanzas and three one line stanzas. These stanzas are tied together with 

the use of enjambment that the refrain between each stanzas are not felt. The enjambment in 

the poem also helps in linking many of the symbols and other figurative expressions, like 

ellipsis, repetition, metaphor, inversion, and hyperbole, which are built into the stanzas together. 

akes the poem difficult yet it adds to the overall beauty 

While the first stanza contains four lines, the second stanza is made up of three lines, the third 

stanza is of six lines and the last stanza is of two lines.  Between the refrain of the third stanza 

and the two lines stanza is a line standing in-between. The refrain between one stanza and the 

other is artificial: since the lines in the first stanza runs into the lines of the second stanza and 

other stanzas of the poem. What this means is that the poem has enjambment. The essence of the 

enjambment in the poem is to help the understanding of the message the poet tries to pass across 

through the lines of the poem. The poem contains a number of figures of speech that help in 

giving beauty to it. Among these figures of speech are: hyperbole, ellipsis, repetition, symbolism, 

metaphor and personification. In  there are fourteen lines and these lines are further 

divided into four stanzas. While three of these stanzas are made up of four lines, the last stanza is 



made up of two lines. The first three stanzas are made up of long and short lines. It is possible to 

say that with the combination of the long and short lines, Okigbo intends to achieve music or 

what is called rhythm in poetry. The poem is dominated with symbols and the symbols and some 

words are musically repeated. The symbols that dominate the poem can be found in the four 

stanzas that make up the poem. I there are also fourteen lines. The poem is further 

divided into three stanzas. Above the first stanza is a line standing independently while in-

between the first and the second stanzas and also in-between the second and the last stanzas are 

independent lines. These lines control the lines in each of the stanzas. While the first independent 

precedes begins and ends with songs of worship, as if in obedience to the command given by the 

independent line.  The second independent line (which can also be called line five) introduced 

the concept of the mask. Like the first stanza, the second stanza also begins by contemplating the 

persona in relation to the mask, as if in obedience to the command issued by the introduction.  

This is also repeated in the last stanza. Like the independent lines that precede the two early 

, instead of 

made up of four stanzas. While the first, second and 

last stanzas contain four lines, the third stanza is made up of two lines. The first stanza of the 

poem is the stanza that carries the burden of the poem. Every other stanza that follows after it is 

dependent on it. There are a number of things that make the first stanza unique. One of it is that 

some figures of speech are weaved together for the benefit of the whole poem. Among these 

figures of speech are: metaphor, simile, ellipsis, personification, symbolism and circumlocution. 



 there are  thirteen lines. Like other poems before it, it is 

made up of four stanzas. While stanzas one and three contain four lines, stanza two has three 

lines and stanza four has two lines. Li

inherent in the poem are almost private. For example, the first symbol of the poem, 

 symbol that Okigbo borrowed from the Egyptian history. Since 

this symbol is taken from Egyptian history, it is not out of place to say that with this symbol 

repeated 

there are four couplets and four dependent alternate lines that come before the couplets. As the 

title suggests, the poem is musical. This is because it employs the use of repetition as a link 

between one couplet to its dependant alternate line. For example, in each of the four couplets, we 

as in lines two, five, and eight. Apart from the 

fact that it gives music to the poem, it also gives beauty to it. There are other figures of speech in 

the poem that are worth mentioning and these figures of speech include: ellipsis, metaphor, 

symbolis

lines are divided into three couplets, two stanzas and two independent single lines. While one of 

the two independent single lines is between the three couplets, the other is at the end of the two 

stanzas, or still, at the end of the poem. The poem is though a run-on-line; after each of the 

couplets and each of the stanzas, there is a kind of break that makes it seem as if the lines of 

either the couplets or the stanzas cease to run into other lines. As typical of a run-on-line poem, 

the refrains in the poem are almost artificial: they did not clearly put a stop to the flow of one 



line of a couplet or stanza into another line of a couplet or stanza. In the poem, there are a 

number of figures of speech and they include: rhetorical question, repetition, symbolism and 

into five stanzas, seven couplets and three dependant lines. The poem is a run-on-line. It also has 

rhythm. The rhythm that is created in the poem is made possible because in the poem a lot of 

symbols and words are almost belabourously repeated. What this means is that the poem made 

repetition one of its strongholds. The first independent line that begins the poem is the first to be 

repeated hence, we see its replica in line eighteen. The other repeated phrasal and word 

As a matter of fact, these symbols are repeated interchangeably.  

kinds. His first kind of symbols is private they are private in the sense that they have clearer 

meaning only to the poet alone. This class of symbols is so private that in their interpretations we 

rely strongly on assumptions. His second kind of symbols is general in that at least we 

understand these symbols and what they refer to in the poems. This class of symbols is taken 

from human day-to-day life experiences and concepts.  

ms

is a one stanza poem and it has thirty four lines. The lines 

are made up of long and short lines. Within the poem, we have one word lines, as in line one and 

line thirty one; three words lines, as in line nine and line twenty three; four words lines, as in line 

seven, line thirteen, fifteen, sixteen, eighteen etc; five word lines, as in lines three, six, twelve, 

nineteen etc; upto eight words lines. It is important to add that the poem is a run-on-line. The 



lines barely escaped from having end rhymes. This is because most of the lines end in similar 

sounds with the lines before or after them but this is not sustained because some lines escaped 

being group into any sound pattern. Even though the end rhyme that would have become part of 

the poem is not sustained, the available coinciding sounds that end most of the lines help to give 

rhythm to the poem. Repetition and other figures of speech, such as metaphor, personification, 

and hyperbole, that are inherent in the poem also help to project the rhythm that is initiated by 

the coinciding sounds and help to give beauty to the entire poem. In , there 

are thirty two lines. These lines are divided into five stanzas. While the first three stanzas contain 

six lines each, the remaining two stanzas are made up of seven lines. Unlike the second, third and 

fourth stanzas, the first and the last stanzas are made up of long and short lines. In the poem, 

there is repetition. The first repeated line in the poem is the same line that forms the title of the 

ines does not 

only give rhythm to the poem, it also emphasizes the importance of forty years to the persona. 

 is made up of thirty six lines. The lines are divided into 

three stanzas and one couplet. Though the lines have enjambment, the refrain between one stanza 

and the other is not artificial. In the poem, words and phrases are repeated to create rhythm. In 

seventeen, 

other important figure of 

speech in the poem is irony. In , there are thirty nine lines. 



These lines are further divided into six stanzas. While stanza one, two and six contain five lines, 

stanza three is made up of ten lines, and stanzas four and five contain seven lines. The poem has 

rhetorical question as its stronghold. The first place where we see the rhetorical question in use is 

at the title. The rhetorical question that is introduced to us at the title is later repeated in line 

twenty one, twenty eight and thirty nine. With these rhetorical questions and the ones in lines 

fifteen and eighteen, one can say that Ojaide wonders aloud. T

rhetorical questions is not literary but symbolic. Unlike the literary poet, the symbolic poet refers 

to sycophants. The rhetorical questions in the poem give force to the poem and also reveal our 

are divided into six stanzas. While the first stanza contains four lines, the second, and fifth are 

made up of six lines each, stanzas three and four are made up of seven lines each and the last 

stanza contains two lines. In the poem, repetition is put to use. In lines one, five and thirty two, 

is also repeated. The effect of these repeated words, in the poem, is that it helps us to see the 

es or pains. It is important to note that with the repetition of the word, 

 is made up 

of twenty one lines. These lines are divided into six stanzas and one dependant line of two 

words. While the line begins the poem, the six stanzas follow behind it. The line depends on the 

six stanzas for expression. Among the six stanzas, there are five three lines stanzas and one five 

lines stanza. The poem is a run-on-line. There is refrain in-between one stanza and another. If not 



for the first line in the beginning of the poem, the lines at the end of one stanza would not have 

been able to cross over the refrain to run into the lines of the next stanza.  In the poem, a number 

of figures of speech are put to use. Among these figures of speech are repetition, hyperbole, 

antithesis, alliteration and irony.  contains twenty five lines. The lines are 

further divided into four stanzas. While the first stanza contains eight lines, the second and third 

stanzas are made up of seven lines, and the last stanza has three lines. The lines are run-on-line 

or have what is called enjambment. The enjambment in the poem helps to enhance the inherent 

meaning of the poem. In the poem, we have such figures of speech as hyperbole, metaphor, and 

rhetorical question. In most lines of the poem, hyperbole is put to use. The first line where we 

-nets in the rain to exorcise 

  is made up of sixteen lines. These lines are also divided into two stanzas. While the 

first stanza contains thirteen lines, the second stanza is made up of three lines. The lines are run-

on-line. Because of the run-on-line, the message of the poem becomes even clearer. The beauty 

of the poem is enhanced because of the figures of speech that are inherent in it. Among the 

figures of speech employed in the poem are: personification, and metaphor. The first figure of 

 is made up of twenty six lines. The poem is a one stanza poem and it is a run-

on-line. In the poem the persona employs the use of hyperbole. The first line where we see 

-quench my burning 



only an exaggerated way the persona used just to say he is thirsty. In line fifteen, we see 

is made up of fifty one lines. These lines are divided into seven stanzas. The first 

stanza is of two lines, the second stanza is of six lines, the third stanza is made up of nine lines, 

the fourth stanza is made up of seven lines, the fifth stanza contains five lines, the sixth stanza 

contains nine lines and the seventh stanza is made up of thirteen lines. In the poem, there are 

o three stanzas. While the first 

stanza is of three lines, the second stanza is made of thirty three lines and the last stanza contains 

eleven lines. The first stanza is put to use just to bring to life the issue of rebirth. The issue of 

rebirth that is captured in the poem is aimed at reiterating the popular African belief that there is 

a second chance for the dead to right the wrong they did in this world. In the poem, he addresses 

took to foolishness instead of work themselves to the top and all those who are full of regrets 

should not bother since they have a second chance.  

through the poems there is this feeling of a wounded personality and attached to this feeling is 

another feeling that the wounded persona is the needed messiah (healer). 



Conclusion 

From our analysis of the poems of Christopher Okigbo and that of Tanure Ojaide, we have seen 

that the poetry of both poets are products of their different experiences. And the beauty of these 

experiences is that they are recreated as poetry. Through it we do not only see the situations that 

says the  poets are classified as follows: (1)  The poet in whose poetry we are dealing with 

inating in unconscious nature; with something that 

achieves its aim without the assistance of human consciousness, and often defies it by willfully 

insisting on its own form and effect. 

poems of Tanure Ojaide, we have seen that while Tanure Ojaide represents the first class of poet, 

Christopher Okigbo 

y is dominated 

 However, from our study of the two 

poets, it is important we emphasis our findings or observations that in other to realize their 

experiences as poetry, the poets also make use of a nu

explain these three forms and then try to see how these poets put them to use in other to realize 

their experiences as poetry.    



          The first form through which Okigbo and Ojaide realized their experiences as poetry is 

individual or a poet talks or writes himself free of all feelings of pains and worries. In other 

calm them. This is because the poets use their poetic creations as means of engaging themselves 

in talks. 

         The second form through which Christopher Okigbo and Tanure Ojaide reproduced their 

is a psychological 

form or a situation in which the poets use their poetry as alternative to reality. By alternative, we 

mean, those things the poets are unable to achieve or do in reality, which they achieve or do 

through putting their personas to use in their poetry.  In Okigbo and Ojaide different poems, we 

addresses the p

and symbols that reveal his anger and worry over the involvement of soldiers in the politics of 

the country.  

         The third form through which Okigbo and Ojaide realized their experiences as poetry is 

 transference is a psychological form or the process of 

personas the psychical conflicts from which they suffer. If they had had difficulties with their 



fathers for example they may unconsciously cast their personas in that role. If they had a 

problem with their wives, for instance, they make their personas punish the wife-characters in 

their poems

for instance, the worry about his double personality is cast on the personality of the persona. In 

the poem, Okigbo has made it known that he is torn between two personalities which he 

e five and in the second stanza. Even 

though this worry is that of Okigbo, it is expressed using his persona in the poem. 
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