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ABSTRACT 

This doctoral thesis investigates the issues of identity and writing back to Eurocentric 

discourse through the selected works of African and Caribbean writers, namely 

ChinuaAchebe’sArrow of God (1964) and Anthills of the Savannah (1987), Ngugi 

wa Thiong’o’s Petals of Blood (1977) and Devil on the Cross (1980), and V.S. 

Naipaul’sThe Mimic Men (1967). While colonial discourse stands in favour of the 

values, assumptions, and habits of the colonizer at the expense of those of the 

colonized, writers like Achebe and Ngugi stress the necessity of creating a different 

historiography by contesting the representations of Africa and Africans. Besides, V.S. 

Naipaul narrates the scepticism and fragmentation ensuing from the wreckage of 

colonialism in such a way that depicts the ambivalence of postcolonial subjects 

striving to construct an identity. Thus, the present research aims at unveiling the ways 

in which the works under scrutiny contribute to a rewriting of an African and 

Caribbean historiography, and to an understanding of postcolonial identity. To 

achieve this end, the research employs the postcolonial approach which helps to 

answer a plethora of questions concerning cross-cultural encounters and the 

conflicting power relations throughout and beyond the colonial experience. As such, 

the selected works are analysed in the light of the ideas and theories of Franz Fanon, 

Edward Said, Homi K. Bhabha, and Gayatri Spivak. The findings show that despite 

their different views about the complex notions of culture, language, history, and 

identity, these writers have set out to dismantle the Manichean structures of power 

between the colonizer and the colonized and to offer ways of contesting colonial 

discourse and the constructions of otherness and stereotyping. 

Keywords: Achebe; decolonization; Eurocentrism; identity (de)formation; 

Postcolonial discourse; Naipaul; Ngugi
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INTRODUCTION 

History is a nightmare from which I am trying to awake 

(James Joyce, Ulysses 24). 

The traditional divide between text and context in literary criticism has been 

redefined to suggest that the meaning of the text resides not in itself, but is 

unavoidably linked to and affected by its context. Texts exist in relation to those 

forces of history, culture, and language. Hence, there is no writer who writes without 

an ideology, and there is no text that is merely a monologue. Texts are culturally and 

ideologically loaded, and they coexist in the battlefield of cultures, in which the 

definition of civilisation and barbarism rests upon the creation of conflicting binaries 

of“black”and“white”,“self”and“other”. 

Literary texts play a crucial role in constructing a cultural authority for the 

colonizers, both in the metropolis and in the colonies. Literature written on both sides 

of the colonial divide often absorbs, appropriates, andinscribesaspectsofthe“other”

culture, creating new genres, ideas and identities in the process. It is also an important 

means of appropriating, inverting, or challenging dominant means of representation 

and colonial ideologies. Therefore, colonial authority focused on generating a 

discoursebasedonstereotypingthe“other”asrapist,savage,andprimitive(Loomba 

72).  

Colonial discourse, in addition, employs different tropes which represent the 

indigenous populations as childlike or feminine, and hence in need of paternal or 

husbandly masculine governance. The image of the colonial relationship in terms of a 

family was a common one, and functioned in terms of both parent-child, and husband-

wife relationships as they were defined in the nineteenth century. Therefore, these 
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imperialist tropes were used as a pretext and justification for colonial intervention 

(Bruce 123). 

Nigerian writer, Chinua Achebe, views Western discourse about Africa as 

Eurocentric, and denounces the process of dehumanizationof theAfrican“other”

through imperial processes of stereotyping and silencing. As a Nigerian young boy 

in the Igbo society, Achebe recalls how British colonialism employed language, 

education, and literature as imperial means so as to subjugate the native 

populations. Classical texts from British literature such as Joseph Conrad’s Heart 

of Darkness (1899)andRudyardKipling’sKim (1901) were introduced to Achebe 

at university; and he was deeply affected by how Africans are treated in these 

novels. 

At the university I read some appalling novels about 

Africa […] and decided that the story we had to tell

could not be told for us by anyone else no matter how 

gifted or well intentioned (Achebe, “Named for

Victoria”70). 

As a matter of fact, Conrad’sHeart of Darkness has long been accused for its 

dehumanizationofAfricansastheperipheral“other”.Achebe,inhisseminalessay

“AnImageofAfrica:RacisminConrad’sHeart of Darkness”,arguesthatConrad

is a bloody racist and that Heart of Darkness is a racist novel, 

Heart of Darkness projectstheimageofAfricaas“the

otherworld”, the antithesisofEuropeand thereforeof

civilization, a place where man’s vaunted intelligence

and refinement are finally mocked by triumphant 

bestiality(“AnImageofAfrica”3). 

Achebe asserts that Heart of Darkness depicts Africa as the metaphysical setting 

and the backdrop for the disintegration of a beautiful European mind, strengthening 

the image of Africa as a place of darkness devoid of all recognizable humanity. 
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Moreover, Africans in the novel are denied a “voice”; they rarely speak andwhen

they speak, they say horrid things. As such, African characters in Heart of Darkness 

inparticularandinBritishtextsingeneralweredefinedas“other”.Achebeandother 

postcolonial writers have all respondedtoparticularworksfromtheEnglish“canon”

withaviewtorestructuring“realities”inpostcolonialterms,notsimplybyreversing

the hierarchical order, but by interrogating the philosophical assumptions on which 

that order was based (Ashcroft et al., The Empire 2, 33).  

These nationalist writers started forging national consciousness in order to rid 

their peoples of the colonizer’s dehumanizing perceptions and enable them to

participate in their own cultural project of self-definition. Hence, these literatures 

were seen to share a common textual subversion of imperial polarities. The body of 

postcolonial works challenging the hegemony of Eurocentric Imperial discourse latent 

in classic literary works from the English canon, and attempting to redefine the 

“other” world are often referred to as “writing back”, “counter-discourse”,

“oppositionalliterature”,or“con-texts”(Thieme1). 

To achieve such redefinition, Achebe focused on the appropriation of the English 

language as a literary medium for the revitalization of African Igbo culture and 

traditions. Furthermore, he aims at creating a different historiography of the colonial 

period. Achebe, too, emphasized the idea that Africans should tell their own stories in 

part because they have that great heritage of oral tradition and storytelling, and more 

importantly because it is urgent for African fiction to replace the Eurocentric point of 

view with those of local focalizers.  

Things Fall Apart (1958) and Arrow of God (1964) in particular depict Nigerian 

Igbo society reflecting local idioms. In Things Fall Apart, Achebe employs a local 
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narrator who could well be a local villager. He also sets the novel in the context of 

British colonialism in the Igboland to highlight the discrepancy between precolonial 

and colonial eras and how the white man interrupted the social life of the Igbo people. 

Besides, the novel offers a predominantly complex reconstruction of its codes of 

manhood. Achebe’s village novels, namely Things Fall Apart and Arrow of God 

attempted to save Africa from the derogatory discourse of the European canon. In 

theseworks,AchebeinvestshisIgbopeople’spastwithadignitypreviouslydeniedto

it in Anglophone writing about West Africa.  

Moreover, Arrow of God is a novel that depicts the complexity of Igbo social life 

throughlayersofcircumstantialdetail,whichbothfulfilsAchebe’seducativepurpose,

and explores moral and psychological difficulties that result from trying to adhere to 

traditional social codes in a changing environment. Ezeulu, the protagonist of the 

story, is a complex character torn between his role as a protector of his people’s

culture and the need to adapt to the changing social situations caused by the 

intervention of English colonizers. The tragic end of Ezeulu concludes the firm 

adherence of Igbo people to the traditional way of life. Hence, interruption and 

change are core elements to postcolonial literature. 

Therefore, in Things Fall Apart and Arrow of God, Achebe is mythicizing a past. 

Both novels epitomise the essential character of colonial encounter, an encounter 

grounded in a continuum of the politics of language and culture. It is this politics that 

transforms the community or cult practices into historical markers (Saswat 3). 

Recreating the past is also amainthemeinAchebe’sAnthills of the Savannah (1980) 

as the characters strive for a sense of identity. 
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Nevertheless, the use of the dominant language, literature, and culture for subversive 

purposes has generated so much debate within postcolonial discourse. Achebe asserted 

thatgiventhemultilingualcolonialnatureofmostAfricanstates,“thenationalliterature

of Nigeria and of many other countries of Africa is, or will be, written in English”

(“EnglishandtheAfricanWriter”344).Achebeinvokes the creative hybridity of African 

writers who moulded English to their experience rather than the other way round, and 

concludes that 

for me there is no other choice. I have been given this 

language and I intend to use it. ... I feel that the English 

language will be able to carry the weight of my African 

experience (348).  

InresponsetoAchebe,KenyanwriterNgugiwaThiong’o, after his fifth novel, 

Petals of Blood (1977), ceased writing in English and wrote his later novels in 

Gikuyu, a local Kenyan language. In Decolonising the Mind (1986), Ngugi expresses 

his fears of the multiple connections between language and culture. Ngugi argues 

that colonial powers attempt to dominate cultures through control of language as a 

means to establish neocolonialism or what he called the metaphysical empire 

(Loomba 80). He considers English as a means of spiritual and mental subjugation 

because it carries with it the cultural assumptions of imperial power (Walder 54). 

Ngugi declares, “What is the difference between a politician, who says Africa

cannot do without imperialism and the writer who says Africa cannot do without 

European languages?”(“TheLanguageofAfricanLiterature”26). Thus, he divides 

writers into two groups: writers writing in indigenous tongues and others who adopt 

a foreign language to write about the colonial experience. He concludes that there is 

a strong relationship between language as a medium of literary expression and the 

expression of political and cultural identities (Loomba 81). 
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Ngugi, in his novels Petals of Blood (1977) and Devil on the Cross (1980), 

portrays freedom struggle in Kenya before and after independence. Just like Achebe, 

Ngugi is concerned with challenging colonial authority using a third person 

narrative voice that is identified with that of a local villager. Devil on the Cross 

questions independence and denounces neocolonialism. 

Thus, cross-cultural encounters raise issues of alterity in which (ex)colonized 

subjects are viewed as inferior by the (ex)colonizer, and in which an imperial 

discourse is sustained in contrast to that of the native subjects. Vidiadhar Surajprasad 

Naipaul, commonly known as V.S. Naipaul, is a renowned Trinidad-born English 

writer, with an Indian descent, who wrote many novels, set in ex-colonized places in 

the world, scrutinising the colonial and postcolonial predicament. His novel, The 

Mimic Men (1967), recounts the memories and experiences of Ralph Singh, a writer 

born on a Caribbean isle and exiled to London. Singh represents the plight of the West 

Indian individual striving for home and belonging. In his re-writing of the self, the 

past, and history, Naipaul focuses on the fragmentation of the postcolonial condition. 

As such, the emergence of postcolonial discourse has attracted considerable 

attention over the last two decades, especially as nationalist writers engaged in a 

writing back process to the imperial canon in order to redefine their fellow colonized 

peoplewhohavebeenconsideredas “other”during the colonial period.Hence, the

motivation driving the present research is to uncover latent ideologies and attitudes in 

European discourse and see how modern African and Caribbean writers, namely 

Chinua Achebe, Ngugi wa Thiong’o, and V.S. Naipaul responded to them in their 

selected works.  
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Thus, this research sets out to explore howAfrica’s nationalist writers, namely

Chinua Achebe and NgugiwaThiong’o,aswellas theIndo-Caribbean writer V.S. 

Naipaul, attemptedtorespondtoEurope’simperialist discourse that defines Africa 

and theCaribbean as inferior, lacking, uncivilized, and “other”. Thus, the present

research scrutinizes novels written by these writers in order to highlight how they 

use fiction as a counter-discourse to put forward a redefinition of (ex)-colonized 

subjects free from the biases of European colonial discourse. 

Achebe’sArrow of God (1964) and Anthills of the Savannah (1987), Ngugi’s

Petals of Blood (1977) and Devil on the Cross (1980), as well as Naipaul’s The 

Mimic Men (1967) have been chosen for specific scrutiny for the obvious reason 

thattheseworksreflectthenovelist’scommitmenttowritebackandrestoredignity

to their people. 

Therefore, this research endeavours to put flesh on the bare bones of the following 

questions: In the face of European stereotyping of the African and Caribbean as 

“other”,howdomodernAfricanwriterslikeChinuaAchebe,NgugiwaThiong’o,and

V.S. Naipaul cater for a redefinition of the colonized? This main question leads us to 

consider other sub-questions: How do Achebe, Ngugi, and Naipaul establish 

themselves as a postcolonial “voice” responding to and countering European racist

ideologies? What literary strategies does Achebe employ in his novels Arrow of God 

and Anthills of the Savannah in order to confront colonial stereotypes of alterity? 

How does Ngugi appose colonial discourse through his novels Petals of Blood and 

Devil on the Cross? And how does V.S. Naipaul represent London and the Caribbean 

in his novel The Mimic Men? 
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So much criticism has been addressed to the works of Achebe, Ngugi, and 

Naipaul. This thesis, however, is different in the way it examines the issue of 

decolonization in the works of the three writers simultaneously. It aims to uncover the 

different views and assumptions of these respective writers as far as postcolonial 

discourse is concerned. Furthermore, the study highlights the different approaches the 

three writers have taken to counter hegemonic discourses of colonialism and 

imperialism, and to provide a different historiography. 

There is a plethora of studies that examined Achebe’s work. Among the most

famous critics who worked on Achebe we can name: Simon Gikandi, Innes, C. L., 

Thomas J. Lynn, and David Carroll examined Achebe’s artistic qualities in his

fictional narratives. They also focused on Achebe’s attempt to recreate African

literature dwelling on issues related nationalist literature, the politics of narration, and 

the identity crisis. In 2014, Elleke Boehmer published an article entitled “Chinua

Achebe,aFatherofModernAfricanLiterature”.Inthisarticle,Boehmerstressesthe

uniqueness of Achebe’s work in its resistance to Western discourse and

historiography.  

Previous work on Ngugi has also highlighted different issues and ideas related 

mainly to culture and the politics of language, the relationship between fiction and 

history, the oral tradition, decolonization, the language of African literature, and 

woman representation. Particularly Simon Gikandi, James Ogude, and James Currey 

have scrutinizedNgugi’s life andwritings. In 2016,GbemisolaAdeoti published a

seminal article entitled “Demystifying theFuture inAfrica’s (Un)vanishingPast:A

Study of Ngugi wa Thiong’o’s Novels”. In this article Adeoti examines Ngugi’s

fiction in the light of thedialogismbetweenKenya’spastandfuture. 
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Among the critics who scrutinized Naipaul’s work are Bruce King, Anthony

Boxill, Mohit K. Ray, Paul Theroux, and William Walsh. They have put forward 

different readings and critical analysis ofNaipaul’swork. With a specific focus on 

postcolonial identity, these critics analysed Naipaul’s life and writings. Through

Naipaul’s fiction, they examine the literature of diaspora, hybridity and mimicry,

home and belonging, as well as the politics of language. In 2008, Kavita Nandan 

wrote an article entitled “V.S.Naipaul:ADiasporicVision”which scrutinizeshow

Naipaul represents the experiences of the diaspora in the postcolonial world. Besides, 

in2006,FadwaAbdelRahmanpublishedanarticleentitled“V.S.Naipaul: The White 

TravelerundertheDarkMask”inwhichshestressedtheambiguityandscepticismof

Naipaul’swork. 

To undertake this research, postcolonial discourse criticism is employed to 

examine the selected works of Achebe, Ngugi, and Naipaul. It was Frantz Fanon 

who first addressed the issue of the tension between the colonized and the colonizer. 

In The Wretched of the Earth (1961), Fanon describes the colonial world as a 

Manichaean world, in which the world of the colonized is the antithesis of that of 

the colonizer. His ideas on colonialism are of a paramount importance to postcolonial 

thinking mainly because he wrote from the perspective of a colonial subject, and also 

because he considers the cultural and literary aspects of colonial and postcolonial 

historyascentral tohis ideas(Walder57).Fanon’sBlack Skin, White Masks (1952) 

andAlbertMemmi’sThe Colonizer and the Colonized (1965) argue that colonized 

subjects develop an inferiority complex which leads them to define themselves 

according to the values of the colonizer giving way to a hybrid form of identity 

through a process of mimicry and self-alienation (Bohata 22).  
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In his seminal books, Orientalism (1978) as well as Culture and Imperialism 

(1993),EdwardSaidarguesthatEuropeanwriters’worksportraythecolonizedasthe

“other”creatingahegemonicdiscoursethatisbasedonthesuperiorityofEuropeand

Europeans.Hence, Said asserts that theseworks “were immensely important in the

formation of imperial attitudes, references, and experiences” (Culture and 

Imperialism xii). Said, influenced by French philosopher and theorist Michel 

Foucault, points out the interrelatedness of knowledge and power. Knowledge about 

non-Western cultures strengthened Western stereotypes and images about them, and 

generated an endemic ideological colonial discourse that projects the “Orient” and

Africaasthe“Other”world. 

Structures of binary oppositions of “Self” and “Other” are derived in part from

deconstruction and are widely used now in postcolonial theory in order to highlight 

colonial attitudes towards Africans, Native Americans, Caribbeans, and other non-

European peoples. Edward Said explains that this opposition is paramount to 

Europeans’ self-image. Hence, if colonised people are irrational, Europeans are 

rational; if the former are barbaric, sensual, and lazy, Europeans are civilised, self-

controlled and hard working. Said demonstrates that the politics of language and 

literaturepromotedabinaryoppositionbetweenthefamiliar(Europe,theWest,“us”)

andthestrange(theOrient,theEast,Africa,“them”). 

As such, this allows us to see the ambiguous dance of power and knowledge 

through the play of language, literature and culture. Said further argues that images of 

the“Orient”inEuropeanliterarytexts,traveloguesandotherwritingscontributedtothe

creationofadichotomybetweenEuropeandits“others”(Culture and Imperialism 42, 

45). 
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HomiK.Bhabha’sThe Location of Culture (1994) is another influential work of 

postcolonialtheory.Bhabha’sworkfocusesontheresultingidentit(y,-ies) from cross-

cultural encounters. His theories of hybridity and mimicry are quiet significant. 

Hybridity is the cultural mixture that shapes the identity of postcolonial subjects. For 

Bhabha, the postcolonial subject mimics because he or she has internalized the notion 

that their cultural values are inferior to that of the colonials. He believes that mimicry 

is“oneofthemostelusiveandeffectivestrategiesofcolonialpowerandknowledge”

(The Location of Culture 85). 

Another influential postcolonial feminist theorist is Gayatri Spivak. She is well-

known forher essay“Can theSubalternSpeak?” inwhich sheexplainsher ideaof

“silencing” colonized peoples or the subaltern
1
 subjects. Spivak also explores the 

possibility of restoring “voice” to the oppressed (Loomba 48). Besides, Richard 

Terdiman in his theory of counter-discourse asserts that culture is a field of struggle. 

Building on Saussure’s and Foucault’s hierarchy of binary oppositions, Terdiman

believes that a discourse is never a monologue. It always presupposes a horizon of 

competing, contrary utterances against which it asserts its own energies. So, according 

to Terdiman discourses come into being in a structure of counter-discursive practices 

(The Empire 168-9). 

In their inspiring book, The Empire Writes Back, influential postcolonial critics 

Bill Ashcroft, Gareth Griffiths and Helen Tiffin believe that language carries 

hierarchical power structures, and that it is the medium through which conceptions of 

“truth”, “order”, and “reality” become established. Postcolonial national writers

attempt to reject these power structures prevalent in colonial discourse (The Empire 

                                                           
1
 “Subaltern”wasamilitarytermusedforofficersundertherankofcaptainanditsoriginissomewhat

inconsistent with its current use, borrowed from Gramsci, as a shorthand for any oppressed person. 
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7). Dennis Walder, in his book Postcolonial Literatures in English, argues that the 

main point to be taken from The Empire Writes Back is that there is no escape from 

global power-structures, because there is no escape from writing, discourse or 

language (68). 

Postcolonial literary criticism is quiet effective in uncovering structures of 

imperial hegemony expressed in common tropes and stereotypesofthe“other”.Itis

also quite convenient in examining the endeavour of modern African and Caribbean 

writers to redefine and re-create the “other” in their works, and to examine his

dilemma of belonging. Therefore, the present research adopts postcolonial discourse 

theory in order to scrutinize the strategies used by the writers in order to subvert 

European racial representations pervasive in European intellectual discourse.  

Postcolonial criticism bears witness to the unequal and 

uneven forces of cultural representation involved in the 

contest for political and social authority within the 

modern world order. Postcolonial perspectives emerge 

from the colonial testimony of Third World countries 

and the discourses of “minorities” within the

geopolitical divisions of East and West, North and 

South (Bhabha, The Location 6).  

Thus, postcolonial discourse can be employed to examine many important 

questions concerning large-scale historical phenomena encompassing cross-cultural 

encounters and conflicting power relations. Indeed, it analyses the colonizer-

colonized relationship throughout and beyond the colonial experience. Works by 

notable modern African authors, namely Chinua AchebeandNgugiwaThiong’o,as

well as Caribbean writer V.S. Naipaul will be analysed. Achebe’sArrow of God 

(1964) and Anthills of the Savannah (1987)andNgugi’sPetals of Blood (1977) and 

Devil on the Cross (1980),aswell asV.S.Naipaul’sThe Mimic Men (1967) have 

been chosen for specific scrutiny. 
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The research will have recourse to major practitioners in this approach and their 

respective works, namely Edward Said’s Orientalism (1978) and Culture and 

Imperialism;Gayatri Spivak’s In Other Worlds: Essays on Cultural Politics (1987) 

and The Post-Colonial Critic (1990); andHomiBhabha’sThe Location of Culture 

(1994) and“OfMimicryandMen:TheAmbivalenceofColonialDiscourse”(1984). 

Therefore, the thesis is divided into four chapters. Chapter one examines the 

necessity of writing back, counter discourse, the rise of the postcolonial, cross-cultural 

encounters, andthediscourseofotherness.Itexplainstheprocessof“othernization”

of the colonized through stereotyping, discrimination, and invisibility. It further 

demonstrates the infamous representation ofthecolonizedas“other”, and presents a 

theoretical background of postcolonial discourse theory. It outlines the pioneering 

figures in Postcolonialism such as Franz Fanon, Edward Said, Richard Terdiman, 

Homi Bhabha, Gayatri Spivak, and Albert Memmi. 

ThischapterhighlightsEdwardSaid’stheoryofOrientalismwhichexaminesthe

interrelation between knowledge and power structures. Said asserts that knowledge 

about non-Western cultures strengthened Western stereotypes and tropes, and 

engendered an ideologicalcolonialdiscoursethatprojectsthe“Orient”andAfricaas

the “Other” world. Moreover, this chapter uncovers Richard Terdiman’s counter-

discourse theory. Terdiman’s idea about discourses as fields of struggle will be 

considered.    

The second chapter examines colonial imagination and ideological perceptions. It 

analyses AfricanandCaribbeanwriters’attemptstorepresent colonial experience and 

its aftermath. It discusses the question of language in African literature through a 

scrutinyofAchebeandNgugi’sviewsabouttheuseofthecolonizer’slanguageasa
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means of resistance.As such, this chapter intends to highlight theAfricanwriter’s

commitment to redefine the African “other”. It also examines V.S. Naipaul’s

depiction of the Caribbean plight through his novel The Mimic Men. The chapter spots 

light on how the (ex)colonized subjects strive for home and for return to their roots.   

The third chapter analyses the poetics of decolonization through thye selected 

works of Achebe, Ngugi, and Naipaul. The chapter focuses on the study of the writers 

narrative discourse by examining the appropriation of the English language, 

transforming the form of the Realist novel, reliance on orality, the politics of 

language, the use of allegory, the narrative voice, cultural displacement, and 

fragmentation. An examination of narrative voice in Achebe’s Arrow of God 

demonstrates the change caused by the interruption of the Igbo social life after the 

coming of the white men. ItdealswiththecomplexpsychicplightofAchebe’shero,

Ezeulu. It also delves into Achebe’s appropriation of the English language and 

transformation of the Realist novel.  

The third chapter also examines Ngugi’sattemptstoredefineanddecolonizethe

African “other” in his works namely Petals of Blood and Devil on the Cross.  It 

analyses Ngugi’sdecisive turn toorality and thenative language toportrayAfrican

experience. His use of allegory in Devil on the Cross highlights the political blend of 

fiction writing and ideology. His novel proves to be a striking denouncement of 

neocolonialism. This chapter culminates with ascrutinyofV.S.Naipaul’sconception

of the past in his novel, The Mimic Men. As such, the chapter unveils how the 

narrator, Ralph Singh, who is the protagonist of the story, conceives his past and his 

roots. His portrayal of the non-European in the novel raises a lot of questions 

concerning reception and reading of V.S. Naipaul’sart.   
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The fourth chapter examines identity issues and the burden of Englishness in the 

selected works of Achebe, Ngugi, and Naipaul. It scrutinizes how the three writers 

depicted the quest for identity in the selected works. The chapter analyses Achebe’s

representation of the impact of cross-cultural encounters on the identity of the 

oppressed in his novel, Arrow of God. It further examines the theme of identity crisis 

in his novel, Anthills of the Savannah. 

The fourth chapter also explores how Ngugi’sPetals of Blood and Devil of the 

Cross present the conflicting identities of the colonized. It highlights the role of the 

past or history in forming the future of African nations. The chapter also examines the 

themes of national betrayal and the scepticism ofWesternizationinNgugi’sPetals of 

Blood.        

Furthermore, the chapter focuses onV.S.Naipaul’sdepictionofthemimicmenin

his famous novel, The Mimic Men. It uncovers the themes inherent in diasporic 

writings and the resulting notions of hybridity, mimicry, ambivalence, and liminality. 

Thechapteranalysesthehybridityofthecharacters’identitiesandtheirstrugglefor

wholeness and self. In The Mimic Men, the discourse of mimicry is also examined 

through an examination of the characters’ identity (de)formation and their act of

mimickingthecolonizer’sculture,language,andbehaviour.    

The general conclusion presents a synthesis of the four chapters focusing on the 

African writers’artisticendeavourstoredefinetheAfrican“other”throughportrayal

of African suffering under colonialism, through pride in African culture and tradition, 

and also through subverting latent notorious images and tropes endemic in European 

discourse. It also presents an examination of V.S. Naipaul’s depiction of colonial

experience in the Caribbean through his novel, The Mimic Men.   
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CHAPTER ONE: COUNTER DISCOURSE AND THE RISE OF THE 

POSTCOLONIAL 

Well-bred post-colonials much like myself, adrift in 

the new world (Bharati Mukherjee, Darkness, 1985, 

2). 

The traditional divide between text and context in literary criticism has been 

redefined to suggest that the meaning of the text resides not in itself, but is 

unavoidably linked to and affected by its context. Texts exist in relation to those 

forces of history, culture, language or the unconscious (Walder 58). 

RolandBarthes’ influential1968essayon“TheDeathof theAuthor” initiated

such readings of literary texts in relation to their contexts. Barthes’ideasanticipate

the post-structuralist or deconstructionist turn which broadened the attack upon 

Western norms of thought. These Western norms spin around a belief in 

centeredness which focused upon white or at least European, bourgeois, male 

attitudes and behaviours, while marginalizing black, non-European, working-class, 

female attitudes and behaviour (Walder 58). 

Barthes’ celebration of the death of the author is just one example of the

changing world in which everything is relative, everyone matters, and nobody could 

claim authority. Concerning the literary work, this shift implies that the organic 

unity formerly found and praised when found, was an illusion. The text is rather a 

“site of struggle”, full of gaps and contradictions of an unstable linguistic entity

(Walder 59). 

Hence, literature is basically a communicative and political activity, which 

cannot be grasped without an analysis of both the present and the past, including the 
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colonial past. Postcolonial writers exposed the particularity of their condition or 

experience and thus they try to engage an audience with what they think of this 

experience. Postcolonial discourse emphasises the continuity of neocolonial forms 

of control across and within national boundaries. This is due to the accelerated 

changing relations between every part of the world linked as much by economic and 

technological change as by the politics of modernity (Walder 1, 6). 

The new interest in literature, language, history, culture and society has had a 

deep impact upon literary studies in general and the rise of the postcolonial in 

particular. The 1970s marked the appearance of new ideas and theories, which 

challenged traditional methods of Anglophone literary study (Walder 57, 59). 

Postcolonial theory, as a field of literary and cultural study, emerged as a result 

of the decentring tendency of post-1960s thought in the West. It was also part of the 

colonial response to the successful liberation movements of colonized peoples 

worldwide from the 1950s onwards. Franz Fanon’s voice in The Wretched of the 

Earth and his earlier Black Skin, White Masks (1952, first translated 1967), as well 

as Jean-PaulSartre’ssupportforthesemovements,isaclearindicationofEuropean

awareness of the condition of the colonized as decolonization proceeded (Walder 

59). 

According to the structuralist tradition, inaugurated by the Swiss linguist 

Ferdinand de Saussure (1857-1913), in a lecture series delivered before the First 

World War, language is not directly connected with the reality outside itself, but 

refers to it according to a set of rules. Saussure points out that language constructs 

reality, and that literary texts came to be seen as texts referring to each other, rather 

than to some external reality (Walder 58). 
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Benita Parry asserts that postcolonial studies is indebted to critical tradition such 

as Foucauldian idea of western power and knowledge as discourse, Derrida’s

poststructuralist theories of language and the deconstruction of western 

metaphysics, as well as the efforts of western Marxism and British cultural studies 

to theorize economic and cultural determinations, hegemony and counter-hegemony 

(Parry 27-58). 

Marxist critic Terry Eagleton believes that postcolonial discourse is the result of 

global historical developments such as the decline of the European empires and 

their substitution by American hegemony, alongside an increase in mass migrations, 

and the creation of diverse and multicultural societies. Eagleton argues that the 

politicsofrace,language,andidentityobscurethe“vitalmaterialconditionswhich

different ethnic groups have in common” (Literary Theory 205). Fanon comments 

on the Marxist analysis of the postcolonial situation stating that when dealing with 

the colonial problem, “Marxist analysis should always be slightly stretched” (The 

Wretched 40). 

The three most well-known representatives of postcolonial theorizing are 

Edward Said, Gayatri Spivak and Homi Bhabha, the authors, respectively, of the 

influential Orientalism (1978); In Other Worlds: Essays on Cultural Politics (1987) 

and The Post-Colonial Critic (1990); and The Location of Culture (1994). Robert 

Young’s White Mythologies: Writing History and the West (1990) also offers a 

critique of Western historiography from Hegel and Marx to Said, Spivak and 

Bhabha. 

Postcolonial discourse considers all the writings which have emerged since the 

onsetofcolonization.BillAshcroft,GarethGriffithsandHelenTiffin’sThe Empire 
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Writes Back (1989) examined the first writings from settler colonies of the 

seventeenth century. They are considered to be the first authors to mark the 

beginning of the writing back process (Walder 5). 

One of the main contributions of Ashcroft, Griffiths and Tiffin’s influential

notionof“writingback”hasbeentherecognitionoftheroleofliterarycreativityin

the former colonies. The significant increase of postcolonial writings since the 

Second World War has led readers worldwide to see that their own communities 

could produce writings of great power and relevance, even if in the language of the 

formercolonizers.V.S.Naipaul’sThe Mimic Men (1967) and R.K. Narayan’sThe 

Vendor of Sweets (1967) are very good examples of such thriving literature (Walder 

60). 

Postcolonialism implies that canonical works by Shakespeare, Milton, Keats, the 

Brontës and Dickens ought to be read through situating them in the modern and 

changing multicultural world of today. Edward Said’s brilliant work Culture and 

Imperialism (1993) focuses upon the analysis of European canonical texts of the 

colonial era, from Austen to Dickens, and from Conrad to Kipling so as to unveil the 

latent ideologies in European imperial discourse (Walder 4-5).    

Hence, in its subversive attitude towards the canon, celebrating the neglected or 

marginalized, postcolonial writing brings with it a particular politics, history and 

geography. In its anticolonial fervour, postcolonialism covers all parts of the world 

touched by Empire, and examines these works from the onset of colonisation. Hence, 

classical works of the literary canon from Shakespeare onwards can be approached by 

postcolonial readings (Walder 60). 
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The literary and cultural expression of the struggles of decolonization produced 

some of the first writings in English to have a major impact abroad, namely the 

fiction, drama and poetry of Kenyan Ngugi wa Thiong’o, and Nigerians Wole 

Soyinka, Chris Okigbo, and Chinua Achebe (Walder 61-62). 

Ex-colonial writers who have set up home in Britain, such as V.S. Naipaul, 

Salman Rushdie, Timothy Mo, are said to represent the impact of “writers and

subjects fromtheoldcolonialEmpire”.Hence, new literary works originating from 

newly independent nations, such as Nigeria, Kenya, and the Caribbean started to be 

important in the West (Walder 61). 

Cultural studies in Britain has vigorously informed a kind of interdisciplinary 

postcolonial studies that is historicist in method, often materialist in analys is, and 

explicitly concerned with the links between discursive regimes, social identities, 

and political categories, including empire, colony, and anti-colony, nation and 

globe, local community and diasporic network (Cooppan 6). 

1. Time, Race, and the (Post)colonial 

Some scholars take the post in postcolonial as after the departure of the 

colonizers. Indeed, post holds the notion of after. However, the identity crisis, the 

resistance to a prescribed identity coming from the empire, the ultimate quest for an 

identity, and the need to formulate a voice do not come only after the departure of the 

colonizer. Hence, the post in postcolonial applies to the beginning of colonization as 

identity is shaped and reshaped by colonial encounter and persists to the present 

moment and beyond. Texts that were produced after the onset of colonization and up 
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to the shaping of identity can contribute much to articulating and understanding the 

postcolonial condition (Duncan 325). 

Hence, Postcolonialismdoesnotmean‘post-independence’,or‘aftercolonialism’

because this would inaccurately put an end to the colonial process. Postcolonialism 

nonetheless begins from the very first moment of colonial contact. It is the discourse 

of oppositionality which colonialism brings into being. This idea concludes that the 

imperial process of eurocentrism it still active (Saswat 77). 

Nayantara Sahgal, an Indian writer interested in the complexities of time and 

history, asserts that British colonialism isjustonelayerofthenation’shistoryand

culture. This layer of British culture which is added to Indian consciousness has 

been the concern of most of his novels. Sahgal affirms,  

First we were colonials, and now we seem to be post-

colonials.So is ‘post-colonial’ thenewAnnoDomini

from which events are to be everlastingly measured? 

My own awareness as a writer reaches back to x-

thousand BC, at the very end of which measureless 

timeless time the British came, and stayed, and left. 

Andnowthey’regone, and their residue is simply one 

more layer added to the layer upon layer of Indian 

consciousness. Just one more (Sahgal 30). 

Postcolonialism implies that the former colonized areas of Asia, Africa, and the 

Caribbean, as they became independent states during the 1950s and 1960s, are 

different yet related by their colonial experience as, say, Ghana and Singapore, or 

Pakistan and Sierra Leone. Recently, postcolonialism has received much interest 

due to the fact that the colonial experience persists despite the withdrawal of 

political control (Walder 3). Therefore, Postcolonialism is much more related to 

power structures rather than linear time (Duncan 326). 
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Duncan (1994) defined postcolonial writing as the writing that emerges from 

non-European cultures once colonized by white Europeans (Duncan 321). In her 

1988 essay,HelenTiffin defines the postcolonial as “writing and reading practices

grounded in some form of colonial experience occurring outside Europe but as a 

consequence of European expansion into and exploitation of ‘the other’ worlds”

(Tiffin 170). These definitions of the postcolonial condition fail to represent 

cultures that do not fit the continental and colour parameters (Duncan 321). 

Edward Said asserts that the issues of race are imaginative creations of those in 

power.Said’sideaofbinaryoppositionsbetweenEastandWestshouldbetakenin

abstract terms rather than in physical geopolitical location or skin colour (Culture and 

Imperialism 52, 106). Therefore, since race is no longer a defining factor in who can 

have a voice in a postcolonial dialogue, then a whole blend of voices that includes 

the Irish, Koreans, Native Americans, the Caribbean and a multitude of others 

whose skin colour, geographic location, or same-race connection to their colonizers 

has left them standing outside the borders (San Juan 13). 

SanJuanbelievesin“a‘ThirdWorld’domainofsubjects-in-process that is not 

so much geographical as political and social” (San Juan 16). As such, “Third

World”isnolongeraphysicalconcept, itbecomes“atropeaswellas thesiteof

dissent and insurgency […] that anticipates change and renewal” (17). San Juan 

asserts, “Race is themask of class, in the analysis”.He believes that the fictional

construct of race functions as a mask to create an underclass. Thus, Juan sees race 

as“apropertyofdominancerelationsbetweengroups”(119). 

 



23 

 

After his first trip to Ireland, Charles Kingsley observed,  

I am haunted by the human chimpanzees I saw along 

thathundredmilesofhorriblecountry.[…]But tosee

white chimpanzees is dreadful; if they were black, one 

would not feel it so itch, but their skins, except where 

tanned by exposure, are as white as ours (Kingsley 111-

12). 

Kingsley’s observation denotes how the Irish are conceived as different and

“other” despite theirwhiteness. Thus, the rise of the postcolonial condition begins 

after the point of colonization and is not limited to constraints of place or race, 

continent or colour (Duncan 329). 

2. Rewriting History and Subject-ive Narrative 

Fiction is history, human history, or it is nothing. But it 

is also more than that; it stands on firmer ground, being 

based on the reality of forms and the observation of 

social phenomena, whereas history is based on 

documents, and the reading of point and handwriting – 

on second-hand impression. Thus fiction is nearer truth. 

But let that pass. A historian may be an artist too, and a 

novelist is a historian, the preserver, the keeper, the 

expounder, of human experience (Conrad, Heart of 

Darkness 6). 

The process of writing and rewriting history has long been biased and influenced 

by unequal and uneven forces of cultural representation. Representation of the past 

through history can be influenced by our present day perspective, as well as by 

language or the rhetoric used. History has been created not merely in time, but also 

through time. Therefore, the flow of time gave each generation a new perception on 

the past (Saswat 130-1). 

The violent annexation of the non-European world found in history the prominent 

instrument for the control of subject people (Saswat 122). Foucault asserts that to 
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have a history has to do with the consciousness of Western man and ultimately with 

“ourmodernity”(The Order of Things 239). He also believes that to have a history is 

to have a legitimate existence. So, history and legitimation go hand in hand (Foucault 

226-7). 

Robert Young, in his survey White Mythologies: Writing History and the West, 

shows that the construction of history and historiography are the main problematic 

in the shaping of a modern Eurocentric world view. He argues that Hegelian 

historicism“articulates a philosophical structure of the appropriation of the other 

asaformofknowledge”,whichpostulatesasingle,unifying“governingstructure

of self-realizationinallhistoricalprocess”(Young3-4). 

In Nations and Nationalism, Gentler asserts that history becomes a crucial problem 

for the post-colonial writer. He argues that in addition to the questions of truth and 

fiction, narrativity and indeterminacy, time and space, there is the political dimension of 

postcolonial life which impresses itself so urgently. It is, therefore, the historical 

narrativity which structures the forms of reality itself (Gentler 27). Das. S. Saswat, in 

his book The Postcolonial Empire: Continuity of Colonial Discourse, states that “The

map of the world can be seen as a palimpsest on which Europe has written its own 

dominancethroughtheagencyofhistory”(122-3). 

WilsonHarrisbelievesthat“aphilosophyofhistorymaywelllieburiedinthearts

oftheimagination”(Harris20).Therefore,inpostcolonialsocietiestheterm“literary”

has come to operate as a mode by which the objectivity of narrative, and particularly 

the narrative of history, is contested (Saswat 123). 

In his essay “Of Mimicry and Man,” Bhabha believes that language is a 

discourse of power because it provides the terms and the structures by which 
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individuals have a world, a method by which the “real” is determined. Hence, it 

becomes imperialistic reflecting a certain history, a certain way of seeing, and a 

certain worldview where triumph is for the colonizer victor (Bhabha 7).      

In his essay, “The Occasion for Speaking”, George Lamming reminds us of

Hegel’sassertionthattheAfricanissomehowoutsideofHistory,thatAfricaisno

historical part of the world. He argues that history is a story of “Civilisation”

written in a language that is appropriated by other cultures, suggesting a more 

universal, heterogeneous face of civilisation. This fact raises a lot of questions 

about the very concept of history (4). 

In his very influential book, Masks of Conquest, Gauri Viswanathan asserts that 

the concept of universalism became part of the fabric of Empire. When the 

introduction of Christianity was considered by the colonial administration to be too 

great a threat to good order, the “universal” discourse of English literature was

consciously adopted as the vehicle for educating the elites in tenets of civilised 

morality. Hence, the “universal” discourse of English literature is loaded with

imperialist ideology latent in language (32). Hence, postcolonial societies are 

increasingly cautious of that neo-universalist internationalism which includes them 

within monocentric or Europe-dominated systems of politics and culture (Saswat 

127). 

Discussions of history lead us to an analysis of its relation to place. Place and 

displacement are one of the most formative experiences of the twentieth century. 

They are fundamental features of postcolonial discourse. Place in postcolonial 

discoursedoesnot simplymean“landscape”. It is rather thecomplex interactionof



26 

 

language, history and environment. There is an immense role of culture in the 

construction of place and displacement (Saswat 124). 

Displacement, or the lack of “fit” between language and place, may be

experienced by both those who possess English as a mother tongue and those who 

speak it as a second language. This is created by a sense of dislocation from a 

historical “homeland” as well as a sense of dislocation created by the dissonance

between languages. This concomitant difference is a continual reminder of the 

separation, and yet also of the hybrid interpenetration of the colonizer and colonized 

(Saswat 124). 

Robert Koretsch in his book Unhiding the Killer, asserts that the postcolonial 

text is the outcome of this sense of “lack of fit” between language and place

constructing a new language (43). The postcolonial text, negotiating the space 

between the textual language and the lived space becomes the metonym of the 

continual process of reclamation, as a cultural reality is both posited and reclaimed 

from the incorporating dominance of English (Saswat 125). Thus, language always 

negotiates a kind of gap between the word and its signification. Harris Wilson 

asserts that language and the process of “naming” not only reflect or represent

place but it is rather involved in the process of its creation (Harris 125). 

A characteristic feature of postcolonial literatures is the concern with either 

developing or recovering an appropriate identifying relationship between subject and 

object, between self and place (Saswat 125). Land is a palimpsest, a kind of 

parchment on which the process of history is inscribed and re-inscribed generation 

after generation.  In The Middle Passage, V.S. Naipaul sees that the history of the 

Caribbean is signified in the land, “There is slavery in the vegetation. In the
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sugarcane, brought byColumbus on that secondvoyagewhen, toQueen Isabella’s

fury,heproposedtheenslavementoftheAmerindians”(Naipaul61-2). Thus, Naipaul 

demonstrates the complex way in which history is embedded in place.  

Therefore, the language of travel, of exploration, of settlement, indeed naming itself, 

turned empty space into “place”. In postcolonial experience, the linkage between 

language, place and history is far more prominent because interaction is so much more 

urgent and contestatory (Saswat 125-6). 

The conflict between the former imperial centre or the “metropolis”, and the

formercoloniesor“periphery”,becamethecentralideaofThe Empire Writes Back: 

Theory and Practice in Post-Colonial Literatures (1989) (Walder 66). The main idea 

in The Empire Writes Back is that there is no escape from universal power 

structures, because there is no escape from writing, discourse or language. Ashcroft 

etal.,define theprocessofuniversalhegemonyas“theconsciousorunconscious

oppression of the indigenous personality and culture by a supposedly superior racial 

orculturalmodel”(The Empire 8).  

Loomba believes that “the notions of the “universal” can be extremely

ethnocentric because they are articulated in the image of the dominant culture 

(Loomba 125). So the term postcolonial is used to encompass all the cultures affected 

by the imperial process from the moment of colonization to the present day. Every 

national literature has emerged out of this imperial process and asserts the differences 

from the assumptions of imperial centre. And hence writing back is the main drive for 

this approach to postcolonial writings (Walder 168). 
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Ashcroft etal.assert thatpostcolonialwriters interrogatethe“metaphysics”of

the West by rewriting versions of the English canon, thereby offering a more 

radical“writingback”thanmere“nationalistassertion”,  

The “Empire writes back” to the imperial “centre”,

not only through nationalist assertion, proclaiming 

itself central and self-determining, but even more 

radically by questioning the bases of European and 

British metaphysics, challenging the world-view.[…]

Writers such as J.M. Coetzee, Wilson Harris, V.S. 

Naipaul, George Lamming, Patrick White, Chinua 

Achebe, Margaret Atwood, and Jean Rhys have all 

rewritten particular works from the English ‘canon’

withaviewtorestructuring‘realities’inpost-colonial 

terms, not simply by reversing the hierarchical order, 

but by interrogating the philosophical assumptions on 

which that order was based (The Empire 2, 33). 

Texts suchasNkosi’sMating Birds andNaipaul’sThe Mimic Men articulate the 

impossibility of evading the destructive and marginalizing power of the dominant 

centre and the need for its abrogation, which is the act of refusing the categories of 

imperial power (Said, The Empire 110, 115). Hence, The Empire Writes Back offers 

a “radical critique” towards “Eurocentric” assumptions about race, nationality,

language and literature. Mishra and Hodge assertthat“thepost-colonial is reduced to 

a purely textual phenomenon, as if power is simply a matter of discourse and it is 

only through discourse that counter-claimsmightbemade”(Mishra and Hodge 5, 3). 

Ashcroft et al. see reading for “resistance” as a main principle for theorizing 

postcolonial texts. They consider “language [as] amedium of power”; they argue

that post-colonialliterarylanguagehasto“seizethelanguageofthe[imperial]centre

and [re-place] it in a discourse fully adapted to the colonizedplace” (The Empire 38, 

77). They put forward a theory of literary resistance that has to do with an inevitable 
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hybridization within, and “continuity of preoccupations” between, those cultures

“affectedbytheimperialprocess” (The Empire 2). 

This discursive replacement begins with an “abrogation” or refusal of the

normative standards of the imperial culture – thestandardsof“correct”grammar,

syntax, and pronunciation, for example – and then by an “appropriation” of the

colonizer’s language, to the cultural and political ends of the colonized. They 

assert that there are some resistance strategies latent in postcolonial writings, 

namely figurative literary silence (as in LewisNkosi’s Mating Birds), exorbitant 

rewriting of canonical literary texts from the other side of the colonial divide (as in 

Timothy Findley’sNot Wanted on the Voyage,JeanRhys’sWide Sargasso Sea, or J. 

M.Coetzee’sFoe), portraying the distortions that occur in colonized cultures when 

imperial languages have not successfully been abrogated and appropriated (as in V. 

S.Naipaul’sThe Mimic Men)”(Bruce188). 

Hence,inTiffin’swords, the“writingback”processmediatesbetweenFoucault’s

model which focuses on the discourse of power imbedded in postcolonial writing, and 

Richard Terdiman’s thesis which is based on the literary textual repetition or

“counter-discourse”(Tiffin17-34).  

Besides, Postcolonialism covers the domains of history, economics, colonial and 

imperial discourses, the condition of colonized peoples, and strategies of domination 

and decolonization. Postcolonial literary criticism is involved with postcolonial 

writing in any language, but most commonly in a European language, trying to force 

a reassessment of the literature of colonialism and the metropolitan‘centre’(Bohata,

Post-Colonialism 2). 
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Postcolonialism has been established as a growing field in the metropolitan 

centres by scholars working on European colonialism in Asia, Africa, Latin America 

and the Caribbean (Chrisman and Parry 37). Postcolonial discourse is concerned with 

certain themes related basically to the depiction of certain anticolonial struggles, the 

articulation of structures of domination both internal and external, and the 

decolonization of the mind.  

In her book, Post-Colonialism Revisited, Kirsti Bohata asserts that, “in its

engagement with cultural, geographical, political, gendered, sexual and temporal 

specificities, postcolonial writing (be it creative, academic or political) may be read as 

forming complex discourses which deconstruct and reimagine personal, cultural and 

national identities” (2). These complex discourses create a growing concern with

shiftingidentity,“remembering”theself,oraself-conscious imagining of nation. 

Hence, postcolonial studies diagnoses the textual workings of not only binarized 

colonial, anticolonial, and neocolonial struggles, but also of such blurry markers of 

‘the postcolonial experience’ as national expatriation, linguistic appropriation,

cultural syncretism, and identity fragmentation (Chrisman and Parry 2-3). 

The postcolonial merges several distinct eras and arenas of colonialism and 

imperialism, individual struggles of decolonization, subsequent regimes of 

neocolonialism and neo-imperialism, and various post-World War II movements of 

exile, migration, and diaspora into a collective critical entity that effectively 

homogenizes differences of history and geography, place and politics. Though the 

main aspects of ‘postcoloniality’ are heterogeneity, difference, alterity, hybridity, it

has compressed the differences of other people’s history on a methodological and

discursive level (Chrisman and Parry 1-2).RakaShomeaffirmsthattheprefix“post”
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in ‘postcolonialism’ implies a thinking through and beyond the problematics of 

colonialism and neocolonialism (Shome 19).
 
Anne McClintock adheres to the idea of 

progressivelinearitysuggestedintheprefix‘post’in‘postcolonialism’movingfrom

colonization and colonial literature to decolonization and postcolonial literature 

(McClintock 1). 

3. Otherness and the Politics of Representation  

Postcolonial discourse theory exposes latent ideologies and mechanics of imperial 

hegemony which find expression in common tropes and stereotypes within the 

metropole and its colonies. It is so useful in deconstructing and demystifying 

categories of knowledge-as-power formed by Orientalizing discourses. It has given 

rise to the well-knownconceptof“thecolonialother” (Bohata, Post-Colonialism 18). 

In the study of colonial discourse, “Otherness” or “the other” simply signifies

difference. In postcolonial understanding of the term, it is derived from Lacanian 

theoryofpsychoanalysis,withadistinctionbetweenthe“other”and“Other”(18). In 

postcolonial terms, the Other can be described as the imperial centre of Empire itself 

sinceit“providesthetermsinwhichthecolonizedsubjectgainsasenseofhisorher

identity as somehow ‘other’, [and] it becomes […] the ideological framework in

which the colonized may come to understand the world” (Ashcroft et al., Post-

Colonial Studies 170-1). 

The colonialist’s military power confirms a total projection of his self on the

“other”.Hedestroys,without anydoubt, the indigenous economic, social, political,

legal and moral systems and imposes his own. Subjugation of the colonial other 

guarantees recognitionofthecolonialist,andallowsthecolonialsubject’sidentityto
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become deeply dependent on his position as a master. This preoccupation with the 

inverted self-image marks the relations that characterise the colonial encounter 

(Saswat 2). 

Denigrating images and stereotypes are used in the colonial text to maintain a 

sense of moral difference. They also allow for the transformation of social and 

historical dissimilarities into universal, metaphysical differences. Due to these vast 

differences, colonial existence would last for long. Hence, the role of this strategy is 

to prolong colonialism, to dehistoricize and desocialize the colonial world, as well as 

topresent it asametaphysical “factof life”, that thecolonizerhasnohand in, and

that he has to alleviate it through the process of civilization (Saswat 2). 

Abdul JanMohamed asserts that the“othering”ofcolonizedsubjectsbyEuropean

colonialist thought, through stereotypes of backwardness and inferiority, rested on the 

“Manicheanallegory”,inwhichabinarydiscursive opposition is created between the 

races. Hence, such Manichean binaries lead to creating images of the non-European, as 

well as to the construction of the European “superior self”.Many anticolonial and 

postcolonial critiques are preoccupied with exposing the way in which they work in 

colonialist representations (JanMohamed 60). 

Loomba (2002) believes that traditional racist ideas were intensified, expanded, 

and reworked in European imperialism and colonialism. Colonial powers interacted 

differently with the native populations, producing varied racial discourses and 

identities. For instance, the Spanish in America and the Portuguese in India settled 

down in the colonies, adopted local manners and intermarried in a way that the 

Englishdisparaged.Accordingtosomecommentators, thisshoweda“lackofracial

feeling”onthepartofthePortugueseortheSpanish(Loomba 96).  
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British colonialism, nonetheless, did not allow for easy social or sexual contact 

with local peoples. This policy mirrored the nature of British colonial administration, 

which operated mostly through local authorities and existing power structures. In 

countries like Namibia and South Africa, there was yet another pattern where racial 

divisions were maintained along with direct and powerful intervention (Loomba 97). 

Albert Memmiasserts that thecolonizedsubjectsare referred toby the“mark

of theplural”.Thecolonizedarenevercharacterizedinanindividualmanner,but

rather in an anonymous collectivity; “They are this”; “They are all the same”

(Memmi 88). The individual European faces the alien masses, and if he identifies 

toomuchwiththem,hetransgressestheboundarybetween“self”and“other”and

regresses into primitive behaviour, into madness (Loomba 118). Vaughan believed 

that colonial medical discourse representedAfricansasmembersofgroups“andit

was these groups, rather than individuals, who were said to possess distinctive 

psychologiesandbodies”(Vaughan11). 

InFreud’swritings,especiallyTotem and Taboo (1913) and Civilization and its 

Discontents (1930), “Primitives” are like to children, and to the civilized

“neurotic”,havingnotachievedthepsychologicalgrowthoftheadultEuropean.In

the primitive mind, “the deed […] is a substitute for thought”, and pleasure is

primary. Thought and reflection are not available to “primitive men”. Hence,

psychic and reflective growth are understood according to cultural and racial 

difference (Loomba 118). 

Megan Vaughan asserts that, in colonized societies, “the need to objectify and

distance the ‘other’ in the form of the madman or the leper, was less urgent in a 

situationinwhicheverycolonialpersonwasinsomesense,already‘Other’”.Hence,
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“theliteratureonmadnessincolonialAfricawasmoreconcernedwithadefinitionof

“Africanness” than with a definition of madness” (Vaughan 10, 119). Vaughan 

explains that madness, as in the case of the European who goes native, was 

regarded as a transgression of supposed group identities (Loomba 119).   

Modernization in colonial societies eroded traditional structures. For this 

reason, colonial authorities introduced indirect rule, whereby Africans would be 

controlled through their “traditional” leaders and customs. Cooppan believes that 

writings on African psychology and psychiatry served the need to define Africans 

as fundamentally different from Europeans. Hence, it is not surprising that 

anticolonial resistance is coded as madness, dependency or infantile regression 

within the frameworks of psycho-Analytic discourse (Cooppan, Inner Territories 1). 

Recently, Franz Fanon has been viewed as the most important anticolonial 

writeractivist.HiscomradeandcriticAlbertMemmidescribedhimas,“aprophet

of the ThirdWorld, a romantic hero of decolonization” (Memmi 39). In Black 

Skin, White Masks, Fanon is concerned with the psychology of the oppressed. In The 

Wretched of the Earth, however, he is an anticolonial activist concerned with the 

revolt of the oppressed, adopting the Algerian cause of liberation and depicts a 

unified people who have overcome the devastating effects of colonialism (Loomba 

124-5).   

At the beginning of Black Skin, White Masks, Fanon states, “At the risk of

arousing the resentment of my coloured brothers, I will say that the black man is not 

a man” (8). The colonial experience annihilates the colonized’s sense of self,

“seals”himinto“acrushingobjecthood”,which iswhyhe is“notaman”.Fanon
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argued that in fact colonialism was the cause which produced psychic difference 

along racial lines and annihilated the black subject into nothingness (239, 250). 

Fanon defined the psychological condition of self-alienation, which is the result of 

theinternalizationofthecolonizer’sperception.ThisiswhatLacandescribesasthe

production of the subject in the gaze of the Other (Bohata, Post-Colonialism 23). 

Indeed, Fanon reproduces the Lacanian schema of the “mirror stage”, which is

considered as the vital stage in the construction of the subject. This Lacanian schema 

implies that as the infant envisions itself for the first time in the mirror, it sees a 

reflection smoother, more co-ordinated and stable than itself. The subject constructs 

itself in the imitation of as well as opposition to this image. Fanon writes: 

When one has grasped the mechanism described by 

Lacan, one can have no further doubt that the real 

“other”forthewhitemanisandwillcontinuetobethe

black man. And conversely, only for the white man the 

“other” is perceived on the level of the body image,

absolutely as the not-self, that is, the unidentifiable, the 

unassimilable. For the black man […] historical and

economic realities come into the picture (Black Skin 

161). 

For the white subject, the black other is everything that lies outside the self. For 

the black subject, however, the white other serves to define everything that is 

desirable, everything that the self desires. This desire of whiteness is rooted within 

powerstructures,therefore“thewhitemanisnotonlytheOtherbutalsothemaster,

realorimaginary”(Fanon,Black Skin 138). Hence, blackness confirms the white self, 

but whiteness empties the black subject. 

For the black man, colour and racial identity occupies every aspect of his life. 

Fanon recalls that when a child on the streets of Paris pointed to him, calling out 

“Look!ANegro”,hefelt“responsibleatthesametimeformybody,formyrace,for
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my ancestors [...] I was battered down by tom-toms, cannibalism, intellectual 

deficiency, fetishism, racial defects, slave-ships,andaboveallelse,aboveall:“Sho’

good eatin”” (Black Skin 112). The black person seeks to cope by adopting white 

masks that will somehow make the fact of his blackness vanish (Loomba 124).    

Hence, theWest’s efforts to define itself in opposition to alterity has created a

broad and varied range of stereotypes, including those of Africa as the “Dark 

Continent”, Asia as “the exotic Orient” and Australia as a “Down Under hell” 

(Thieme4).Clough’s longpoemThe Bothie of Tober-na-Vuolich (1848),Conrad’s

Heart of Darkness (1902), and Dickens’s Great Expectations (1860) are classic 

examples of colonial literature (Bruce 108-9). 

The crossing of boundaries has been considered a risky endeavour in novels 

and non-fictional narratives lest the European would “go native” in the wilds.

Conrad’sHeart of Darkness, for example, dramatizes how the European prodigy, 

“Mr.Kurtz”,goesmadinthe“wilderness”.Africaisdepictedasaprimeval jungle 

and a source of power and wealth which fascinates and maddens the colonialist 

hero, Kurtz. Marlow, the narrator of the story, tells us that while Kurtz’s

“intelligencewas perfectly clear […]But his soulwasmad. Being alone in the

wilderness, it hadlookedwithinitself,andbyheavens!Itellyouithadgonemad”

(95). 

Although Kurtz’sdislocation has been read as a product of colonialist greed,

and the novel as a critique of imperialism, it can also reflect the primitivism of 

classical psychoanalysis. Chinua Achebe, in his essay “An Image of Africa”

(1989)calledit“astoryinwhichtheveryhumanityofblackpeopleiscalledinto

question”(1).Inthisnovelasinmuchcolonialistfiction,Africaisaplacewhere
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the European mind disintegrates and regresses into a primitive state. Africa, India, 

China and other alien lands induce madness, they are madness itself.  

The emergence of postcolonial literatures in English is of a paramount 

importance in examining how the colonizers and colonized viewed each other, and 

how the colonized established or renewed their claims to a separate and distinctive 

cultural identity (Griffiths, “ThePost-colonialProject” 164). The move towards the 

assertion of political independence was accompanied by an extraordinary 

efflorescence of literary creation and cultural assertion in these nations (Innes 121). 

Many cultural nationalists emphasize the existence of a culture which is the 

antithesis of the colonial one. What is problematic about this is that this antithesis 

culture is derived from and confirms the antithetical images already constructed by 

the colonizer in order to justify his presence. Instead of refuting the idea that the Celt, 

Australian, or African is incapable of reason and self-discipline as the Englishman, 

cultural nationalists celebrated the characteristics for which they were denigrated: 

emotionalism, irrationality, primitiveness (Innes 123). 

Senghor asserts that cultural nationalists scornfully dismissed the native as 

belonging to the natural rather than the human world. They declared their culture 

fundamentally rural in contrast to the urban and mechanistic civilization of the 

colonizer. The colonizer, thus, holds that the native is devoid of history. Indeed, 

the native is out of the linear development of history because of what they 

described as an unchanging tradition, a timelessness, or a circular history which 

would reinstall the pre-colonial past. Hence, the colonizer boasts the superiority 

of his written records and evolving civilization. The colonized, on the other hand, 
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emphasized oral traditions, which were claimed to preserve the past; and 

celebrated the language and voice of the non-literate‘folk’(Innes 123). 

Therefore, the written text became an essential tool in this Othering process, 

whose power exceeded its objective content. The indigenous culture continued to 

exist alongside this new construction of a dominant culture. It was metaphorically 

‘silenced’. Its voice ceased to be heard in the arenas of power, and its values

ceased to be recognized. It was frequently described as traditional and exotic. 

Modernization, on the other hand, became synonymous with the promotion of the 

cultural values of the colonizer, and the development of the so-called civilization 

(Griffiths,“ThePost-colonialProject” 166). 

This Othering process is part of the so-called civilizing mission that attempted to 

bring the ‘native’ out of darkness into light. Indigenous cultures and languages 

continued to exist, though with a growing tendency to create new hybrid forms 

within the colonized culture, usually in modes which reinforced their inferior 

position in the newly evolving power structures (Griffiths, “The Post-colonial 

Project” 166). 

Postcolonial works rewriting other classic English works have been identified 

as“counter-discourse”,“writingback”,“oppositionalliterature”,and“con-texts”,

as a strategy for interrogating and contesting latent imperial mythologies in the 

English canon (Thieme 1). According to Helen Tiffin, these texts are not merely 

“writingback”toanEnglishcanonicaltext,buttothewholediscourse.Theterm

“writingback”hasbecomepopularintheearly1980sbySalmanRushdie,playing

on the title of the Star Wars sequel, The Empire Strikes Back (1980); he entitled a 

newspaperarticleonBritishracism,“TheEmpireWritesBackwithaVengeance”.
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It subsequently became fairly generally associated with the project of dismantling 

Eurocentric literary hegemonies (Thieme 3). 

Richard Terdiman’s Discourse/Counter-Discourse: The Theory and Practice 

of Symbolic Resistance in Nineteenth-Century France (1985) is an examination of 

the problematics of presumed adversarial discourse (1). Terdiman examines the 

ambivalent nature of the struggle of nineteenth-century French writers to achieve 

“separation” from the dominant discourse of themiddle-class. Terdiman asserts 

that dominant discourses are contested and interrogated by counter-discursive 

practices (1). 

Edward Said’s contribution to postcolonial literature is very apparent in

theorization of the creation of the concept of the Orient and the mode of knowledge 

of Orientalism in European imagination. Thus, Orientalism yielded a model for 

examining how peoples and cultures could be partly coerced and partly persuaded 

into defining themselves by the stereotypes offered by a dominant alien culture.  

Therefore, Said is concerned with the relationship between textual representations 

and social practice, and how power structures or power relations come into play in the 

battlefield of the text (Griffiths,“ThePost-colonialProject” 165). 

Edward SaidappliedFoucault’sideaoftheexistinginterrelatednessofknowledge

and power to an analysis of European imperialism’s hegemonic control over the

colonies. This very apparent in his two books Orientalism and Culture and 

Imperialism. Said combines his theory with the Hegelian dichotomy of Self/Other to 

argue that colonialism created non-mutual and hierarchical relations in which the 

colonizer was always and obviously the Self to the marginalized Other of the 

colonized (Griffiths,“ThePost-colonialProject” 165). 
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4. Fanonian Politics of Liberation 

Edward Said is recognized as the founder of postcolonialism, but there are a 

numberofinfluentialpostcolonialfigureswhosewritingprecedesSaid’sOrientalism 

(1978) and who are, of course, considered “postcolonial” retrospectively. Famous

writer and activist, Frantz Fanon (1925-61), is one of such writers, whose 

psychological and anticolonial works has been very significant (Bohata, Post-

Colonialism 13). Long before Said, Fanon pronounced his indictment of colonialism 

maintaining that Europe “is literally the creation of theThirdWorld”. Itsmaterial

wealth and labour comes from the colonies, “the sweat and the dead bodies of

Negroes, Arabs, Indians and the yellow races that have fuelled the ‘opulence’ of

Europe”(The Wretched 96). In his works, Fanon describes the colonial world as a 

Manichaean world, in which the world of the native is the antithesis of the world 

of the settler.  

Fanon had first-hand experience of the psychological effects of the colonial 

situation in Algeria on the edge of decolonization. He reported that the Algerians 

were the victims of violence in all its forms, namely rape, torture, and death. Fanon 

explained that colonial violence is a symptom of sadistic, racist anger, basic to the 

colonial system. Fanon wrote from the perspective of a colonial subject in the 

heyday of decolonization. He emphasized the cultural aspects of the colonized in 

theirquestforidentity.Fanon’sThe Wretched of the Earth has been an anticolonial 

work which forcefully spoke of the misery of the colonized (Walder 73-74).    

Fanon’s works, namely Black Skin, White Masks (originally Peau noir, masques 

blancs, Paris, 1952), The Wretched of the Earth (Les damnes de la terre, Paris, 

1961), Studies in a Dying Colonialism (L’an cinq de la revolution algerienne, Paris, 
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1959) and Toward the African Revolution (Pour la revolution africaine, Paris, 

1964), developed Marxist and psychoanalytic accounts of the crippling 

consequences of colonization. Fanon was also an active supporter of the 

“Negritude” movement led by Francophone writers namely, Aime Cesaire of 

Martinique, Leopold Senghor of Senegal and Leon Damas of French Guiana, who 

attempted to celebrate black cultural and literary attitudes (Walder 73).      

The Wretched of the Earth offers a harsh criticism of the false humanity of Europe 

and of the emptiness of the mimic men who have installed themselves as captains of 

the postcolonial state. It also gives poignant hopes for overcoming the debilitating 

forms of social and psychic wretchedness that haunt the colonial and postcolonial 

worlds (Scott 200). In The Wretched of the Earth, Fanon brings together 

psychoanalytic notions of the alienation of the colonized, with Marxist notions of 

the economic and historical forces such as poverty which have brought about that 

alienation (Walder 75).      

In his Preface toFanon’sThe Wretched of the Earth, Jean-Paul Sartre, a supporter 

of liberation movements, asserts that, in this book, “ThirdWorld finds itself and

speakstoitselfthroughhisvoice”,addressingtheEuropeanreaderwho“pretendsto

forgetthatyouowncoloniesandthatinthemmenaremassacredinyourname”(The 

Wretched 10, 14). 

Fanon’s The Wretched of the Earth remains a very significant work for 

postcolonial thinking because Fanon wrote from the perception of a colonial 

subject in the midst of an independence struggle. It is also very significant 

because Fanon addressed the cultural aspect of colonial and postcolonial history 

giving it a central place. Indeed, in The Wretched of the Earth, Fanon has spoken 
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more directly, profoundly, and lastingly than any other single anticolonial work on 

behalf of and to the colonized (Walder 57).      

On the other hand, Black Skin, White Masks is thought of as the earlier meditation 

on the psycho-political aporias of black identity (Scott 196). Fanon believes that 

colonial institutions repress the colonized self and prevent the colonized people 

from achieving a higher and unifying consensus. Hence, the colonized are alienated 

from a harmonious identity (Scott 204). 

In Black Skin, White Masks, Fanon dramatizes the instability of psychic 

identification under colonialism’s hegemonic rule of racist stereotype and

primitivist fantasy. His prophetic accounts of anticolonial nationalist struggle 

influenced a world of revolutions (Cooppan 5-6). 

Both Fanon and Memmi theorized about an inferiority complex associated with 

colonized peoples. Thus, the colonized values oneself according to the standards of 

the colonizer. The former embodies a sense of inferiority through internalizing the 

perspective, values and ideology of the colonial or imperial hegemony. Memmi 

asserts that the “myth of the colonized” is maintained by the colonizer as an

instrument of colonial power (Bohata, Post-Colonialism 22).   

What is paradoxical is that the colonized seeks a sense of identity that stems 

fromidentificationwiththecolonizer,“fortheblackmanthereisonlyonedestiny.

And it is white” (Fanon, Black Skin 12). In Black Skin, White Masks, Fanon 

describeshow“thenegroof theAntilleswillbecomeproportionatelywhiter in 

direct ratio tohismasteryof theFrench language” (18). The desire of the black 

Antillean to become white turns out to be very helpful in understanding self-

alienation and inferiority complex (Bohata, Post-Colonialism 23). 
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Fanon also stresses the association of vice and virtue with black and white 

respectively. 

the Antillean has recognised himself as a Negro, but by 

virtue of an ethical transit, he also feels (collective 

unconscious) that one is a Negro to the degree to which 

one is wicked, sloppy, malicious, instinctual. 

Everything that is the opposite of these Negro modes of 

behaviour is white (Black Skin 192). 

Fanon’s concepts of whiteness and blackness are also signifiers of wider cultural 

attributes and the dynamics of power. Heasserts, “Furthermore, Iwill broaden the

field of this description and through the Negro of the Antilles include every colonized 

man[sic]”(Black Skin 18). 

Fanon offered an insight into the cultural aspect of the postcolonial condition. 

According to Fanon, “native” cultural producerswould go through three phases

in relations with the dominant, colonial culture. Firstly, the native demonstrates 

complete assimilation of the culture of the occupying power. Then, in the second 

phase, the native is disturbed; he decides to remember what he is. Finally, in the 

third phase, which is called the fighting phase, the native fights for a nationalist self-

assertion. This last phase is opposed to the first phase calling for a revolutionary 

literature such as that expressed in the writings of Ngugi wa Thiong’o and the

Trinidadian Michael Anthony (The Wretched 222-3). Hence, Fanon’s cultural

paradigm has been more influential among writers and critics in the newly 

decolonized nations of the Caribbean, and Africa (Walder 78). 

Nation and nationalism has been a crucial focus for liberating the colonized from 

imperialist oppression through creating an “imagined community” and inventing a

self-image.Fanonexplainsthat“anationalcultureisthesolebodyofeffortsmade by 
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a people in the sphere of thought to describe, justify and praise the action through 

whichthatpeoplehascreateditselfinexistence”(The Wretched 233). 

Benita Parry views Fanon and his fellow Martiniquan Aime Cesaire as,  

“authors of liberation theories... [who] affirmed the 

intervention of an insurgent, unified black self, 

acknowledged the revolutionary energies released by 

valorising the cultures denigrated by colonialism and, 

rather than construing the colonialist relationship in terms 

of negotiations with the structures of imperialism, 

privileged coercion over hegemony to project it as a 

struggle between implacably opposed forces (Parry 179). 

Fanon is par excellence the revolutionary architect of anticolonial liberation. 

Narrative of liberation links a past and a present of domination to an expected future 

of Freedom through such generative tropes as alienation, repression, consciousness, 

awakening, resistance, struggle, and realization. Narrative of liberation works 

through the creation of an oppressive power that denies the subjugated their 

essential humanity. Therefore, the colonial subject moves from alienated 

dehumanization to self-realization (Scott 200-1). 

Colonized subjects are physically and psychologically dehumanized. The 

reaction to this process of domination is immature in the form of more or less 

disorganized violence (Scott 202). Colonialism,asFanonputs it,“isnota thinking

machine, nor a body endowed with reasoning faculties. It is violence in its natural 

state, and itwill only yieldwhen confrontedwith greater violence” (The Wretched 

61). 

There is a necessary correlation between the structure of the dehumanizing 

power that constitutes the colonial order and the project of decolonization. In this 

project therefore decolonization can have little meaning unless it, like the power it is 
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displacing, is total, absolute (Scott 203). Fanon believes that, “In decolonization,

there is therefore the need of a complete calling in question of the colonial 

situation”(The Wretched 37). 

Narrative of liberation represents the moment of consciousness; the moment of 

awakening – the creation of what one might call an anticolonial will. Fanon 

stresses the fact that independence constitutes the privileged political space of 

freedom, that space in which the ex-colonized are restored to their own history, and 

their humanity (Scott 202-3).Fanon’sThe Wretched of the Earth is one of the great 

texts through which narrative of liberation is articulated (Scott 198). In it Fanon 

believesthatanation’squestisaquestforautonomyandself-determination (Scott 

203).     

Albert MemmiassertsthatFanon’srevolutionarystruggleisduetohiscultural

rootlessness. He explains that Fanon is alienated from the French culture he was 

brought up to admire, the Martiniquan culture he was brought up to reject, and the 

Algerian culture he adopted but was never familiar with. He adopted a universalist 

humanism, being the voice of all oppressed subjects in a Messianic tone (Memmi 

1). 

5. The Postcolonial Dance of Discourse and Power 

Has colonialism really placed civilizations in contact? 

[...] I answer no. [...] No human contact, but relations of 

domination and submission (Cesaire, Discourse on 

Colonialism 11, 21). 

Edward Said’s 1978 publication of Orientalism was an attempt of colonial 

discourse analysis to expose the hegemonic power relations between the colonizer 

and the colonized (Cooppan 2). Said argues that knowledge is closely related to 
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the operations of power. In his book Orientalism, Said believes that knowledge 

about the Orient was an ideological accompaniment of colonial power. Said’s

work spins around the idea that knowledge about non-Western peoples and cultures 

was accompanied by the ideological process of exerting power over them. Hence, 

Said attempts to problematize colonialism as a discursive formation enduring into the 

present (Scott 14). 

In Orientalism, Said argues that the Orient was never a place but rather an 

“idea”, “a creation with no corresponding reality.”  What brought that purely

conceptualspaceintobeing,arguesSaid,isaEuropean“styleofthoughtbasedon

an ontological and epistemological distinction” made between “the Orient” and

“the Occident”. Said’s name for that “style of thought” is Orientalism (Slemon, 

“Post-colonialCriticalTheories”193). 

Orientalism is a discipline that is concerned with the misrepresentation of non-

Western cultures in colonial discourse. Said exposes how this discipline is 

sustained by many other disciplines such as philology, art, economic and cultural 

studies, history, anthropology, philosophy, archaeology and literature (Loomba 

42). Orientalism, along with the shifting perspectives on ideology and culture, is 

very crucial in explaining the making and functioning of colonial societies. Young 

asserts that, “colonial discourse analysis […] forms the point of questioning of

Westernknowledge’scategoriesandassumptions”(Young11).  

Many Western intellectuals such as Theodor Adorno, Walter Benjamin and 

Hannah Arendt had also examined the relationship between the production of 

knowledge about the colonial world and the ideology of domination (Williams and 

Chrisman7).EventhoughSaid’scritiqueisanticipatedbyothers,itwasnewinits



47 

 

wide focus, its recourse toFoucault’sworkofthelinkbetweenknowledgeandthe

exercise of power, its use of literary texts to debate historical and epistemological 

processes. Indeed, Said’s exploration of how culture and knowledge are used to

interrogate colonial power inaugurated colonial discourse studies (Loomba 44). 

Therefore, Orientalism is a Foucauldian “discourse” which puts forward the

idea that colonial relations might be interwoven with, produced by, and productive 

of a “colonial discourse” that can be analysed through textuality (Slemon, “Post-

colonialCriticalTheories”193). Said asserts that certain texts are given 

the authority of academics, institutions, and 

governments. […] Most important, such texts can

create not only knowledge but also the very reality 

they appear to describe. In time such knowledge and 

reality produce a tradition, or what Michel Foucault 

calls a discourse, whose material presence or weight, 

not the originality of a given author, is really 

responsible for the texts produced out of it 

(Orientalism 94). 

Thus,Said’sOrientalism is influenced by the French post-structuralist Michel 

Foucault (1926-1984), who theorized the way power over the colonized is 

internalized through ideology, discourse, or language (Walder 70). 

Said examined French and English canonical texts from the end of the eighteenth 

centurytoshowtheirconstructionofthe“East”bythe“West”asinferiorand“other”

(Walder 71). Hefinds“whatissilentormarginallypresent”,readingthemafreshin

the context of imperial histories (Culture and Imperialism 78). Said, like Foucault, 

connects literary and cultural texts to structures of thought and the workings of 

power. He brings together a range of creative writers, statesmen, political thinkers, 

philologists and philosophers who contributed to Orientalism as an institution 

whichthenprovidedthelensthroughwhichthe“Orient”wouldbeperceived,and
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controlled. Hence, power over colonized lands is reinforced by literary and 

cultural texts and ideas about the power of the West over the Orient (Loomba 42-

3). 

Said asserts that images of the Orient in European literary texts, travelogues 

and other writings contributed to the construction of an opposition between Europe 

andits“others”.Hence,thisrepresentationoftheOrientwasvitaltothecreationof

European culture as superior over other cultures and hegemonic towards other 

lands (Loomba 43). Said believes that these canonical texts should be interrogated 

andreinterpretedintermsofthe“revolutionaryrealitiesoftheworldtoday,inwhich

post-colonial societies were embattled and marginalized. Criticism should, according 

to Said, ‘situate’ literature in terms of emerging connections across national 

boundariesandother‘coercive’globalpower-structures”(“Figures”3-17). 

Discourse analysis exposes how power works through language, literature, 

culture and history. In this way, Said succeeded in showing how colonial authority 

functioned through producing a discourse about the Orient. Said analyses the 

structures of thinking manifest in literary and artistic production, in political and 

scientific writings and, more specifically, in the creation of Oriental studies  

(Loomba 45). Said’sbasic theory is thatOrientalism,or the ‘study’of theOrient,

“was ultimately a political vision of reality whose structure promoted a binary

opposition between the familiar (Europe, the West, “us”) and the strange (the

Orient, the East,“them”)”(Orientalism 43). 

Said emphasizes the fact that knowledge of the Orient could never be objective 

because it was embedded in colonial history and power relations. The Indian nationalist 

Bipin Chandra Pal asserted that:  
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When […] the European scientist studies the physical 

features of our land, when he mensurates our fields, 

trigonometrates our altitudes and undulations, investigates 

our animal, our vegetable or our mineral kingdoms, the 

records of his study are accepted as true and authoritative. 

But the study of man belongs altogether to a different 

plane. […]Here also the eye sees, the ear hears, but the 

real meaning of what is seen or heard is supplied not by 

the senses but by the understanding, which interprets what 

is heard in the light of its own peculiar experiences and 

associations (8-9). 

Therefore,Orientalists’knowledgeaboutnon-Europeans is culturally biased and 

not objective but 

a political vision of reality whose structure promoted 

the difference between the familiar (Europe, the West, 

‘us’)andthestrange(theOrient,theEast,‘them’).[…]

When one uses categories like Oriental and Western as 

both the starting and the end points of analysis, 

research, public policy […] the result is usually to

polarize the distinction – the Oriental becomes more 

Oriental, the Westerner more Western – and limit the 

human encounter between different cultures, traditions, 

and societies (Orientalism 45-46). 

Nevertheless, Orientalism is not without its critics. Porter (1983) asserts that 

Orientalism suggests that a binary opposition between East and West has been a 

more or less static feature of Western discourses from classical Greece to the 

presentday.ThusSaid’sbookisseentoflattenhistoricalnuancesintoafixedEast

versus West divide (Porter 46). 

There are three charges to Said concerning his work Orientalism. First, Said 

inflates the role of literary, ideological and discursive aspects, implying that 

colonialismwas largely an ideological construct. Second, Said’swork focuses on

canonical Western literary texts. Finally, Said stresses the imposition of colonial 

power rather than on the confrontation to it (Bohata 200). 
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Orientalism is fundamentally concerned with how the Orient was constructed by 

Western knowledge, and not with how colonial subjects resisted such construction. 

However, this does not mean that colonialist discourse is all pervasive. In other 

works, Said examines anti-imperialist theorists such as Fanon in order to think 

about resistance and decolonization (Loomba 48). 

Foucault himself asserted that power and resistance are inextricably linked. 

Hence, Said’s work proves to be incomplete. Hence, colonial discourse studies

nowadays are trying to locate and theorize oppositions, resistances and revolts 

(successful and otherwise) on the part of the colonized (Loomba 48). 

Anticolonial nationalists depended on certain epistemological assumptions 

regarding culture, class, subjectivity, history, and knowledge to start the new 

theoretical practice of postcoloniality. EdwardSaid’sOrientalism was the text that 

played a crucial role in opening it up and making it visible as a space of criticism.  

The colonized had been reshaped, materially and psychologically, and the mission 

of the anticolonial project was the restoration of the colonized to full self-possession. 

The problem of the relationship between colonialism and knowledge consisted in the 

problem of the discrepancybetweenEurope’s (mis)representations and the reality of

the colonized: the problem, in other words, of the inauthenticity of colonial knowledge 

(Scott 11). 

If colonial power had produced this representation/reality split (the well-known 

split of colonial alienation in which the colonized subject is divided from his/her 

authenticself,andthewholeproblem,derivedfromthatsplit,ofthe“nationalculture”
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of the colonial intelligentsia),
2
 then the task of decolonization consisted in the demand 

of self-representation, a process of restoring an authentic relationship between 

representation and reality (Scott 11). 

What the anticolonial moment demanded, therefore, was first and foremost a 

theory of politics, a theory of liberationist politics that would bring about this 

restoration. The goal of the anticolonial project is the decolonization of the 

conceptual apparatus (Scott 11-2). 

As a political-theoretical project, postcoloniality has been concerned 

principally with the decolonization of representation; the decolonization of the 

West’s theory of the non-West. This space of postcoloniality has profoundly 

altered our ways of thinking about colonialism. Postcoloniality altered the 

question about colonialism and provided a new set of conceptual tools with which 

not merely to revive colonialism as a going problematic, but to reframe it in terms 

of the relation between colonial power and colonial knowledge. Hence, 

Postcoloniality endorsed a systematic rethinking of contemporary practices in 

terms of the extent to which they reproduced forms of knowledge that emerged as 

part of the apparatus of colonial power (Scott 12). 

What postcolonialism urgesistorestoretothecolonizedthe“agency”deniedby

Eurocentrism. The postcolonial story attempts to show that European power was 

never all-encompassing, never total, and that the colonized always resisted, always 

made their own history (Scott 16). 

                                                           
2
 This is famously theorized in the work of Frantz Fanon, The Wretched of the Earth (New York: 

Vintage 1967); and Amilcar Cabral, Return to the Source: Selected Speeches of Amilcar Cabral (New 

York: Africa Information Service. 19731. 
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Said shows that this antagonism is crucial to European self-image. He points 

out that colonized peoples are viewed as irrational, barbaric, sensual, lazy, 

uncivilized, and static. The colonizers, on the other hand, are seen as rational, 

educated, hard-working, developing, and civilized (Loomba 45). Many colonial and 

postcolonial novels deal with the problematic of a cultural encounter. The narrative of 

Eurocentrism is toppled by a new paradigm of cultural politics. The “dominating”,

“dominated”binaryremains the perpetual theme of cultural encounter and its persistence 

textualises history and historicises texts (Saswat 1). 

6. Recovering Subaltern Speech 

Postcolonial critics think of the native subject in the postcolonial condition as 

powerless, passive, and voiceless. Gayatri Spivak, for instance, put forward the idea 

that the subaltern cannot speak (Goldberg and Quayson 327). In her famous essay, 

“CantheSubalternSpeak?”, Spivak theorizes about the production and retrieval of 

subaltern speech. Spivak’s aim is, in herwords, “to learn to speak to (rather than

listen to or speak for) the historically muted subject of the non-elite”(Spivak, 1988a, 

271). 

Using“sati”,anancient Indian practice of the self-immolation of a widow on her 

husband’sfuneralpyre,Spivakpresentsassymbolicof thesubaltern
3
 the case of a 

political activist who sought to communicate her personal predicament through her 

suicide, but whose communication was foiled by the codes of patriarchy and 

colonialism in which her actions were inevitably inscribed (Chrisman and Parry 40). 

Spivak depicts her situation in the following terms: 

                                                           
3
 Subaltern was a military term used for officers under the rank of captain. It is borrowed from Gramsci 

to refer to any oppressed person. 
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A young woman of sixteen or seventeen, 

Bhuvaneswari Bhaduri, hanged herself in her father’s

modest apartment in North Calcutta in 1926. The 

suicide was a puzzle since, as Bhuvaneswari was 

menstruating at the time, it was clearly not a case of 

illicit pregnancy. Nearly a decade later, it was 

discovered that she was a member of one of the many 

groups involved in the armed struggle for Indian 

independence. She had finally been entrusted with 

political assassination. Unable to confront the task and 

yet aware of the practical need for trust, she killed 

herself ... Bhuvaneswari had known that her death 

would be diagnosed as the outcome of illegitimate 

passion. She had therefore waited for the onset of 

menstruation. While waiting, Bhuvaneswari, the 

brahmacarini who was no doubt looking forward to a 

good wifehood, perhaps rewrote the social text of sati-

suicide in an interventionist way (Spivak 307). 

In her essay, Spivak confirms rather than counters the silencing effect of 

domination (Chrisman and Parry 40). She believes that the subaltern’s

voice/consciousness cannot be recovered, since the subaltern cannot be heard or 

read. Young explains the impossibility of recovery, 

Rather than speak for a lost consciousness that cannot 

be recovered, a paternalistic activity at best, the critic 

‘canpointtotheplaceofwoman’sdisappearanceasan

aporia, a blind-spot where understanding and 

knowledge is blocked. Complicating the assumption 

that the gendered subaltern is a homogeneous entity 

whose voice can be simply retrieved, Spivak 

demonstrates the paradoxical contradictions of the 

discourses which produce such aporia in the place of 

subject-positions, showing that the sati herself is at best 

presented with the non-choice of the robber’s ‘your

money or your life!’ ‘Voice’ is of little use in this

situation (Young 64). 

Here, Spivak suggests that the subaltern is mute by definition. Active agency or 

organizedresistancecannotapplytosubalternity.Spivakstates,“Tothatextent,the

subaltern is the name of the place which is so displaced from what made me and the 

organized resister, that to have it speak is like Godot arriving on a bus. We want it to 
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disappearasanamesothatwecanallspeak”(Spivak 91). Indeed, Spivak seems to 

reconstitute the subaltern not only as a unified subject which cannot speak, but as a 

mute object – positioned outside agency (Chrisman and Parry 40). 

Spivak asserts that we cannot retrieve a sense of colonised peoples as subjects of 

their history since our understanding of those subjects and their own history depends 

on colonial texts. She concludes that, “the subaltern cannot speak,” and that

“representationhasnotwitheredaway”(Spivak308). 

GayatriSpivakassertsthatitisdifficultforthecolonizedor“subaltern”subjects

torecover“voice”or“agency”.Spivakarguesthattoachieve“recovery”of“voice”

would be of a paramount importance in challenging the devastating impact of 

colonial power, which was so persistent that it re-wrote intellectual, legal and 

cultural systems (Loomba 48-9). Henry Louis Gates suggests that for Spivak, 

therefore,“alldiscourseiscolonialdiscourse”(Gates466). 

Spivak’s assertion that the subaltern cannot speak has been read as “an

expressionofterminalepistemologicalandpoliticalpessimism”(Loweetal.83).In

a later interview, Spivak said that she was misunderstood. She claimed that her 

purpose was to solve the problem of political subjectivity by romanticizing the 

subaltern as problematic and complex (Spivak 90). 

7. Homi Bhabha and the Hybrid Identity 

Many critics, notably Homi K. Bhabha, have asserted that the colonized has failed 

in creating stable and fixed identities. They rather put forward the idea of the 

“hybridity” of identities and the “ambivalence” of colonial discourse. JanMohamed

argues that ambivalence itself implies a Manichean dichotomy between the colonizer 
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and the colonized, and this is what really structures colonial encounters and relations 

(Loomba 91-2). Thus, while Abdul JanMohamed stresses the “Manichean”

antagonism between colonized and colonizers. Homi Bhabha, however, suggests 

the fuzziness and ambiguity of this division (Loomba 127). 

Bhabha attempts ashifttowardsareadingofthe“in-between”spaces,thespaces

in excess of the sum of the parts of social and cultural differences. His critical method 

alignsitselfwiththedemandnowbeingmadebyallkindsof“in-between”groupsin

the present-day post-colonial world – diasporic and minority communities, as well as 

disidentified social collectivities of all descriptions. Hence, theory must discover new 

andarticulatewaystocometotermswiththesegroups’experiences,pastandpresent.

Moreover, it must learn how to articulate a politics of cultural, racial, religious, or 

sexual differences without simply celebrating plurality at the expense of a cognizant 

description of social power and the differences it makes (The Location 2). 

The figure of the hybrid (individual, text, cultural expression) is associated with 

ideas of exile (including a metaphorical exile from one’s native culture brought 

about by alienation from language, landscape or the like) and the concomitant 

experience of self-division, dislocation or alienation experienced by the colonized 

(Bohata 129). Thus, hybridity results from cultural contact and exchange. Though it 

is a painful and troublesome for the individual to undergo this process, creating a 

hybrid liminal space proves to be a very exciting and fertile arena of cultural 

production (25). 

Bhabha’s use of the concept of hybridity has been both themost influential 

and the most controversial in postcolonial studies. Bhabha recalls Fanon to 

suggest that liminality and hybridity are necessary aspects of the colonial 
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condition. According to Fanon psychic trauma results when the colonized subject 

realizes that he can never attain the whiteness he has been taught to desire, or shed 

the blackness he has learnt to devalue. Thus, Bhabha emphasizes that colonial 

identities are always a matter of flux and agony. In an essay about Fanon’s

importanceforourtime,Bhabhaassertsthat“Itisalwaysinrelationtotheplace

of the Other that colonial desire is articulated.” Furthermore, Bhabha expounds

that Fanon’simageofblackskin/whitemasksisnot‘aneatdivision’but 

a doubling, dissembling image of being in at least 

two places at once which makes it impossible for the 

devalued, insatiable evolue to accept the colonizer’s

invitation to identity: “You’re a doctor, a writer, a

student, you’re different, you’re one of us”. The 

ambivalent use of “different” that the Unconscious

speaks of the form of Otherness. It is not the 

Colonialist Self or the Colonised Other, but the 

disturbing distance in between that constitutes the 

figure of colonial otherness – the White man’s

artifice inscribed on the Black man’s body. It is in

relation to this impossible object that emerges the 

liminal problem of colonial identity and its 

vicissitudes (Bhabha 117; Loomba 148). 

Terry Collits asserts that Fanon reminds us that “Skinisnot justassumedlikea

mask: it is god-given even if its meanings are social, discursive. What skin and masks 

have in common is that they mark the interface between the self and the world: they 

aretheborder”(Collits65-6; Loomba 148-149). 

For Fanon, the image of“blackskin/whitemasks”evokesnotahybriditybut

“a violated authenticity”. For Bhabha, nonetheless, this image suggests an 

ambivalence that indicates not just the trauma of the colonial subject but also the 

workings of colonial authority as well as the dynamics of resistance. Colonial 

authority undermines itself by not being able to replicate its own self perfectly 

(Loomba 149). 
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Inhisessay,“SignsTakenforWonders”,Bhabhadiscussesthetransmissionof

the Bible in colonial India, and how the book is hybridised in the process of being 

communicated to the natives. Bhabha concludes that “the colonial presence is

always ambivalent, split between its appearance as original and authoritative and 

its articulation as repetition and difference”(149).Hence, theIndianscanmimic

but never exactly copy English values. According to Bhabha, this is an image of 

the failure of colonial discourse and a site for resistance: 

resistance is not necessarily an oppositional act of 

political intention, nor is it the simple negation or the 

exclusion of the “content” of another culture, as

difference once perceived ... [but] the effect of an 

ambivalence produced within the rules of recognition 

of dominating discourses as they articulate the signs 

of cultural difference (149). 

According toBhabha’swork,thehybridityofbothcolonizerandcolonizedcan

be conceived only by tracing the vicissitudes of colonial discourse, or the 

mutations in European culture (Loomba 151). Thus, the transaction of the 

postcolonial identity is not a one-way process in which the colonized oppresses or 

silences the colonized absolute terms. In practice, postcolonial writing stresses the 

mutuality of the process. It stresses the survival of the distinctive aspects of the 

culture of the oppressed. These distinctive aspects become an integral part of the new 

formations which arise from the clash of cultures characteristic of imperialism 

(Saswat 128).     

Moreover, postcolonial studies have been interested in the issues of hybridity, 

creolization, and mestizaje – with the in-betweenness, diasporas, mobility and 

cross-overs of ideas and identities generated by colonialism (Loomba 145). 

Hybridity deals with the black diasporasor“themovementsofblackpeople[from
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Africa to Europe and the Americas] not only as commodities but engaged in various 

strugglestowardsemancipation,autonomyandcitizenship”(Gilroy146).Problems

of cultural adjustment and adaptation immediately arose because of the movement 

of peoples of different cultures (Rupert 9). Therefore, these movements of people 

createdwhatGilroycalls“ablackAtlantic”,whichhedefinesasan“intercultural

andtransnationalformation”which“providesameans to re-examine the problems 

of nationality, location, identity, and historical memory” (Gilroy 16). Gilroy

demonstrates the extent to which African-American, British and Caribbean 

diasporic cultures mould each other as well as the metropolitan cultures with which 

they interacted. Such diasporas have generated new and complex identities whose 

analysis demands new conceptual tools (Gilroy 16). 

Stuart Hall points out that “the black subject and black experience are […]

constructed historically, culturally, and politically”. The term “ethnicity” has

dominantly been used to indicate biologically and culturally stable identities, but 

Hall asks us to decouple it from its imperial, racist or nationalist deployment and 

to appropriate it to designate identity as a constructed process rather than a given 

essence. For Hall, the new black ethnicities visible in contemporary Britain are 

resultsof the “cut-and-mix”processesof “culturaldiasporaization” (Hall 1996c:

446-447; Loomba 147-8). 

Thus, ironically, the split, ambivalent, hybrid colonial subject projected in 

Bhabha’sworkisinfactcuriouslyuniversalandhomogeneous – that is to say he 

could exist anywhere in the colonial world.Fanon’s critical ideas stem fromhis 

own experience, as a French-educated Martiniquan who became an Algerian 
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nationalist, which reflects themes of alienation, national longing and 

transnationalism that mark the experience of diaspora (Loomba 151).  

Immigration is perhaps the definitive characteristic of the twentieth century. 

George Lamming asserts that since “exile is a universal figure”, it is always

tempting to present this experience in universalised terms (Lamming 12). 

However, there are significant differences between different kinds of diasporic 

experiences and exiles. For example, the experiences and traumas generated by 

the single largest population shift in history – the 1947 Partition of India and 

Pakistan – are quite different from immigration from once-colonised nations to 

Europe or America (Loomba 151). 

Besides, anticolonial movements and individuals drew upon Western ideas and 

vocabularies to challenge colonial rule and hybridised what they borrowed by 

juxtaposing it with indigenous ideas. They ultimately use these ideas to assert 

cultural alterity and an unbridgeable difference between the colonizer and the 

colonized. Gandhi’snotionofnonviolenceorpassiveresistance,forexample, was 

forged by his reading of Emerson, Thoreau, and Tolstoy. Moreover, the theory of 

Negritude was articulated in a very French idiom, and drew upon French 

intellectual traditions (Loomba 146). 

Hybridity or mestizaje is more self-consciously invoked as an anticolonial 

strategy by some Caribbean and Latin American activists, most notably the Cuban 

writer Roberto Fernandez Retamar. In a landmark 1971 essay, Retamar writes that 

“ourmestizo America”isuniqueinthecolonialworldbecausethemajorityofits

populationisraciallymixed,itcontinuestouse“thelanguagesofourcolonizers”,
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and “somany of their conceptual tools […] are also now our conceptual tools”

(Retamar 9-11). 

InBhabha’swork,mimicryisaneffectofthecrackswithincolonialdiscourse

(with discourse being understood in entirely linguistic terms).  Resistance is a 

condition produced by the dominant discourse itself. Bhabha’swritings are indeed 

useful in insisting that neither colonizer nor colonized is independent of the other. 

Colonial identities – on both sides of the divide – are unstable, agonized, and in 

constant flux. This undercuts both colonialist and nationalist claims to a unified 

self, and also warns us against interpreting cultural difference in absolute or 

reductive terms (Loomba 149-50). 

Theideaofethnicpluralism,thateveryoneinasocietyis‘ethnic’,doesnotreject

the idea that some ethnic groups exercise dominance in a society. Indeed, this idea of 

ethnic pluralism goes against the idea of “essentialism” or the “dominant centre

group”(Saswat129).StuartHallassertsthatdue to the increasingly complex politics 

of representation and old binarisms of black/white, conceptions of the “essential”

dominant ethnic subject are now increasingly open to question (Hall 129). 

However, critics such as Benita Parry (1994a) assert that current theories of 

hybridity and ethnic pluralism work to downplay the bitter tension and the clash 

between the colonizers and the colonized. Thus, such theories distort  the dynamics 

of anticolonial struggle. Nationalist endeavours as well as pan-nationalist 

movements such as Negritude were triggered by the alienation and the anger of 

the colonised, and cannot be understood, according to this view, within the 

parameters of current theories of hybridity (Parry 152).      
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Last but not least, hybridity can be seen as one contribution of the postcolonial. It 

helps in evading the reproduction of the binary categories of the past and developing 

new anti-monolithic models of cultural exchange and growth (Saswat 128). V.S. 

Naipaul and Bharati Mukherjee, Jamaica Kincaid and Lauretta Ngcobo, have 

emphasized“hybridity”asthecharacteristicfeature of postcolonial histories, cultures 

and literatures (Walder 80).Therefore,the“post”inpostcolonialismdoesnotshutoff

the historical process. It is being reinterpreted towards the future (Walder 82). 
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CHAPTER TWO: COLONIAL IMAGINATION AND IDEOLOGICAL 

PERCEPTIONS 

Because of the derogatory discourse of colonialism and imperialism, postcolonial 

African and Caribbean writers have set out to write back by sketching a new 

(re)presentation of the oppressed. Their novels are replete with ideology and politics 

in such a way that they influenced the rewriting of history and literature. Indeed, 

Achebe, Ngugi, and Naipaul have expressed the plight of the colonial experience and 

postcolonial condition through the art of the novel.    

1. Challenging Western Imperialist Discourse in Arrow of God 

The fictionalization of history caused the misinterpretation of Africa which calls 

forthequestforculturalrecovery.AbiolaIrele’sarguesthat, 

Imaginative literature in particular has functioned side 

by side with historical writing in the African assertion 

of an indigenous historicity, in the challenge to Western 

discourse which has sought to deny us true historical 

existence before our encounter with Europe (Irele, 

1993, 167-8). 

Achebe  rejects  the“monologic”  form ofCary’s novels  to create his own

kindof“dialogic”novel(Innes,1990,18).Ashcroftet al. state that Frantz Fanon 

“was able to characterize the colonial dichotomy

(colonizer-colonized)astheproductofa‘manichaeism

delerium’ [a term used in his book Black Skin, White 

Masks], the result of which condition is a radical 

division into paired oppositions such as good-evil; true-

false; white-black, in which the primary sign is 

axiomatically privileged in the discourse of the colonial 

relationship”(Empire 124-25). 

TheimportanceofAchebe’sworksisapparentinhischallengingWesternImperialist

discourseaboutAfrica.SimonGikandiassertsthat,“itisthroughwordsthatcolonial
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culture inscribes its presumed superiority over the African culture” (Gikandi, 1987,

162).EllekeBoehmerassertsthattheuniquenessofAchebe’sworksisreflectedinits

resistance to Western discourse, 

His reputation as a great world writer rests centrally on 

his staggering success in wresting Africa into non-

African frameworks of cognition through the medium 

of the novel form, yet, importantly, with-out ever 

compromising or substantially changing his novels’

structures of religious and cultural reference (Boehmer 

239).  

This is also due to his infusion between Igbo language traditions and literary 

English creating a cultural impact in most of his works. His engagement with African 

and Western discourses fashioned his consciousness as a writer as well as his moral 

urgency (Lynn1). Indeed,Achebe’suseofAfrican cultural and linguistic traditions 

creates an African viewpoint, and generates a more inclusive narrative consciousness. 

In his essay “The Truth of Fiction” (1989), Achebe states, “actually, art is man’s

constant effort to create for himself a different order of reality from that which is 

given to him; an aspiration to provide himself with a second handle on existence 

throughhisimagination”(139,Achebe’semphasis). 

Moreover,HarryGarubaemphasisesthat“thestrugglebetweenthecolonizedand

the colonizer for the power to narrate [is], as Edward Said tells us, ... the major 

connection between imperialism and culture” (247). Obiechina states that Achebe

could recognize that “the African writer has to correct the false impressions of

African life contained in foreign writing on Africa” (Obiechina 24-25). Achebe 

asserts that the most fundamental role of the writer is that of a teacher. He states, 

“whatI think a novelist can teach is something very fundamental, namely to indicate 

to his readers… that we in Africa did not hear of culture for the first time from
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Europeans”(Achebe1972,7“InterviewbyDonatus”). Achebe stresses the essential 

rationality of precolonial African societies as a way to challenge racist colonial 

stereotypes (Amoko 3-4). Achebe states in There Was a Country: A Memoir, 

Writing has always been a serious business for me. I 

felt it was a moral obligation. A major concern of the 

time [the independence era] was the absence of the 

African voice. Being part of that dialogue meant not 

only sitting at the table but effectively telling the 

African story from an African perspective – in full 

earshot of the world. ... It was important to us [writers] 

that a body of work be developed of the highest 

possible quality that would oppose the negative 

discourse in some of the novels we encountered. By 

“writing back” to the West we were attempting to

reshape the dialogue between the colonized and the 

colonizer. Our efforts, we hoped, would broaden the 

world’s understanding, appreciation, and

conceptualization of what literature meant when 

including the African voice and perspective (53, 55). 

He attempts to rewrite the whole discourse written about Africa. He states, 

Here then is an adequate revolution for me to espouse – 

to help my society regain belief in itself and put away 

the complexes of the years of denigration and self-

abasement. ... For no thinking African can escape the 

pain of the wound in our soul. ... I would be quite 

satisfied ifmy novels (especially the ones I set in the

past) did no more than teach my readers that their past – 

with all its imperfections – was not one long night of 

savagery from which the first Europeans acting on

God’sbehalfdeliveredthem (Achebe,“TheNovelistas

Teacher”71-72). 

Irele points out that, “A title like Chinua Achebe’s Things Fall Apart is 

sufficiently indicative of our thematic preoccupation with the pathos of our historical 

experience” (Irele, 2002, 87). After dropping hisEuropean name and rejecting the 

Westernization evident in his early life, Achebe states that, “although I did not set 

about it consciously in that solemn way, I know that my first book, Things Fall Apart, 
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was an act of  atonement with my past, the ritual return and homage of  a prodigal 

son”(Hopes 38). 

Achebestatesthat“inthecolonialsituation,presencewasthecriticalquestion,the

crucialword”and that thedenialofAfrican ‘presence’ inEuropeandiscourse “was

thekeynoteofcolonialistideology”(Achebe, 1991, 4). The symbolic code of Arrow 

of God proceeds through a chain of oppositions: Winterbottom/ Ezeulu (colonial 

power/traditional power); Nwaka/ Ezeulu (political power/sacred power); John 

Goodcountry/ Moses Unachukwu (desacralization/ retaining the sacred); Oduche/ 

Nwafo (conversion/ fidelity) (Mathuray 51). Arrow of God dramatises how Ezeulu 

andothermembersofhiscommunityattempttocompromisethecolonizer’sruleand

religion with their native culture and heritage (Lynn 15). 

In Arrow of God, Achebe is concerned with the consequences of colonialism and 

not its process. He focuses on the colonial impact on the state of Umuaro (Nwoga 38). 

Ezeulu’s power has been weakened by the British administration. As a result, the

political and social life of Umuaro is disrupted. What is ironic is that the new colonial 

system gets to destroy the most enlightened member of Umuaro community (Awuyah 

217). Gikandi dismisses the mythico-religious dimension of Arrow of God stating that 

“the conflicts inUmuaro are not a rivalry between two godsUlu and Idemili” but

“actually a struggle between two conflicting ideological interests and authorities,”

echoed by Nwaka and Ezeulu (Gikandi, 1987, 153). 

Furthermore, the British colonialists in Arrow of God exhibit arrogance and 

racismtowardsthe Igbopeople(Nwoga38).Theideaof thewhiteman’sburdento

civilize the Africans is expressed by Captain Winterbottom in noting the 

transformation in his houseboy, Boniface, 
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‘He’safinespecimen,isn’the?He’sbeenwithme four 

years. He was a little boy of thirteen – by my own 

calculation,they’venoideaofyears– when I took him 

on.Hewasabsolutelyraw’(Arrow 35). 

Oduche’s education represents a powerful tool to fight against the presence of the

colonizer. Therefore, the attempt of Achebe and other African writers to reclaim 

culture and history is due to the work of the likes of Oduche (Awuyah 218). 

2. Nation-building through Tradition in Anthills of the Savannah 

Achebe attempts to suggest a solution to his troubled society through a new vision 

of the past. In the 1970s,Achebe sawhimself as a protestwriterwhohad “moved

from criticizing his society to directly taking a hand in remolding it” (Ogungbesan

40). In Anthills of the Savannah, Achebe attempts nation-building through tradition. 

He depicts the importance of history to the present and the future. He saw the African 

tradition as a store of values and a source of stability for the future. Therefore, African 

tradition and culture can be the remedy to the problems that the community suffers 

from, namely corruption, deterioration, division, and alienation (Podis and Saaka 

107). 

C.L.Innesandothershavereferredto“thegapbetweenthecontemporaryandthe

traditionalnovels”whichsuggeststhat“Achebesawlittleorganic continuity between 

pastandpresent”.ThischangedwithAnthills of the Savannah where“thetraditional

is seen to be living and continued in new and viable forms in the present” (Innes,

1990, 171, 172). In Anthills of the Savannah, Achebe implies that the journey towards 

the future must be based on a return to the past, to the tradition. In the novel, rural 

Abazon symbolizes the tradition that is depicted in opposition to modernity in the 
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capital of Kangan. The old wise man of Abazon suggests the possibility of mending 

the tradition and learning new thing. 

We do not fully understand the ways of today yet but 

we are learning. A dancing masquerade in my town 

used to say: ‘It is true I donothearEnglishbutwhen

they say Catch am nobody tells me to take myself off as 

fast as I can’…. ‘Soweare ready to learnnew things

and mend our old, useless ways. If you cross the Great 

River to marry a wife you must be ready for the risk of 

nightjourneybycanoe….(Anthills 127).  

Achebe seeks solutions for the present in the frameworks of the past. This is part 

of his decolonizing process and national fortifications. Ikem, Chris, and Beatrice get 

disillusionedbecauseof the stateof chaos and corruption inKangan.Elewa’sbaby

symbolizes hope for the future as well as a testimony to the failures of the past 

(Cooper 86, 59). 

Achebe believes that the problems affecting modern Nigeria can be solved 

through the value system embodied in the traditions of the Igbo culture. He depicts 

characters as types of the varied values embodied in the narrative. He maintains that 

the source of trouble of modern Nigeria can be attributed to the conflict between an 

Igbo value system and a colonial one. The characters in the novel debate their pasts, 

plan political strategy, and attempt to build a community. Most of the characters from 

the ruling class are from the African elite who have received Western-styled 

education. For example, Chris, Ikem, and Sam, His Excellency, all have attended 

Lord Lugard College (Podis and Saaka 105, 107). 

The novel reveals ambivalence towards sociocultural modernization highlighting its 

attraction, and criticizing its liability to corruption, and failure to fit traditional values 

and cultural needs (108). Beatrice is the symbol of the duality between tradition and 
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modernity in the image of both a clever Westernized sophisticate and a “village

priestess”(Anthills 105).  

The presence of the delegation, the kolanut, as well as the childbirth in the novel 

is very significant to the understanding of the novel. The presence of the kolanut in 

theElewa’sbabynamingpartygivespowertothetraditionandcreatesthefeelingof

a unified community. Indeed, the ceremony had a great spiritual effect on Abdul the 

officer of the repressive state security agency, “Abdul, a relative stranger to the

kolanut ritual, was carried away beyond the accustomed limits of choral support right 

into exuberant hand-clapping” (Anthills 228).The birth ofElewa’s daughter amidst

death and tragedy is a symbol of hope and redemption (Podis and Saaka 107, 109). 

Although the last chapter begins with a ghastly portrayal of “a baby born into

deprivation”(Anthills 217), it culminates with the baby naming ceremony that brings 

all the community together and aspiring to a better future, and proclaiming the baby to 

be “the daughter of all of us” (228). The main attempt of Achebe is to suggest a 

cultural and community regeneration based on indigenous roots (Podis and Saaka 

109-10). 

The delegation from Abazon is meant to bring the characters in Bassa with the 

Abazonians as a way to depict community formation. Anthills is based on the legend 

of Idemili, daughter of the almighty, who is sent to earth to restore order and stability 

(Anthills 102), and toeasethepeople’spainfromthesymbolicdroughtcausedbythe

corruptrulingeliteafflicting“parchedsettlementsallthewaytoOrimili”(103).The

“beardedoldman” (122) in the delegation from Abazon propagates the tradition of 

Idemili in the novel. In the delegation, he proves to be the fundamental connection to 

the community throughhis brilliant oration, andwhose stories are “reminders from
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whichfuturegenerationscanlearn”(Innes,1990,163).Inhisskilfuluseofproverbs

and storytelling, the bearded old man revives the spirit of the past and strengthens oral 

tradition.Achebe’sdepictionof theelder’sskill, thoughhe“do[es]notknowABC”

(Anthills 122),echoesthewriter’srelianceonthestoreoftheoraltraditiontolaunch

his protest and call for change (Podis and Saaka 111). 

Achebe’scharactersinAnthills live in a state of spiritual exile though they belong 

to the ruling elite. They are alienated and disenchanted. They are preoccupied with 

discussing ideas to change the status quo, help create new order, and improve the lives 

of the people. As such, they tend to be true participants in community building. Ikem 

can be the epitome of social progressivism. He ponders, 

Theprimefailureof thisgovernment […]can’tbe the

massive corruption though its scale and pervasiveness 

aretrulyintolerable;itisn’tthesubserviencetoforeign

manipulation, degrading as it is; it isn’t even this

second-class, hand-me-down capitalism, ludicrous and 

doomed; nor is it the damnable shooting of striking 

railway-workers and demonstrating students and the 

destruction and banning thereafter of independent 

unions and cooperatives. It is the failure of our rulers to 

re-establish vital inner links with the poor and 

dispossessed of this country, with the bruised heart that 

throbs painfully at the core of the nation’s being 

(Anthills 141). 

Ikem is a promoter of tradition in the novel. He can be read as the writer’s

political mouthpiece. Despite the fact that he is presented as a modern reformer, he 

venerates tradition.Hispresence at the elder’soration reveals his connection to the

tradition (Podis and Saaka 112-3). Moreover, in his speech at the university, Ikem 

tells the audience,  

“MayIremindyouthatourancestors--by the way you 

must never underrate those guys; some of you seem too 

ready todoso, I’mafraid.Well,ourancestorsmadea
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fantastic proverb on remote and immediate causes”

(Anthills 159). 

Therefore, Ikem voices the political views of Achebe. 

3. Ngugi’s Homecoming: Writing Back to Eurocentric Discourse 

Modern African writers have been writing back to Eurocentric narrative practices 

asanattempttorecoverAfrica’shistoryandculture.ChinuaAchebecalledthisactof

writing back “an act of atonement” (Awonoor 251). Basil Davidson calls it the 

reconstitution of a “shattered community, to save or restore the sense and fact of

communityagainstallthepressuresofthecolonialsystem”(155).EdwardSaidcalls

it“restor[ing]theimprisonednationtoitself”(Culture and Imperialism 215).  

According to Fanon and Memmi, the main characteristics of the early postcolonial 

are located in the notion of the colonial-imperial dialectics. Hence, the act of writing 

in postcolonial discourse is subject to the political, imaginative, and social control 

involved in the relationship between the colonizer and the colonized (Nagy-Zekmi 

130). Fanon also believes in the need to redefine the self; what Ngugi describes as an 

exerciseofthe“righttonametheworld”(Moving the Centre 3).  

In his comment on adopting Okonkwo, Chinua Achebe’s hero in Things Fall 

Apart,asasymbolofnationalresistance,Ngugiusesthephrase“theOkonkwosofthe

new literature”.This comment reveals the emergence of the African and Caribbean 

writers who formed the new literature of the 1960s (McLaren 390). Ngugi thinks that 

the African diaspora expresses its political stand through writing by rejecting the 

articulation of some cultural views as universal, “The problem arose only when

people tried to use the vision from any one centre and generalise it as the universal 

reality”(Moving the Centre 4). 



71 

 

Ashcroft, Boehmer, and Harlow, view writing as an act of resistance that assumes 

the existence of a centre and margin(s). As such, postcolonial discourse wavers 

between the two poles of cultural decolonization, abrogation/appropriation. The 

choice and use of language are of a paramount importance to postcolonial writing 

(Nagy-Zekmi 129). 

Abrogation is the rejection of normative forms of the colonizer’s language as

opposed to non-standardanddialectaluseinthecolonies,“arefusalofthecategories

of the imperial culture, its aesthetic, its illusory standard of normative or ‘correct’

usage,anditsassumptionofatraditionalandfixedmeaning‘inscribed’inthewords”

(Ashcroft et al., The Empire Writes Back 37). 

Appropriationistheadaptationofthecolonizer’slanguageinpostcolonialwriting

that might involve different strategies of subversion of the colonial ideology. 

According toAshcroftetal.,“appropriation is the process by which the language is 

madeto‘beartheburden’ofone’sownculturalexperience[…]Languageisadopted

asatoolandutilizedtoexpresswidelydifferingculturalexperiences”(38). 

One of the issues that African writers faced in their endeavour to define Africa 

and to provide a different African historiography is nationalism. The latter was the 

very basis of a new African historiography. Frederick Cooper asserts that this is an 

effort to“put together ‘Africa’ in the faceofgeneral perceptions of everlasting and 

immutabledivisions”(1519).Saiddescribesitas“anassertionofbelonginginandto

a place, a people, a heritage. It affirms the home created by a community of language, 

culture and customs; and, by so doing, it fends off exile, fightstopreventitsravages”

(Reflections on Exile 176).  
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Hence, the debate over identity in the colonized world has spun around two 

conflicting concepts, Afrocentrism as against Eurocentrism. Ashcroft et al. argue that 

Afrocentrism questions the discourse of imperialism and decolonization. It is 

concerned with “a search for an essential cultural purity” (The Empire 40). The 

argument for Afrocentrism has been started by Chinua Achebe in the 1970s and was 

continued by other thinkers, including Ngugï wa Thiong’o who announced his

epistemological break with English and chose to write in his mother tongue, Gikuyu. 

Ngugi’s stepwasmeant todecolonizeAfrican literature and to reach a non-foreign 

audience (Kalua 26).       

In 1960s, when Chinua Achebe published his novel Things Fall Apart, Ngugi 

recognized in Achebe a great novelist who had set about reclaiming the African past. 

Later,Ngugiwanted to transfer someofAchebe’s ideas intohisworks,namely the

criticism of political corruption and the contestation of Western historiography. 

Nevertheless, Ngugi started to distance himself from the project set by Achebe. He 

thinks that although Achebe was critical of the appropriation of Western culture as 

well as postcolonial corrupt governments, he could not provide adequate radical 

critiques of neocolonialism or suggest revolutionary solutions (Podis and Saaka 104). 

When Ngugi published his novel Petals of Blood in 1977, David Maughan-Brown 

viewed it as “a decisive ideological shift,” (180) creating a clear gap between his 

approach and that of Achebe. Later, in Decolonising the Mind (1986), Ngugi 

classified Achebe with those writers whose use of European languages meant “a

servile worship of what is foreign” (19). Indeed, in his later phase, Ngugi views

language, rather than history or culture, as structuring human life and enabling human 

consciousness,  
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The choice of language and the use to which language 

isputiscentraltoapeople’sdefinitionofthemselvesin

relation to the entire universe. Hence language has 

always been at the heart of the two contending social 

forces in the Africa of the twentieth century 

(Decolonising 4). 

He sees language as the most important apparatus of imperialism and “the most

important vehicle” for maintaining colonial power (9). In Decolonising, Ngugi 

remembers his school days and reflects upon the problem of language hegemony, 

“Thus,oneofthemosthumiliatingexperienceswastobecaughtspeakingGikuyuin

thevicinityoftheschool”(11).JustlikeNgugi,MolefiKeteAsante also declared his 

rejection of the Eurocentrism of culture (McLaren 388). By deciding to write in his 

native language, Gikuyu, Ngugi has immensely contributed to the revival of Gikuyu 

ethnicconsciousness(Ogude,“Ngugi’sConceptofHistory”103). 

Ngugi contends that workers and peasants are marginalised in the country’s

narrative history. Thus, he sought to reclaim the history of the colonized from colonial 

domination.Cooperasserts thatNgugi tries to“recover the livesofpeoplewhoare

forgotten in narratives of global exploitation and national mobilisation” (1516).

Ngugi’s postcolonial project of questioning Eurocentric narratives about Africa is

described in his novel, Petals of Blood, 

For there are many questions in our history which 

remain unanswered. Our present day historians, 

following on similar theories yarned out by defenders 

of imperialism, insist we only arrived here yesterday. 

Where went all the Kenyan people who used to trade 

with China, India, Arabia long before Vasco da Gama 

came to the scene and on the strength of gunpowder 

ushered in an era of blood and terror and instability – an 

era that climaxed in the reign of imperialism over 

Kenya? But even then these adventures of Portuguese 

mercantilism were forced to build Fort Jesus, showing 

that Kenyan people had always been ready to resist 

foreign control and exploitation. The story of this 
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heroic resistance: who will sing it? Their struggles to 

defendtheirland,theirwealth,theirlives:who’lltellof

it? (67). 

In Moving the Centre, Ngugi puts forward a historical-political explanation of the 

shiftfromEurocentrismintoa“tri-continental”visionintheThirdWorldinthepost-

independence period (McLaren 390). 

This was the sixties when the centre of the universe was 

moving from Europe, or, to put it another way, when 

many countries particularly in Asia and Africa were 

demanding and asserting their right to define 

themselves and their relationship to the universe from 

their own centres in Africa and Asia (Moving the 

Centre 2). 

Moving the Centre isveryimportanttotheexpressionofNgugi’sresettingoutof

cultural centres and challenging Eurocentric patterns of cultural dominance. He 

strives to position African and diasporic languages in the foreground of cultural 

discourse (McLaren 396). 

NgugistatesthathiswritingisverymuchrelatedtoKenya’s(andthusAfrica’s)

historiography and thinking about its political economy. It is not confined to culture, 

butalso to fundamentally“revisedvisionsof thepast tending towardapostcolonial 

future,  as  urgently  reinterpretable  and  redeployable experiences, in which the 

formerly silent native speaks and acts on territory reclaimed as part of a general 

movementofresistance,fromthecolonist”(Culture and Imperialism 256). 

Ngugi asserts that fiction serves history as it lays the foundations for contesting 

our ideas about national identities, role of history, as well as the way they are 

embedded in power relations. Ngugi advocates the idea of writing history from below, 

having a specific focus on the story of workers and peasants. For him, Kenyan history 
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should focus on the colonized’s struggle and resistance to colonial and neocolonial

domination (Ogude, Ngugi’s Novels 2). 

Asante asserts thatNgugi’s discourse is relevant toAfrocentricity.He refers to

him to supporthisviewsconcerning language,“Therefore,when theKenyanwriter

NgugiwaThiong’ogivesupwritinginEnglishtowriteinGikuyu,heisonthepath

to Afrocentricity” (125).Moreover, he also refers toNgugi to back up his idea on

cultural colonization through linguistic dominance, which decreases “chances for

mental liberation” (167).Besides,NilgunAnadoluOkur alludes toDecolonising to 

question Eurocentrism in the syllabus of the English departments in African schools 

(93). 

Besides, Ngugi and other writers were among the first to criticise corruption in the 

postcolonial state and to target mainly the national bourgeoisie or the ruling class. 

According to Fredrick Cooper, 

African novelists were the first intellectuals to bring 

before a wide public inside and outside the African 

continent profound questions about the corruption 

within postcolonial governments and the extent to 

which external domination persisted. Growing 

disillusionment made increasingly attractive the 

theories of “underdevelopment,” which located the

povertyandweaknessesof“peripheral”societiesnotin

the colonial situation but in the more long-term process 

of domination within a capitalist world system (1524).  

Berman and Lonsdale assert that global imperialism implies that the problems of 

theThirdWorldare“depictedaspartofaself-reproducing global system in which the 

perverse underdevelopment of the periphery was the necessary mirror of genuine 

capitalistdevelopmentatthecentre”(BermanandLonsdale197). 
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4. Decolonizing the Wor(l)d: Ngugi’s Break with English and 

Englishness 

Gatuiria spoke Gikuyu like many educated people in 

Kenya – people who stutter like babies when speaking 

their national languages but conduct fluent 

conversations in foreign languages. The only difference 

wasthatGatuĩriawasatleastawarethattheslaveryof

language is the slavery of the mind and nothing to be 

proud of (Devil on the Cross 56).        

After his graduation from the University of Leeds, Ngugi was appointed as a 

teacher in the English Department at University College, in Nairobi. He later grew 

very critical of the centrality ofEuropean literature in the university’s syllabus.He

started his project to “move the centre” and to root literary studies in an African

epistemologybasedonKenya’sandEastAfrican traditionalverbalartsandcultural

epistemology. As a result, the English Department was abolished and replaced with 

the Department of Literature (Adams 137). 

The literature debate in Kenya in the 1970s was mainly about the status of English 

and Englishness in the postcolony. Discourses on national identity had questioned the 

teaching of English literature in the English Department. The latter was the last to be 

decolonized (Gikandi, Ngugi wa Thiong’o 261). Hence, the type of literary texts to be 

introduced to the curriculum had to be selected carefully in order to curb the ongoing 

denigrationofAfricanliteratures(Ogude,“Homecoming”165). 

In March 1970, Ngugi opened his talk to the Fifth General Assembly of the 

Presbyterian Church of East Africa in Nairobi by saying, “I am not a man of the

Church. I am not even aChristian” (Ngugi,Homecoming 31).  An old man in the 

Presbyterian Church rose to remind him that he was Christian and that an evidence of 
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that was his first name, James. This led Ngugi to change his name, and ultimately, to 

start a journey towards decolonization (Ime Ikiddeh 53). 

After rejecting the Christian tradition and changing his name, which is considered 

to be a major homecoming, Ngugi adds to his identity as a writer, and creates the 

space for the radical Marxist thinking. His publication of The Trial of Dedan Kimathi, 

co-authored with Micere Mugo (1976) and Petals of Blood (1977) marked the 

beginning of his radical aesthetic. His collection of essays in Writers in Politics 

(1981) and Barrel of a Pen (1983) focused on interrogating the place of the dominant 

EnglishliterarycultureinKenya(Ogude,“Homecoming”165). 

Later, Ngugi published Homecoming in 1972. His focus is on the rebuilding of a 

national culture and the rejection of the idea of liberal culture, because the latter 

favours bourgeois individualism over collective consciousness. What makes culture 

indispensable to Ngugi’s narrative of decolonization is its connection with history. 

Ngugi attempts to restore a cultural history that has been for so long denigrated by 

Europeancolonialdiscourse(Ogude,“Homecoming”164). 

Although Ngugi had started to address an audience of Kenyan peasants in his 

works, he still wrote in English. This is undoubtedly an act of enriching the English 

language and its literary tradition. Therefore, Ngugi is in need for a fundamental 

homecoming by rejecting English as a medium of literary expression (Ogude, 

“Homecoming”166). 

Ngugi’s dramatic performance of plays, especially I Will Marry When I Want 

(1979), with a local peasant group in his hometown of Limuru led to his arrest and 

imprisonment. The peasant people of Limuru were active participants in the theatre 

and this did not appeal to the ruling class who denied them performing rights and 
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razed the community-built theatre. Ngugi was later forced to exile (Adams 138). He 

was arrested and detained because of his criticism of Kenyan capitalists in Petals of 

Blood and in his peasant theatre (Gugler 338); the Kenyan government accused Ngugi 

ofengaginginpoliticsundertheguiseofculture(Gikandi,“OnCultureandtheState”

155). While in prison, the news of the publication of his play in Gikuyu pleased 

Ngugi a lot. He is glad that his ideas will reach his audience of peasants and workers. 

He succeeds in voicing their hopes (Cancel 28). 

In 1979, Ngugi no longer considers national consciousness as being embedded in 

ideology, or in the literary practice, or even in the role of literature in education. The 

languages African writers used had become quite revealing about “patriotic” and

“authentic”African literature. ThroughNgugi’s view,we understand that language

has both a material and a historically-determined role as well as a metaphysical or 

spiritual aspect (Gikandi, Ngugi wa Thiong’o 270). 

Ngugi’s paper “Return to Roots”, which he has written after his release from

detention in 1979, resonates with ObiWali’s questioning the place of English and

French culture as the inexorablemedium for theAfrican elite’swriting (Writers in 

Politics 53-65). Later on, Ngugi continues his epistemological project and inaugurates 

a new cultural aesthetics writing Devil on the Cross (1982) and Matigari (1987) in his 

mother tongue, Gikuyu (Ogude,“Homecoming”166).Ngugiconsidershis return to

his native language as a reassertion of self in a multilinguistic, multicultural world. 

Ngugi, however, dismisses one characteristic of linguistic relativity which is that of 

the untranslatability of languages (K. Williams 60). 

Ngugi aims at redefining African literature in terms of its ideology and language. 

HedrawsonObiWali’s1962questionsconcerningthelanguageofAfricanliterature.
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Voicing the problem first raised by Obi Wali in 1962, Ngugi stresses the significance 

of African languages and African history to literature,  

Whose language and history will our literature draw 

upon? Foreign languages and the history and cultures 

carried by those languages? Or national languages - 

Dholuo, Kiswahili, Gikuyu, Luluba, Kikamba, Kimasai, 

Kigiriama, etc. – and the histories and cultures carried 

by those languages? (Writers 61). 

He later comes to conclude,  

Only by a return to the roots of our being in the 

languages and cultures and heroic histories of the 

Kenyan people can we rise up to the challenge of 

helping in the creation of a Kenyan patriotic national 

culture that will be the envy and pride of Kenyans (65). 

After being a firm believer in the great tradition, Ngugi turns to look for ways of 

shifting his artistic ideology from morality and sensibility to history and 

epistemology. Ngugi later rejects the great tradition and associates himself with other 

African, Asian, and Caribbean writers as they quested, he noted in Moving the Centre, 

“the right to name the world for ourselves” (3). Ngugi decides upon his

epistemological break with English following the publication of Petals.  

In Petals, effective language harmoniously originates from song and dance in a 

pre-lapserian precolonial age. As put by the character,  

There was a time when things happened the way we in 

Ilmorog wanted them to happen. We had power over 

the movement of our limbs. We made up our own 

words and sang them and we danced to them. But there 

came a time when this power was taken from us. We 

danced yes, but somebody else called out the words and 

the song (115). 

Indeed, language origin offers a historical site for liberating it from the post-

lapserian imperialist conventions that have shattered Gikuyu culture (K. Williams 58). 
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Decolonising the Mind explains how Ngugi came to this decision. He showed his 

resentment for Afro-European literature including his own novels written in English 

as well as novels by other writers such as Chinua Achebe, Kofi Awoonor, and Ayi 

Kwei Armah. He stressed the fact that “African literature can only be written in

African languages” (Decolonising 27). Some critics have accused him of being 

unrealistic and reactionary for the fact that Gikuyu, as a Bantu language, is spoken 

only by twenty percent of the population. Ngugi insisted on his decision stating that 

his novels have been translated into many European languages as well as Kiswahili 

(Wise 33). 

Ngugi’sdecisiontowriteinGikuyucanbeunderstoodasanattempttoreconsider

the place of national culture in postcolonial Kenya, and to challenge the Kenyan state 

inherpracticeoffetishizingnationalculture.Indeed,asinNgugi’sportrayalofitin

Petals, national culture was employed by the state as rituals of power to reinforce 

their political authority. Ngugi’sPetals was written in English, and intended for a 

middle class audience, because he believed in the ability of the middle class to help 

him realise his project. His shift to Gikuyu represented a threat to this class because 

such cross-class discourse will pose a threat to the ruling class in the postcolonial state 

(Gikandi, Ngugi wa Thiong’o 37).   

Therefore,Ngugi’s epistemological break stresses the idea that language is of a

paramount importance to national consciousness. Gikandi contends that Ngugi’s

“epistemologicalbreak”wasprojectedtocreateaperceptionoflanguage that would 

enable him to write fiction after he had lost faith in the tradition of the “realist”

Europeannovelasamodeofsocialcritique(“Ngũgĩ’sConversion”139). 
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Ngugi affirms that colonialism has alienated Africans from their language and 

culture and, colonized their minds. The literature of nationalism and decolonization 

endeavoured to present a new African identity by Africanising European languages. 

Nonetheless, this literature was already bound to the features carried by these 

languages. Ngugi’s involvement in the language debate stems from his effort to

scrutinise the relation between language, ideology, and modes of production. This led 

Ngugi to “an epistemological break” with his past, starting to write in his mother

tongue, Gikuyu (Gikandi, Ngugi wa Thiong’o 266). 

Hence,Ngugi likesD.H.Lawrence forhis ability to“enter into thesoulof the

people, and not only of the people, but even of the land, of the countryside, of things 

likeplants,oftheatmosphere”(DuerdenandPierterse121,122).Gikandi pointed out 

that reading Conrad enabled Ngugi to question colonial realities through language 

(Ngugi wa Thiong’o 266-7).Ngugi’s view concerning language choice opposes the

essentializing program of Enlightenment philosophies that affect the modern 

movement(K.Williams60).In“TheLanguageofStruggle”,Ngugiasserts,“Whatis

really happening now is that African thought, literary thought, is imprisoned in 

foreignlanguages”(146). 

Thus, Devil isbelieved tomarkNgugi’s epistemologicalbreakwith theEnglish

language and with the culture of Englishness. In the novel, Gatuiria thinks of the 

historical progression of his people from pre-colonial through colonial into a dimly 

seenfuturewhere“Soundsandvoicesofanewstruggle/would rise To rescue the soul 

of the nation” (229; emphasis added). He voices Ngugi’s pleading for a literature

“writteninthealphabetsof ournationallanguages”(58).NgugihaswrittenDevil on 

toilet paper, 
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Writing on toilet-paper? Now I know that paper is 

about the most precious article for a political prisoner, 

more so for one like me who was in detention because 

of his writing. At Kamiti, virtually all the detainees are 

writers or composers… These prisoners have mostly

written on toilet paper. Now the same good old toilet-

paper – which has been useful to Kwame Nkrumah in 

James Fort Prison, to Dennis Brutus on Robben Island, 

to Abdilatif Abdalla in G Block, Kamiti, and to 

countless other persons with similar urges – has enabled 

me to defy daily the intended detention of my mind 

(Detained 6). 

After being released from prison, Ngugi decides that all his works should be 

published first in Gikuyu, despite the fact that it was difficult to sell titles in Kenyan 

languages (Currey 113). 

In his book, Decolonising the Mind, Ngugi argued that language mediates Being, 

and that writing in the native language has restored his origins and liberated him from 

the prisonhouse of the colonial language. He put forward the idea that it is necessary 

for literature to be written in African languages so as to be accepted as African 

literature.This reflectsNgugi’sdilemma as awriter in exile (Gikandi, “OnCulture 

andtheState”155). 

Ngugi’s choiceof languageandaudiencehadenabledhim tomake theworkers

and the peasants actors in their own history, and to leave “no barrier between the

content of their history and the linguisticmedium of its expression” (Decolonising 

45). Ngugi has justified his choice of language in his theoretical essays. What is worth 

mentioningis thatNgugi’s theoriesabout languagehavesomepolitical implications

and cannot be separated from his politics. This reminds us that European language 

theory is also embedded in politics (K. Williams 58). 
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5. Mapping Decolonization through the (M)other Tongue in Devil  

Literature is […]anation’ssoul,preservedforher

children to taste forever, a little at a time! (Devil 

62). 

Postcolonialism is considered to be a blessing on the ex-colonized because it 

extends the analysis of the effects of colonialism beyond what was believed to be an 

endpoint. Postcolonial discourse criticizes the neocolonial processes of exploitation 

like capitalism, corruption, excessive militarization, and male dominance. Ngugi’s

rethinking of the nature of knowledge production in postcolonialism is of a paramount 

importance. His work, Decolonising the Mind, is considered to be a crucial text in the 

process of decolonising black literary and cultural theory (Davies 144, 146).  

Ngugi believes that Eurocentrism and European languages served as important 

toolsforcolonialism,affectingthewriter’sthinkingaswellashisliteraryproduction,

“Thedominationof apeople’s languageby the languagesof the colonisingnations

wascrucialtothedominationofthementaluniverseofthecolonised”(Decolonising 

16). Hence, he defies Western epistemologies and paves the way for the process of 

decolonization and a literature of decoloniality. 

During a presentation at Cambridge University, Ngugi put forward his idea of the 

close relationship between language and the construction of knowledge. He stated,  

I find it contradictory in Africa today and elsewhere in 

the academies of the world to hear of scholars of 

African realities but who do not know a word of the 

languages of the environment of which they are experts. 

Do they think the Cambridge here would give me a job 

as a Professor of French Literature if I confessed that I 

didnotknowawordofFrench?(“Europhonism”7-8). 

This paradoxical situation, that knowledge about Africa can be attained through 

non-African languages, implies the African dependence on European languages in the 
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construction of knowledge. This leads us to understand that knowledge about Africa 

continues to be constructed and interpreted according to Western epistemologies 

(Mazrui 151). In addition to the epistemological and cultural dimensions of language, 

JosephRaz, in his famous essay “Multiculturalism”, has also stressed the fact that

there will be no socio-economic development as long as scientific knowledge is stored 

in foreign languages (202).   

Inhisfamousessay,“Ngũgĩ’sConversion:WritingandthePoliticsofLanguage,”

Simon Gikandi asserts that the discourse of history was controlled by the colonizer; it 

is extremely Eurocentric. Hence, when trying to rewrite the history and representation 

of Africa, nationalist writers addressed a field of study that was articulated in 

European terms. New literatures in Africa were written in European languages 

following European forms and style (142). Ngugi states in Decolonising, “Ibelieve

that my writing in Gikuyu language, a Kenyan language, an African language, is part 

and parcel of the anti-imperialiststrugglesofKenyanandAfricanpeoples”(28). 

There was a debate over the question of language in African literature in the 1960s 

and even before. It was the main issue at the 1962 Conference of Writers of English 

Expression at Makerere, and it was the subject of study and publishing by many 

African writers, namely Achebe, Senghor, Okara, and Mphalele. Fanon had also 

discussed the problem in the 1959 Congress of Black African Writers at Rome. 

Besides,Achebe, in“TheAfricanWriterandtheEnglishLanguage,”arguedfor the

appropriation of the English language to depict the Igbo culture (Jackson 5). 

The European intervention in Africa alienated speakers from their language and 

environment, and colonized their minds. The literature of nationalism and 

decolonization attempted to articulate a new African identity through the 
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Africanization of the European languages. Nonetheless, this new literature was 

already affected by the categories and forms of these languages because any language 

carries a certain value system. Ngugi’s program of decolonization calls for a re-

examination of the relation between language, ideology, and modes of production 

(Gikandi,“Ngũgĩ’sConversion”133). 

In the 1970s, Ngugi did not concern himself with language as the main principle 

of African literature. He rather focused on the ideology of language. He endeavoured 

to express a more coherent materialist theory of linguistic practice and to Africanize 

the colonial language to liberate African culture from imperialism (“Ngũgĩ’s

Conversion”136-7). Ngugi criticized the content of the educational syllabi in Kenya 

and sought to decolonize it. He asserted,  

The truth is that the content of our syllabi, the approach 

to and presentation of the literature, the persons and 

machinery for determining the choice of texts and their 

interpretation, were all an integral part of imperialism 

in its classical phase, and they are today of the same 

imperialism but now in its neo-colonial phase (Writers 

5). 

Gikandi argues that the decolonization of the African mind can be possible only 

through the consideration of the division of the consciousness of African literature as 

aneducationaltool(“Ngũgĩ’sConversion”137). 

Ngugi highlights the relationship existing between language and consciousness. It 

enables people to establish social relationships, “spoken words mediate between

humanbeingsandformthelanguageofspeech”(Writers 14). When he is asked about 

the issue of language choice, Ngugi affirms, 

I think language is a key. I think the dividing line is 

really the issue of language, and when any people talk 

about colonialism or decolonization they must first and 
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foremost address themselves to the issue of language 

andlanguagechoice(“TheLanguageofStruggle”154). 

Thus,Ngugi’sdiscourseofdecolonization aimed at parting with the Eurocentric 

conventions of writing. In his Decolonising the Mind, Ngugi put forward the idea that 

colonial legacy had disconnected the Africans from their language and colonized their 

minds, and the ultimate task of the African writer is to come to terms with a 

nationalist literature to free the African identities from the chains of Eurocentrism 

(Ogude, “Homecoming” 166). Ngugi is interested in using language as a way of

“enteringintothespiritofthings”andcreatingunity with his environment (Duerden 

and Pierterse 121, 122). In Writers in Politics, Ngugi asserts, “If a Kenyan writer

writes in English – no matter how radical the content of that literature – he cannot 

possibly reach or directly talk to the peasants and workersofKenya”(54). 

Besides, the discourse of decolonization provides “an Afrocentric means of

reading and understanding texts” (Berger 142). Ngugi distinguishes between an

authentic African literature in African languages and Afro-European literary practice. 

This is due to his belief in language as a structuring category of culture, thought, and 

experience (Gikandi, “Ngũgĩ’s Conversion” 133). Ngugi asserts that writing in

European languages suggests being involved in the neocolonial process, employing a 

language of a foreign culture, limiting African languages and cultures (Almeida 82). 

Self-colonizationhappenswhenonediscoversthatheknowsverylittleofone’sown

language,andknowsmoreoftheforeignlanguage(Ngugi,“OnWritinginGikuyu”

152). 

So I thought that the best way of keeping alive in those 

circumstances was to resist that social disconnection by 

attempting to reestablish my links with the community. 

And the only connection I could think of now was 

language. I felt I had to write in that very language that 
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was responsible for my imprisonment. And in terms of 

content, I had to seek the kind of material, or the kind 

of attitude toward my material, that was in harmony 

with what I conceived to be the needs of the peasantry. 

This is how I came to write Caitaani Mutharabaini (or, 

Devil on the Cross) in Gikuyu while I was in prison 

(153). 

Therefore, Ngugi asserts that to be accepted as part of African literature, a literary 

work must not just be rooted in African art, tradition and culture, but it must also be 

written in an African language (Kasanga and Kalume 51). He criticized African 

literaturewritten in European languages as “the literature of the petty-bourgeoisie”

(Decolonising 20). 

Since it is widely known that history is written by the victor, the challenge for 

Ngugi and other African writers is not only to employ African languages, but also to 

create a type of literature that would reclaim African history. In doing so, they will be 

inspiring young African writers to embrace the struggle for language, history, and 

culture (Mazrui 154-55). 

Ngugi’sideasinDecolonising the Mind are based on his view of language and its 

relationshiptoculture.Heassertsthat“Language,anylanguage,hasadualcharacter:

it is both a means of communication and a carrier of culture” (Decolonising 13). 

Ngugi points out the misapplication of language as a carrier of culture as the 

literature, art, technologies, and education of a people become dominated by the 

colonizer’slanguage(MacPherson642). 

He explains how the colonizer could dominate over the colonized militarily, 

politically, and economically, “But its most important area of domination was the

mental universe of the colonised, the control, through culture, of how people 

perceived themselves and their relationship to theworld” (Decolonising 13). Ngugi 
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figures out two main ideas about mental control, which are destroying the native 

culture and imposing the colonizer’s language.Hence, in apostcolonialworld, it is

necessary to decolonize not only communitiesbutalsopeople’sminds(MacPherson

643). 

Ngugi’s argument for choice of language theoretically explains the imperialism

latent in Enlightenment language theories. The debate over the relationship between 

language and culture led to the emergence of the notion of linguistic relativity. It puts 

forward the idea that language is culturally constructed (K. Williams 54-5). As such, 

Ngugi’sconceptionofthelanguagedebateliesnotmerelyinthedialecticopposition

between the individual and the social,buttranscendsittootherrelations,“Language

as culture is thus mediating between me and my own self; between my own self and 

otherselves;betweenmeandnature”(Decolonising 15). 

Thus, Ngugi creates a dialectic of language process that is both historical and 

communal.Heassertsthat“Language,anylanguage,hasadualcharacter:itisbotha

meansofcommunicationandacarrierofculture.”Headds, 

Language as communication and as culture are then 

products of each other. Communication creates culture: 

culture is a means of communication. Language carries 

culture, and culture carries, particularly through orature 

and literature, the entire body of values by which we 

come to perceive ourselves and our place in the world 

(Decolonising 13-16). 

As such, cultural and educational institutions are used as instruments of mental 

slavery. They are employed to maintain mental control of the colonized in the 

postcolony. In Devil, the native bourgeoisie represents the blind imitation of Western 

values. This is very apparent in the character of Kihaahu, the alienated black who 

seeks to be white in all respects. In the novel, Kihaahu changes his name as an act of 
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mimicking Western values. Hence, Kihaahu’s nursery school project can be

considered the best example ofNgugi’ssatireonKenyanbourgeoisattitudesasitis

associated with everything white (Devil 113).  

Decolonization has for so long debated the nature and role of intellectuals in 

anticolonial struggles and newly independent states. Education played a major role in 

the process of decolonization and in anticolonial and anti-imperialist struggle. In the 

Gikuyu culture, forms of knowledge were viewed as foundations of power. 

Knowledge controlled by the mbari, clan elders, was called kirira (P. Williams 205).  

Thus,Ngugi’s novels depict the rise of the intellectual as an activist. InDevil, 

GatuiriasaysofthefataleffectsofEuropeaneducationonthecolonized,“Thekindof

education bequeathed to us by the whites has clipped the wings of our abilities, 

leaving us limping like wounded birds” (Devil 63). Karega in Petals doubts the 

effectivenessofformaleducationinthenation’sstruggle,“Hehadalreadystartedto

doubtthevalueofformaleducationasatoolofapeople’stotalliberation”(252). 

In Petals,Karega’schangefromteachertomanuallabourerandfromeducatorto

activist and trade union organizer can be a good example of the emergence of the 

intellectual. Muturi, in Devil,isbothastudentandaworker.Ngugi’suseofpopular

forms in his narrative, such as the meeting of thieves and robbers in Devil is also part 

ofhisintellectualactivistpractice.Ngugi’sactivismasanintellectualcanbeseenin

his“TheQuestforRelevance”andDecolonising the Mind (P. Williams 216-7). His 

aim is the indigenization of culture apparent in his shift from English to Gikuyu in his 

play Ngaahika Ndeenda (I Will Marry When I Want) in 1977, and Caitaani 

Mutharabaini (Devil on the Cross) in 1982, and later Decolonising the Mind marking 

“[his]farewelltoEnglishasavehicleforanyof[his]writings”(Decolonising xiv). 
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Munira’s failure and disillusionment can be read as an indictment of

decolonization. Indeed, in creating subjects incapable of fulfilment, Ngugi implies 

that the process of decolonization has failed and has collapsed. Munira is portrayed as 

the prisoner of both the colonial past, described as “that long night of unreality”

(Petals 88), and of postcolonial deceit. It is through Munira that Ngugi succeeds to 

narrate the crisis of national consciousness, and to highlight the failure of the 

postcolonial state. However, since he turns this failure into the situation of possibility 

of his identity, he is not fully capable to present an intelligible criticism of 

decolonization and its outcomes (Gikandi, Ngugi wa Thiong’o 156). 

Just like Munira, both Karega and Wanja have suffered the events of postcolonial 

failure. Unlike him, they attempt to transcend the failures rooted in these events. 

Hence,Munira symbolizesNgugi’s use of the formof the bourgeois novel. On the 

other hand, Karega and Wanja are his first attempts to create the allegorical heroes of 

socialist realism (156). 

6. Influence and Ideology: Ngugi, Marx, and Fanon  

It is evident that Ngugi’sideasarerootedinhisMarxistthinking.Indeed,thelater

Ngugi is influenced by Marx and Fanon. He is a socialist who advocated socialist 

realism. In his novels, Ngugi tries to come to terms with the social and cultural forces 

of his colonial experience and his postcolonial present (Gikandi, Ngugi wa Thiong’o 

2). 

ReadingNgugi’sworks,oneisexpectedtorecurrentlycomethroughhiscriticism

of the exploitation of the peasant masses and urban workers by the ruling class (Ime 

Ikiddeh 54). It was Leeds that shaped Ngugi’s ideological framework through his
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readings of the Marxist and postcolonial works of Frantz Fanon. His works resonate 

withFanon’sideas(55).Ngugi’sencounterwiththeworksofMarxandFanon during 

his studies at the University of Leeds offers the ideological basis for his second-phase 

novels. His immersion in the life and languages of his community led him to question 

the place of English in his narrative (Wilkinson 544). 

Fanon has influenced Ngugi’s ideas about resistance and neocolonialism. His 

scathing criticism of the national bourgeoisie and their expected neocolonial practices 

isreflectedinNgugi’spostcolonialnovels.Hisideaofthe“nativepoet”asthekeeper

of national culture also reverberates inNgugi’s novels and essays (Ogude, Ngugi’s 

Novels 10). The significance of Fanon’swork lies in his preoccupationwith issues

such as subject formation, otherness, and identity politics (Nagy-Zekmi 133). 

ItisthroughFanon’sThe Wretched of the Earth that Ngugi got introduced to the 

politics of socialism and developed a language for depicting colonialism and arrested 

decolonization. The Wretched of the Earth (1961) is a visionary study of the move 

from colonialism to neocolonialism in Africa. Fanon focuses on the failure of 

independence to break with colonialism, and the supremacy of national culture 

(Gikandi,“OnCultureandtheState”152). 

Ngugi’sreadingofFanon’sThe Wretched of the Earth, particularly the chapter on 

the “Pitfalls ofNationalConsciousness,” enabled him to discover that his concerns 

about postcolonial betrayal had been practiced in many African states. Fanon’s

analysis of national betrayal helped Ngugi understand the phenomenon of arrested 

decolonization. As a result, Ngugi launched his scathing criticism on the black 

bourgeoisie, who came to power through negotiated decolonization, for not trying to 

alleviate the lives of the working class (Gikandi, Ngugi wa Thiong’o 31). Indeed, 
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Fanon’s work provides a systematic explanation of the reasons of the failure of 

decolonization. Fanon explains that,  

[n]ational consciousness, instead of being the all-

embracing crystallization of the innermost hopes of the 

whole people, instead of being the immediate and most 

obvious result of the mobilization of the people, will be 

in any case only an empty shell, a crude and fragile 

travesty of what it might have been (The Wretched 

148). 

Ngugi also believed that the middle class, who gets to power, is liable to political 

betrayal as well as economic submission, 

The national middle class which takes over power at the 

end of the colonial regime is an underdeveloped middle 

class. It has practically no economic power, and in any 

case it is in no way commensurate with the bourgeoisie 

of the mother country which it hopes to replace (147). 

As such, thanks to Fanon’s writings, Ngugi became aware of the betrayal and

disillusionment existing around him. Ngugi could recognise how the new postcolonial 

government is instituting a social and political system based on ethnic chauvinism 

rather than equality and democracy. This stems from the ruling class’s desire to

legitimize its position. Hence, the hopes of Pan-Africanunitywere fading into“the

mists of oblivion, and a heartbreaking return to chauvinism in its most bitter and 

detestable form”(The Wretched 157). Moreover, Ngugi could perceive how the party 

that prepared the people for independence and decolonization had established itself as 

“the modern form of the dictatorship of the bourgeoisie, unmasked, unpainted,

unscrupulous, and cynical”(165). 

Fanon also explained how a leader who had represented struggle against 

colonialism could be easily turned into “the general president of the company of

profiteersimpatientfortheirreturnswhichconstitutesthenationalbourgeoisie”(166).
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According to Fanon, the ruling elite who replaced the colonialists are worse exploiters 

of the local people (Mwangi 31). 

In addition to the influenceofMarxandFanon,Ngugi’sworksand thought,by

the mid-1970s, have also been affected by two movements, namely pan-Africanism 

and the black power. His study of West Indian literature had also influenced his 

literary production (Currey 109). Ngugi says of George Lamming in Homecoming, 

He evoked through a child’s growing awareness a

tremendous picture of the awakening social 

consciousness of a small village. He evoked, for me, an 

unforgettable picture of a peasant revolt in a white-

dominated world. And suddenly I knew that a novel 

could be made to speak to me, could, with a compelling 

urgency, touch cords deep down in me (81). 

Moreover, in the 1970s, there were many debates about the nature of the political 

economy of Kenya. Most of these debates ran in the framework of dependency and 

underdevelopment. Two important works influenced these debates in general and 

Ngugi’s writings in particular, namely E. A. Brett’s Colonialism and 

Underdevelopment in East Africa (1973) and Colin Leys’ Underdevelopment in 

Kenya (1974) (Ogude, Ngugi’s Novels 11). 

Hence, African writers raised many questions about the persistence of colonial 

domination and the corruption of postcolonial governments. Indeed, they theorised 

about underdevelopment, locating the wretchedness of the colonized in the capitalist 

world system (Cooper 1524). 
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7. Conrad and Naipaul: Postcolonial Journeys into Darkness 

Inanessayentitled“Conrad’sDarkness,”Naipaulclaimshowhecame“roundto

Conrad,” another non-British born writer, after the influence of both Dickens and 

Wells’ social comedy (Return 207). As a writer, Naipaul could make his romantic 

career as abdicating his early “Fantasy” (216). In addition to that, he figures out

kingship spirit in Conrad with whom Naipaul shares a sense of cultural dislocation 

which manifests itself on the levels of both theme and style.  

Unlike earlier English novels, Conrad’suseofafirst-person narrator has created a 

relativistic atmosphere. Similarly, Naipaul uses a first-person narrator  to represent the 

Third-World life in negative way, and to show his cultural relativism. Moreover, 

Naipaul considers Conrad as his most significant literary precursor, having a strong 

familiarityforhissubjectswhichinturnmakehimanaptcriticofthemodernworld’s

social and psychological disturbance. Talking about the great novelists who wrote 

about highly organized societies, Naipaul neither has such a community, nor could 

share the allegations of these writers. He, simply, cannot see his world reflected in 

theirs (Thieme 23).  

Conrad’sabilitytoindulgeinastrangelanguageandhismoralrelativismarewhat

really impressed Naipaul. He, aptly, was able to overcome a language that was not his 

own in different ways and that could express the material and moral meaning of his 

world, despite the fact that he knew his first English word at the age of nineteen. 

Moreover, NaipaulalsoshowsadmirationofConrad’sexploration of moral questions 

such as the concepts of action, success, and decision making (Duerden and Pieterse 

124-126). 
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Assuch,Conrad’sinfluenceisubiquitousinNaipaul’swork.Hehasrevisitedthe

geographical terrain of Heart of Darkness through his novella A Bend in the River 

which is set in Central African Republic. Similarly, his novella In a Free State (1971) 

isanapparentintertexttoConrad’sbook,wheretwoBritishexpatriates,atatimeof

crisis, journey by road through a newly independent East-African country. However, 

it is in The Mimic Men thatConrad’sinfluenceisthemostovert.Indeed,The Mimic 

Men echoesConrad’sNostromo in its use of the fictional island, Isabella. The other 

Conoradian prototype in The Mimic Men is its structural use of fragmentation and 

unchronological narrative. Such devices are used by Conrad in his novels such as 

Lord Jim and Nostromo (Thieme 24).  

Naipaul may share with Conrad some characteristics, including education, a clerk, 

and a disappointed feeling with London. Thus, the question of how to read his 

characters divided the critics, viewing him, for example, as an alternative ego for 

Conrad. Nonetheless, Singh clearly shares his point of view of the world’s ‘half-

made’societiesthatNaipaulwritesaboutinConrad’sessay,andhopestoconveyitin

the history of the Gibbonesque Empire, which will express the deep chaos of their 

community.SimilartoConrad’sNostromo, The Mimic Men reflectsNaipaul’svision

of“theworld’shalf-madesocieties”,“corruptionofcauses”, the“moraldegradation

of the idea”,aswellasSingh’sunsuccessfulquestandpursuit fora perfect system, 

which gives way too easily to nasty sexual encounters and political cynicism (Thieme 

25). 

According to the hybridization theory, both Naipaul and Conrad are considered as 

analysts of the cultural incision lines and coalition produced by European colonialism. 

Naipaul, nevertheless, identifies the negative results of such contacts which have been 
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reflected in his characters who look back nostalgic to racial purity. For instance, The 

Mimic Men’sprotagonist,RalphSingh,dreamsofapureAryan time (Thieme 23). 

Conrad’sinfluenceonNaipaul’sworkisveryapparentinThe Mimic Men. This is 

clear in his use of allusions, his use of a fragmentary and unchronological narrative 

structure, as well as in his use of a first person unreliable narrator to tell the story and 

filter the events. Conrad and Naipaul are both expatriates and alien to the language 

they are using. Both are non-English writers marked by their characteristics of 

displacement. The latter is manifest in both formal and thematic levels. The use of an 

unreliable narrator and a fragmented narrative render their works as different from 

most traditional English novels. On the other hand, in The Mimic Men, Naipaul 

dramatizes socio-historical, socio-political, as well as psychological effects of 

imperialism (Thieme 1360). In The Mimic Men, Ralph Singh expresses his idea about 

Empire, 

It was my hope to give expression to the restlessness, 

the deep disorder, which the great explorations, the 

overthrow in three continents of established social 

organizations, the unnatural bringing together of 

peoples who could achieve fulfilment only within the 

security of their own societies and the landscapes 

hymned by their ancestors, it was my hope to give 

partial expression to the restlessness which this great 

upheaval has brought about (The Mimic Men 32). 

Singh voices his views concerning the displacement of individuals and the 

ensuing restlessness because of colonialism. Thus, The Mimic Men presents a deep 

reflection on the psychology of colonialism as Ralph Singh strives to restore order to 

his life. By the end of the novel, he learns that the act of writing has indeed helped 

him establish order and stability. Thieme states that Singh searches for order in 

different ways and places,  
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he looks for it in London […], theAryan past of his

ancestors, the Edenic state of pre-Columbian America, 

the pastoral world of Latin literature and even, when he 

dreams of retiring to one of the few cocoa estate houses 

remaining on Isabella, in the heyday of the plantocracy 

(Thieme 1360). 

Nonetheless,Singhstatesthat“Alllandscapesturneventuallytoland,thegoldof

the imagination to the lead of the reality”(The Mimic Men 9). He seems to be unable 

to find order in all these forms of quest and gives way to escape, and to scepticism 

about the colonial idea (Thieme 1359-60). 

In“TheReturnofEvaPeron”,Naipaulpresentsthepredicamentofcolonialismin

Argentina, Trinidad, and the Congo. He also examines his affinities to Conrad.  

Not as a man with a cause, but a man offering, as in 

Nostromo, avisionof theworld’shalf-made societies, 

as places which continuously made and unmade 

themselves, where there was no goal, and where always 

‘something inherent in the necessities of successful

action .. carried with it the moral degradation of the 

idea’(Naipaul,Return, 1980, 216).  

As such, both Naipaul and Conrad meet at the levels of theme and style to unveil 

the moral degradation of the idea of colonialism and imperialism. They both use 

writing as an escape from the socio-political and psychological disorder witnessed by 

their unreliable narrators (Thieme 1360). 

8. Imagining Home in Naipaul’s The Mimic Men 

The empires of our time were short-lived, but they have 

altered the world for ever; their passing away is their 

least significant feature (The Mimic Men 32). 

The Mimic Men dramatizes the socio-historical effects of colonialism in Trinidad. 

It focuseson theplightofRalphSingh’s in thepostcolony and in theMetropolitan

city of London, the place of his exile. It deals with many questions and themes which 
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are related to cultural survival and identity formation as interwoven with issues of 

race, class, ethnicity, and nation (Ceraso and Connolly 110). King asserts that, in The 

Mimic Men, themes of freedom, politics, self-creation, psychology, writing, 

autobiography, history, mimicry, race and origins work together to create conflicting 

significances in the text (King, V. S. Naipaul 71).     

In The Mimic Men, the narrator and protagonist Ralph Singh is an adult man of 

Indian heritage who came to Isabella (a fictional British-dependent Caribbean island) 

and carries on his studies in England. He experiences hard times in his childhood, a 

failed marriage, and an unsettled career as a minister. His evocation of his memories 

represents his doubt and disenchantment with his postcolonial condition. He strives 

forasenseofculturalidentity(CerasoandConnolly110).Naipaul’sThe Mimic Men 

is narrated by Ralph Singh, a writer born on a Caribbean isle and exiled to London. In 

the novel, Singh muses on his condition as an ex-colonial minister adopting a first 

person narrator throughout the novel (Pritchard 463). 

The novel epitomizes the failure of the postcolony as an independent entity both 

culturally and politically. The novel depicts how the postcolony is presented as a 

space that turns the private into the public undermining the spatial discourse of 

decolonization.Singh’spreoccupationwithraceisaprivatearticulationofhispublic

failure (Bhattacharya 264).  

The instances of his failures are various, and his individual obsessions reflect the 

absence of a national framework through which he could express his personal politics. 

This discourse of private and public failure is a sign of rejection to the prevalent 

practices in Singh’s world. He experiences a crisis of identity and a trauma of
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belonging.Singh’scommentsonthepostcolonialconditionofthepostcolonyrender

its independence crumbling and illusive (Bhattacharya 264). 

CriticsofNaipaul’sThe Mimic Men are able to make the distinction between the 

narrator and his previous self. Naipaul wrote The Mimic Men after his painful journey 

to India. This journey is described in his book An Area of Darkness. It helped him 

realize that his Hindu self is the root of his sense of detachment. In his childhood, 

Singh feels that he is alienated from his family just like his father, the lost Aryan chief 

shipwrecked in the New World (Thieme, 1984, 516, 518). 

Singh is depicted as both intellectually aware about his Indian roots and at the 

sametimeasavictimoftheweakeningofhisancestralculture.Nevertheless,Singh’s

loss of traditional values does not lead to his Creolization. He considers himself as 

irrelevant to the Caribbean (Thieme, 1984, 509). As a politician, he sees himself as an 

intruderinthepoliticsofhiscountry,Isabella.Hethinksofhimselfasa“picturesque

Asiaticbornforotherlandscapes”(The Mimic Men 225),excludedfrom“themutual

andcompletecomprehensionofmasterandslave” (233). 

Besides, Singh’s predicament is depicted through the use of the shipwreck 

metaphor. In Isabella, he feels as an Indian castaway, and in London he gets a sense 

of rejection and abandonment. Writing his memoir, he feels that his journey has 

“endedintheshipwreckwhichallmylifeIhadsoughttoavoid”(The Mimic Men 6). 

TheshipwreckmetaphorindicatesthatSingh’sfateislocatedelsewherefarfromhis

native culture and heritage. He is deserted and left alone to live in the New World. 

Indeed, the shipwreck metaphor implies the spiritual condition of Singh. He is both 

physically and spiritually abandoned. He is much like the castaway in Defoe’s

Robinson Crusoe. The difference between Robinson Crusoe and Singh is that the 
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latter is totally abandoned and cast away in London at the end of his touring back and 

forth between the Caribbean and Europe (Thieme, 1984, 510). 

Singh appears to be fascinated by America before its encounter with the 

Europeans. In his first voyage to London, he believes that he is wrong as he thinks 

that he has been shipwrecked, and that the New World still awaits Columbus for 

discovery.Singh’sallusiontoColumbusimpliesthecrueltyandtheviolenceensuing

from the European colonization. Likewise, when he is back at Isabella, he could 

envision it as “theTechnicolor island ofTheBlack Swan, of cinema galleons, and 

men-o’-war,of rippling sailsandmorningmusicbyMaxSteiner” (The Mimic Men 

31). The Black Swan is a famous swashbuckler of the 1940s which is set in Jamaica 

in the seventeenth century (Thieme, 1984, 511). 

Moreover, Singh is also fascinated by trees which symbolize his quest for 

wholeness and identity (Thieme, 1984, 511). As a boy, he feels concerned about the 

stateofhisfamily’shouseafterastormasherecountsthedestructionofalargetree, 

I thought of our house again, more urgently now; and, 

above drama, I felt alarm. A tree in the park groaned in 

a series of accelerating snaps and then slowly collapsed, 

rocking to rest on its branches. It was a great tree, one 

of those with a history. Its leaves were green and 

shining with wet, its shallow, lateral roots shaggy with 

earth (The Mimic Men 164). 

The tree imagery is linked to the shipwreck metaphor. Singh identifies himself 

with the trunks of great trees as he stands on an abandoned beach. The trees are 

washed up by the sea and left in the sand (Thieme, 1984, 511-2). 

Here lay the tree, fast in the sand which was deep and 

level around it; impossible now to shift, what once had 

floated lightly on the waters, coming to the end of its 

journey at a particular moment; the home now of scores 

of alien creatures, which scattered at my approach. Here 
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the island was like a place still awaiting Columbus and 

discovery (The Mimic Men 120).  

And what was an unmarked boy doing here, 

shipwrecked chieftain on an unknown shore, awaiting 

rescue, awaiting the arrival of ships of curious shape to 

take him back to the mountains? Poor boy, poor leader. 

But I was not unmarked. The camera was in the sky. It 

followed the boy, tiny from such a height, who walked 

at the edge of the sea beside the mangrove of a distant 

island, an island as lost and deserted as those which, in 

films like The Black Swan, to soft rippling music, to the 

bellying of sails of ancient ships, appeared in the clear 

morning light to the anxious man on deck (The Mimic 

Men 120).   

When Singh is told that the tree has been washed up by water a few months 

earlier, he tends to be curious about its origin (Thieme, 1984, 512). The image of the 

treeisagainpresentinDalip’sthreattoSingh. 

Not my element, and I was ending here. And I had a 

vision of the three of us shipwrecked and lost, alien and 

degenerate, the last of our race on this island, among 

collapsed trees and sand, so smooth where no one had 

walked on it (The Mimic Men 176-77). 

In The Mimic Men, Naipaul implies that the discovery of America has brought the 

continent much chaos and destruction. Singh envisions himself as the Christ figure 

performing an act of atonement (Thieme, 1984, 512). He sees himself playing the role 

of Grail quester and Messiah,   

there came a picture of myself in some forest clearing, 

dressed as a knight, dressed as a penitent, in hermit’s

rags, approaching a shrine on my knees, weeping, 

performing a private penance for the man in front of 

me, for myself, for all men, for whom in the end 

nothing could be done (The Mimic Men 40). 

The compassion of the messiah, the man doing penance 

for the world: I have already explained the absurd 

sentiments which surprised me at the moment of 

greatest power and self-cherishing (226). 
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However, Singh feels a sense of despair because it is impossible to change the 

consequences of history as there is no link between man and the landscapes he 

inhabits. 

Weeping because he had no more worlds to conquer. I 

can enter into those tears of Alexander. They were real 

tears, but they came from a deeper cause. They are the 

tears of children outside a hut at sunset, the fields 

growing dark; they are the tears of men in the middle of 

great achievement, men who are made weary by a sense 

of futility, who long to be the first men in the world, 

who long to do penance for the entire race, because 

they feel the lack of sympathy between man and the 

earth he walks on and know that, whatever they might 

do, this gap will remain (The Mimic Men 78). 

As such, The Mimic Men voicesSingh’sdisplacementasanimportant theme. This 

isderivedfromSingh’sfeelingthattheCaribbeanconditionisdueto“theunnatural

bringing together of peoples who could achieve fulfilment only within the security of 

theirownsocietiesand the landscapeshymnedby theirancestors”(The Mimic Men 

32).Furthermore,NaipaulrelatesSingh’ssenseofinsecuritytoempire, 

The scale was small in time, numbers and area; and 

here, just for a moment, the rise and fall and extinction 

of peoples, a concept so big and alarming, was concrete 

and close. Slaves and runaways, hunters and hunted, 

rulers and ruled: they had no romance for me. Their 

message was only that nothing was secure (The Mimic 

Men 131). 

This sense of insecurity is due to the lack of racial purity as Singh strives for a 

sense of identity. He feels nostalgic towards the racially pure world of his fancies 

about the Aryanpast.Singh’sHindurootsfollowhimthroughouthispoliticalcareer.

HeiselectedbecauseheisGurudeva’sson.HisfellowIndianpeoplehelphimrealize

his Aryan chieftainship. After his political career and his eventual flight to England, 

and as he starts writing his memoir, he is able to see his chieftainship as the 

quintessence of the ideal Hindu life (Thieme, 1984, 512, 516). 
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It does not worry me now, as it worried me when I 

began this book, that at the age of forty I should find 

myself at the end of my active life. I do not now think 

this is even true. I no longer yearn for ideal landscapes 

and no longer wish to know the god of the city. This 

does not strike me as loss. I fed, instead, I have lived 

through attachment and freed myself from one cycle of 

events. It gives me joy to find that in so doing I have 

also fulfilled the fourfold division of life prescribed by 

our Aryan ancestors. I have been student, householder 

and man of affairs, recluse (The Mimic Men 273-74). 

By recovering history through memory, Naipaul sets out the general history to 

represent individuals and their past.  

Men need history; it helps them to have an idea of 

who they are. But history, like sanctity, can reside in 

the heart (The Enigma of Arrival 353). 

History was built around accomplishment and innovation, and nothing was 

createdintheWestIndies.Infact,Naipaul’stravelgavehimthechangingworldand

took him out of the colonial shell, becoming the alternative for all that his background 

disowned him. Francis Bacon says, if someone is decorous and truthful to strangers, 

he/she is a citizen of the world and his/her heart joins all of them. These simple words 

can, often, fit Naipaul through recognizing his intertwisted histories (Qtd. in Dennis 

201-2). 

8. V.S. Naipaul: The Double Agent 

The Mimic Men (1967)isNaipaul’snovelwhichfocusesontheexperiencesofa

Caribbean Indian politician who is exiled in London due to racial conflict on his 

island, Isabella. The narrator analyses ideas related to decolonization, freedom, 

achievement, self-definition. Characters are greatly influenced by the powers of 

history. Naipaul examines the reasons behind the insecurity of the newly independent 

nations. In The Mimic Men, themes of freedom, politics, self-creation, psychology, 
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writing, autobiography, history, mimicry, race and origins work together to create 

conflicting significances in the text (King, V. S. Naipaul 71).     

Nonetheless, the protagonist, Ralph Singh, shifts to ponder upon his own past and 

on writing itself. The Mimic Men depicts Singh as obsessed by the idea of the dying 

out of the Caribbean Indian. In a school in his island of Isabella, Singh is presented 

with India as his home and his lost history. In London, he gets disillusioned because 

of the quality of his life and surroundings. Like Singh, Sandra, his English wife, has a 

similar experience. Desiring fame, she leaves her family and lives in London. She is 

depicted as hopeless after failing her exams and getting attached to Singh (King, V. S. 

Naipaul 72-3). 

Like Singh, Naipaul fails to attach himself to India, and he is unable to return to 

England. He lives in a state of permanent homelessness and exile. Thewriter’sdouble

quest is to recreate a sense of personal and national identity. He writes about the 

traumatic experiences of the colonial and postcolonial world. He attempts to create 

order through his writing. Order is a central theme in his novel The Mimic Men. It is 

described as missing in colonial societies due to the lack of cultural, racial and 

historical uniformity (King, V. S. Naipaul 73). As such, Singh feels alienated 

personally, culturally, and racially. This leads to his cynicism, “this feeling of 

abandonmentattheendoftheemptyworld”(The Mimic Men 114). 

Naipaul alludes to T.S. Eliot’s “The Love Song of J. Alfred Prufrock”, “The

WasteLand”,“TheHollowMen”,and“Gerontion”.Theseallusionssuggestthatthe

meanings of the novel are both personal and cultural. This literary mimicry reflects 

Singh’s personal discontent aswell as the analysis of cultural politics (King, V. S. 

Naipaul 75-6). Just like Eliot, Naipaul is disillusioned by England. This is reflected in 
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Singh’s quest for a sense of order in London (King, V. S. Naipaul 82). Literary 

mimicry is manifest in An Area of Darkness inNaipaul’sremarksconcerningIndians,

“theydefecateon thebeaches; theydefecateon thehills; theydefecateon the river

banks; they defecate on the streets” (The Mimic Men 114). It is a comic allusion to 

Churchill announcing the English people as ready to defend their country against Nazi 

Germany (King, V. S. Naipaul 81).             

In the New World, Singh is disturbed because of his Indianness. He attempts 

Anglicization, and dreams about the idealized Indian past. He is afraid that he might 

lose his racial and cultural identity. He usually leans on moments of indifference, 

negativity, andHindu spirituality.King asserts that “Singh’s lack ofwholeness, of 

identity and authenticity, leads to his posturing, dandyism and flights into exile. No 

placeishome.Everywhereheisshipwrecked,washedup”(V. S. Naipaul 76-81). 

The Mimic Men proves to be about the postcolonial world and the exiled 

individuals who think they are writing about the world as in fact they are writing 

about themselves. As such, Naipaul transcends the realist discourse of colonial fiction 

into the reflection on the disorder of the postcolonial world (King, V. S. Naipaul 77).            

The opening section of the novel deals with Singh’s memories as a student in

London mixed with his memories of his return to London as an exile. Chapters from 

fourtosixrecountSingh’smarriagetoSandraandhisreturntoIsabella.Thestoryin

the second section of the book deals with his childhood and education. The third 

section examines Singh’smemories of exile and his political career in Isabella.As

such, the narrative proves to be very disorderly, complex, unchronological, and 

circular. This is due to the fact that the narrative is based on the protagonist’s

memories (King, V. S. Naipaul 78).  
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Singh reflects upon the construction of his own identity. He ponders whether his 

identity is a product of racial, colonial, educational and family past. In The Mimic 

Men, there are recurrent references to Christopher Columbus voyages as if the latter 

were the main source of Singh’s troubles. Singh is also obsessed by his father’s

abandonment of the family, which is part of the disorder Singh lives. Isabella’s

Independence leads to a state of disappointment, disorder, violence, and Singh 

escapestoEngland.Assuch,Naipaul’sfatherandthestateofracialhavocinTrinidad

aremaininfluencesonNaipaul’swriting(King, V. S. Naipaul 78).            

Naipaul knows the impact of his English education on his writing and worldview. 

It indeed affects his values and literary forms. At school, instead of studying about his 

historyandculture,SinghlearnsaboutLiège,“There,inLiège…wasthetrue,pure

world”(The Mimic Men 157). 

Themimicry inNaipaul’sThe Mimic Men is clear in the fact that the novel is 

written in English. Naipaul himself is educated in English. He is necessarily 

influenced by the European tradition. The latter is employed to express his personal 

situation.Theverypertinentquestiontoaskis“Howtoavoidthemimicryinherentto

art?”(King, V. S. Naipaul 83). 

In The Mimic Men, Naipaul is cynical about the political and racial solutions to 

alleviate the condition of the mimic men. He suggests that independence led to racial 

politics, and that economic strength remained in the hands of the colonizer. Local 

people are unable to rule themselves, and are in fact trained by the colonizer. King 

states,  

“The Caribbean was a place in which people were 

divided by race, filled with resentments and lacked 

shared myths. They had no history of cooperation, or 
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the wealth to provide comfort to losers of office. 

Politics in such a situation could only be brutal and 

disillusioning”(V. S. Naipaul 194). 

This is very much related to the idea of neocolonialism in which local elite would 

turn to be the main source of violence, poverty, resentment and tyranny. In this way, 

independence can be considered a failure and a disappointment. Hence, Naipaul 

appears to be sceptical about independence and its racial affirmations (King, V. S. 

Naipaul 194). 

Naipaul’s vision of West Indian independence affected his idea about other

regions, especially Africa. The independence of many African nations was preceded 

by high expectations which would later be a disappointment because of corruption, 

civil wars, the fragmentation of the states, and chaos that ensued from independence 

(King, V. S. Naipaul 195). 

Most of the criticism directed towards Naipaul focuses on the world divide 

between centre (England, imperialist, Western civilization) and margins (colonies, 

Third World, black). These critics most of the time read literature as politics (King, V. 

S. Naipaul 195). Indeed, Naipaul’s characters are depicted as victims of colonial

exploitation and modernity. As such, any reader of Naipaul has to consider the 

presence of ideas of history and the subaltern in his writing. His narratives are replete 

with culture and history. Therefore, the subaltern’s identity is also replete with 

fissures and he/she is in desperate need of wholeness and unity. The figure of the 

subaltern subject is represented in the character of Singh (Nandan 79). 

Bhabhabelievesthat thecolonizedsubject’spasthauntshis/hercolonialculture.

This state of haunting creates what Bhabha terms the uncanny “double”.  Bhabha

states, 
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the spectacle of colonial fantasy sets itself up as an 

uncanny “double.” Its terrifying figures - savages, 

grotesques, mimic men - reveal things so profoundly 

familiar to the West that it cannot bear to remember 

them. It is in that sense, and for that very reason, that 

“Thehorror! thehorror!” said in theheartofdarkness

itself,andthe“Ou-boum”oftheemptyMarabarcaves

will continue to terrify and confound us, for they 

address that “other scene” within ourselves that

continually divides us against ourselves and others 

(Representation and the Colonial Text 119-120). 

Bhabha states that in mimicking the colonizer, the colonized is in the process of 

challenging, destabilizing, and undermining the colonizer because he tends to be 

different despite the similarity. As such, the Other is there to haunt the colonizer as 

his grotesque creation. He is there to emphasise the difference between the Self and 

theOther.AccordingtoPorter,“Naipaulathis best is, therefore, one of our most alert 

chroniclersofdifference”(Porter332).HisnovelThe Mimic Men is a captivating and 

a powerful study of the Other (Nandan 80). 

According to Nandan, Naipaul depicts reality as fragmented due to colonialism. 

The mimic men are always in a quest for the self in the debris of their colonial 

imagination. They want to fulfil the desire of self-realization, to find the remaining 

parts of their identity. Nandan believes that identity is formed through escaping the 

self in a state of independence and creativity (Nandan 80). 

However,Naipaul’swritingsrevolvearoundthefactthattheWestIndiessuffersa

crisis of identity. This condition of loss and suffering is due to the “monstrous

wound”(The Mimic Men 63) of enslavement and genocide left in its history (Nandan 

78).DennisPorterasserts thatNaipaul“bringsahighlypoliticizedconsciousness to

bear on the human problem of growing up as a colonial subject in a minority culture 

that was cut off from its roots in another continent”(Porter326).Porteraffirmsthat
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Naipaul’swritingisinaffinitywiththediscourseofpower,“itspassagefromoneset

of rulers to another, its abuse, its spectacular failures and its lacks” (307). Thus,

Naipaul ponders upon the idea that power is ephemeral (Nandan 79). 

Besides, Glyne Griffith asserts that postcolonial writers such as Naipaul 

“ultimately limit the possibility ofWest Indian selfhood and presence in theWest

Indian novel ... [by obscuring] the politics of West Indian difference within the 

binarist paradigm of history vs historylessness” (Deconstruction 81). Griffith made 

his conclusion because he thinks that Naipaul believes that power and history reside 

in the European colonizer and that the West Indian is incapable of creating his/her 

own history. He/she is a mere subject to others’ histories. Thus, Naipaul, Griffith

explains, denies the West Indian characters a sense of history and depicts them as 

lacking self-awareness (Nandan 78). 

The writers of The Empire Writes Back doubt that Naipaul sides with the tendency 

to celebrate the new national cultures and societies that accompanied political 

decolonization.Ashcroftetal.statethatNaipaulhas“oneoftheclearestvisionsofthe

nexus of power operating in the imperial-colonial world” but “he is paradoxically

drawntothatcentreeventhoughheseesitconstructingthe‘periphery’asanareaof

nothingness.Heissimultaneouslyabletoseethatthe‘reality’,‘thetruth’,andorder

ofthecentreisalsoanillusion”(88-91). 

Indeed, Naipaul presents the postcolonial world as complex. These critics, 

nonetheless, see him as betraying the West Indies by living in England and starting a 

career in writing there (King, V. S. Naipaul 196). Besides, Naipaul was criticized for 

not being supportive of nationalist sentiments. Edward Said has made negative 

remarks concerning Naipaul’s presentation of the endeavours of national
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decolonizationas“fraudulentpublic relationsgimmicks,halfnative impotence,half

badlylearned‘Western’ideas”(Said, Reflections on Exile 100). 

Naipaul can be considered as a good example of a writer who can tell the truth 

about the Third World. Said and his supporters see that Naipaul presents the 

postcolonial world as he sees it, rather than explaining it as they want others to see it 

(King, V. S. Naipaul 196). 

“hecanbecountedontosurveytheThirdWorld…its

follies, its corruption, its hideous problems … he

prefers to render the ruins and derelictions of 

postcolonial history … to indict guerrillas for their 

pretensions rather than indict the imperialism and social 

injustice that drove them to insurrection, he attacks 

Moslems for the wealth of some of their number and for 

a vague history of African slave trading ….” (Said, 

Reflections on Exile 100). 

King asserts that Said does not want Naipaul to discuss Muslim trade slave 

becausehedoesnotwanthisideaofthevictimized“helplessinnocentThirdWorld”

tobedismissed.Said’sviewaboutNaipaulisduetothefactthattheformerconsiders

Western literature and knowledge about the Third World as basically directed towards 

imperialism, colonialism, and  neocolonialism (V. S. Naipaul 197). 

Besides, Said considers Naipaul as an enemy of the Muslim world. In his review 

ofNaipaul’sbookBeyond Belief: Islamic Excursions among the Converted Peoples, 

Saidstates that thebookis“thekindofdemystifying, thoroughexposéofIslamfor

whichWesternreadersseemtohaveabottomlessappetite”itisbasedon“idioticand

insultingtheory”(Said,“GhostWriter”, 40-42).  

Said believes that Naipaul writes according to the horizon of expectations of 

Western readers who are anti-Muslim. He sees Naipaul as  
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“amanoftheThirdWorldwhosendsbackdispatches

from the Third World to the implied audience of 

disenchanted Western liberals who can never hear bad 

enough things about all the Third World myths – 

national liberation movements, revolutionary goals, the 

evilsofcolonialism”(Said,“GhostWriter”,40-42). 

Naipaul’sactofwriting inBeyond Belief is viewed by Said as a betrayal of the 

cause (King, V. S. Naipaul 197).  

SaidassertsthatNaipaulwrites“sostupidandsoboringabook,fullofstoryafter

story illustrating the same primitive, rudimentary, unsatisfactory and reductive 

thesis”.He believes that theonly publishers and Naipaul himself will benefit from 

writingsuchabookandthatNaipaul“willmakealotofmoney”and“moreMuslims

willsufferandbeinsulted”(Reflections on Exile 116). 

As such, just like Conrad, Naipaul is regarded as one of the twister and wickedest 

writers of the diaspora. Though being accepted for his immensely, modernist, and 

international fiction, there still some of those who see him changing his astute in 

understandingof thecolonized’sconditionandseeinghistory throughEnglish eyes, 

as if he is betraying them as stated by Sivanandan, a  “Double Agent” for the

colonizer,ormorethanthatas“anagentprovocateur”(Dennis199).Thisgem,prize-

winning British writer and whose identity is always in process, is being rewritten as 

not British, nor Trinidadian, nor Indian, nor Caribbean, nor black, nor white. The 

latter is earnest in pursuing the questions of his own voice that is neither local 

aesthetic paradigm, nor Western (Dennis 195).  
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CHAPTER THREE: THE POETICS OF DECOLONIZATION IN THE 

SELECTED WORKS OF ACHEBE, NGUGI, AND NAIPAUL 

To dismantle the classical polarities of the colonizer and the colonized, 

postcolonial African and Caribbean writers employed language and the form of the 

novel in different ways and for different purposes. This diversity in their literary 

production reflects their differing views and ideologies as far as language and 

decolonization. African writers like Ngugi and Achebe use the form of the novel 

blended with elements from the oral tradition to voice the story of colonisation and 

decolonization. On the other hand, V.S. Naipaul sceptically narrates the impact of 

culturaldisplacementonthecharacter’sidentity. 

1. Achebe’s Appropriation of the English Language 

The use of the dominant language, literature, culture and philosophic ideas to 

subvert European colonial discourse has been a burning issue in postcolonial 

discourse studies. In literature, one of the best known debates on the subject is the one 

between Ngugi wa Thiong’o and Chinua Achebe (Loomba 80). Emphasizing the

status and history of the English language in Africa, Achebe suggests in his essay 

“EnglishandtheAfricanWriter”that“thenational literatureofNigeriaandofmany

other countries of Africa is, or will be, written in English” (Achebe, 1997, 344). 

Achebe praises the creative hybridity of African writers who appropriated English to 

their experience. He states that,  

for me there is no other choice. I have been given this 

language and I intend to use it.... I feel that the English 

language will be able to carry the weight of my African 

experience. But it will have to be a new English, still in 
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full communion with its ancestral home but altered to 

suititsnewAfricansurroundings”(Achebe, 1997, 349).  

Inhis response toAchebe, theKenyannovelistNgugiwaThiong’oexplainshis

choice to write in Gikuyu rather than English. Ngugi invokes the relationship between 

language and culture, and argues that colonialism made inroads into the latter through 

control of the former (Loomba 80). Ngugi asserts that, “literature by Africans in

European languages was specifically that of the nationalistic bourgeoisie in its 

creators, its thematic concerns and its consumption” (Decolonising 20). He 

distinguishes between those writers who use indigenous languages, and those who 

hold onto foreign languages, implying a close relationship between political and 

cultural identities and the choice of language. 

However, the choice of language does not entail any particular political or cultural 

position. Writers who express themselves in indigenous tongues are not necessarily 

anticolonial orrevolutionary,andtheytoomaybe“contaminated”byWestern forms 

and ideas (Loomba 81). 

The choice of language is closely related to the powers of history. Textual 

representations of history involve ideological and rhetorical strategies. Loomba likens 

the interrelatedness between text and history to textile. Critical analysis highlights the 

historicity of the text as well as the textuality of history. Hence, colonisation should 

be analysed as if it were a text, full of representational as well as material practices in 

the form of scientific, economic, literary and historical writings, official papers, art 

and music, cultural traditions, popular narratives, and even rumours (Loomba 82). 

Because of the debate of the language of African literature, and at the conference 

of African writers of English expression held at Makerere University College, 
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Kampala, in 1962, Achebe announced his differentiation between “national” and

“ethnic”literature, 

A national literature is one that takes the whole nation 

for its province and has a realized or potential audience 

throughout its territory. In other words a literature that 

is written in the national language. An ethnic literature 

is one which is available to one ethnic group within the 

nation. If you take Nigeria as an example, the national 

literature, as I see it, is written in English; and the 

ethnicliteraturesareinHausa,Ibo,Yoruba,Efik,Ijaw,

etc. etc. (Achebe, 1997, 343). 

Achebe’s definition of national literature is different from Ngugi’s. The latter

views the nation in tribal terms. Therefore, Kenya is not a nation for Ngugi but a 

country of different nations, whose literature can only be national if created in a 

dialogic translation with other national literatures such as Igbo-Yoruba, Dholuo-

Maasai, or Yoruba-Maasai and Dholuo-Igbo translation, without English mediation. 

In this way, national literatures will create a genuinely African novel (Tageldin 462). 

Since Africa is very rich as far as language, culture, religion, and style, the term 

“Africanliteratures”ismostofthetimepreferred(Mazrui97).Mazruidescribes this 

stateofculturalwealthassomethingofa“bazaar”(154).Kleinexplains,“theplural

form ‘African literatures’ helps chart the range and the variety; the singular form

helpslendcoherencetothefieldofstudy”(Chapman163). 

Achebe’s Things Fall Apart testifies to an aesthetic project that consists of 

fashioning a new language appropriate to its setting, which serves therefore to give 

life and substance to the narrative content and thus to enforce the novelist’s initial

gesture of cultural reclamation. As a consequence, the manner of presentation became 

integral to the narrative development to a degree that must be considered unusual in 

novelistic writing. AsEmmanuelObiechina remarked, “the integrative technique in
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which background and atmosphere are interlaced with the action of the narrative must 

beregardedasAchebe’sgreatestachievement”(Obiechina,1975,142). 

What is considered to be a breakthrough in Things Fall Apart isAchebe’ssuccess

to fashion a new language appropriate to African setting.This is clear inAchebe’s

project of cultural reclamation that the story of Africa must be told by Africans (Irele, 

2002, 116). Emmanuel Obiechina states that “the integrative technique in which

background and atmosphere are interlaced with the action of the narrative must be 

regardedasAchebe’sgreatestachievement”(Obiechina,1975,Culture, Society 142). 

Achebe’s use of English does not only aim at highlighting the cultural and

linguistic resources in African language and culture, but also to Africanize the English 

language (Lynn 9). 

I feel that the English language will be able to carry the 

weight of my African experience. But it will have to be 

a new English, still in full communion with its ancestral 

home but altered to suit its new African surroundings 

(Achebe, The African Writer and the English Language 

1975, 62). 

His use of orature expresses the Igbo verbal style. It is more than decorative and 

ornamental. They play a crucial role in conveying communal views and unveil the 

colonial impact on Igbo identity (Lynn 10-1). It is due to the interrelation between the 

formsusedinAchebe’snovelsandIgbocommunallifethatBernthLindforsdescribes

thelanguageofAchebe’sworldas“agrammarofvalues”(Lindfors,1968,77). 

The situation of the African writer employing a European language results in three 

types of audience: First, we have the European audience to which the African writer is 

bound by language and generic forms. Second, there is the African audience educated 

in the European languages, which represents a minority, and which shares with the 
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writer both the system of references and the background. Third, we have the African 

population which represents the majority, and which shares with the writer the 

experience but not the linguistic means of expression. This aesthetic situation will 

necessarily lead to questions of ideology and politics (Irele, 2002, 60). As such, 

Achebe believes that colonialism had presented the colonized with a linguistic 

weapon to use to counter the discourse of empire: an English language with an 

African heart or sensibility (Nwosu 101). 

2. Indigenizing the Realist Novel in in Arrow and Anthills 

Achebe asserts that the novel would be the discursive mode that infuses the oral 

tradition with the established novel European forms to create a cultural practice that 

would express the conditions of postcolonial Africa (Msiska 50-1). Simon Gikandi 

contends that Achebe introduced African literature as a cultural practice by sustaining 

that“thenovelprovidedanewwayofreorganisingAfricancultures,especiallyinthe

crucial juncture of  transition from colonialism to national independence” (Gikandi

1991, 3). 

Achebe shows a masterful command of realist strategies. Many readers find the 

world he creates very real. His novels are read through mimetic and anthropological 

lenses because of their documentary quality (Goyal 303-4). Just like Ngugi, Achebe is 

introducing a new epistemology even though it is presented in a Western discursive 

mode, the novel. The latter represents a space of argumentation and debate, as well as 

a statement of an emergent class and culture (Msiska 53-4). 

Both Achebe and Ngugi worked on indigenizing the form and the language (the 

novel as well as the English language) of the African novel (Lewis 87). Gikandi 



117 

 

contends that, in their reaction to colonial deformation, African writers attempted to 

redefine and Africanize the realist novel. They tried to find new forms to challenge 

the realist template put into place at the birth of the new nations (Yogita 303). 

Achebe’sworksrepresenttheAfricanizationofthenovelformtovoice the issues 

and preoccupations of Africa and Africans (Irele 9). The historical, political, and 

cultural context has urged a new discourse of resistance in the African novel. The 

latter has aimed at voicing the pathologies of power in postcolonial times. The 

resultingcriticalconsciousnessmaybetermed“thenewrealism”intheAfricannovel

(Irele 10). Postcolonial writers such as Chinua Achebe and V.S. Naipaul employ 

realism and modernism as instruments to counter Western colonial discourses about 

Africa and the Caribbean in the works of writers like (Charles Dickens, Daniel Defoe, 

Joseph Conrad, Joyce Cary, and Charlotte Brontë) (Mwangi 443). 

The fusion between realism and the oral tradition is mythically and symbolically 

presented in the image of drought in Anthills of the Savannah. The severe drought that 

affects the province of Abazon is reflected in the story through the clash between the 

earth and the sky. This led the people of Abazon to travel to the capital city of Bassa 

in order to complain to His Excellency. It is this aspect of Anthills that inspires Ikem 

Osodi’s“HymntotheSun”(Irele21-2). 

Achebe has recourse to the Igbo setting and history to increase the level of realism 

in his novels. Subsequently, he succeeds to establish his theme and world view 

(Nwoga 39). George argues that, “To talk of recreating or translating a “Western”

form in a non-Western space is to adopt a questionable understanding of the dynamic 

ofculturalencounterandhistoricalchange”(George345). 
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Realism is reflected in Anthills through grouping the characters in a journey. 

Indeed, Achebe puts his characters in a commuter bus in order to make them 

experience the daily life of ordinary people in Nigeria. Chris Oriko, for instance, flees 

from the city of Bassa to the countryside in a commuter bus. This scene in the novel 

highlights the discrepancy between life of the ruling elite and the Nigerian masses 

(Irele 22). 

George asserts that Achebe succeeds to depict collective life in Africa in an 

objective way, in which the future is neither excluded nor guaranteed, 

Achebe opens up a way of conceiving and representing 

collective life in Africa, such that the continent’s

failures appear, not primarily as a catalogue of woes 

but, very specifically, as temporal flashes in an uncanny 

continuum, where a different future can neither be 

foreclosed nor guaranteed (George 345). 

Achebestatesthathewouldbesatisfiedifhishistoricalnovels“didnomorethan

teach my readers that their past – with all its imperfections – was not one long night 

ofsavageryfromwhichthefirstEuropeansactingonGod’sbehalfdeliveredthem”

(Achebe, Hopes, 45). As such, Achebe trusts the ability of the realist novel to tell the 

story of Africa and to challenge Western racist discourses. Indeed, realism could 

break into colonial deformation through restoring order, moral complexity, and 

aesthetic beauty to the African past. 

Achebe nonetheless does not only follow the criteria set for nineteenth-century 

European realism of social texture, three-dimensional and well-rounded characters, 

and social relationships with psychological depth. He transforms the form of the 

realist novel by making it communal rather than individual employing elements of 

epic, romance, and tragedy. Besides, though realism in Europe is based on literacy, 

Achebe and African writers aim at preserving orality not replacing it. Achebe’suses
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elements from Greek and African oral tradition in the image of the African griot to 

create a sense of community rather than an individualist consciousness.  

In The Novel in Africa and the Caribbean Since 1950, Yogita Goyal asserts that 

extensive use of proverbs to codemoral values…, the

oral rhythms in the text, embedded folktales and mythic 

stories, and his patterns of temporality tied to the 

natural rhythms of agriculture and harvest, further help 

construct what may be called the Africanness of the 

novel’srealism,whichusesnarrativeconventionslong

associated with the genre of romance (Goyal 304-5). 

As such, Achebe transforms the realist novel into, if not an indigenous African 

genre, a culturally hybrid one.  

Moreover, Achebe counters those who question the existence of the sociological 

conditions like a developed bourgeois class and a literate readership, which are 

prerequisite to the European realist novel. Through his appropriation of the English 

language, the infusion between orality and literacy, as well as his focus on the 

communal rather than the individual, he could successfully restore Africa to the 

discourse of history and the African as a subject of history. Achebe creates a world 

that is concrete, detailed, and exhibiting intricate relationships and psychological 

depth in a realist form. He, however, depicts this world as mythical, historical, and 

romantic.  

Achebe’sdepictionofritualslikethemaskingceremonies,theYamplanting,the

breaking of the kola nut, and naming the seasons and the harvesting associated with 

them create an organic temporality. Nonetheless, he also describes the interruptions 

thatthreatenthecommunity’sexistence.Thoughromanticnovelsfollowacyclictime

which is in harmony with the seasons, Things Fall Apart and Arrow of God, represent 

a charmed community at a time of crisis (Goyal 305).  
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Chantal Zabus states that Arrow of God contains as many as 129 proverbs. In 

Arrow of God,AchebeusesanIgboproverb,“Wearelikethepuppyintheproverb

which attempted to answer two calls at once andbroke its jaw” (Arrow 188). This 

proverb is clearly traditional and rural, for it reveals a social reality which has 

disappeared in urban centres (Zabus 488-9). In Arrow of God, Achebe contextualizes 

Igbo words by explaining them to the non-Igbo reader. He puts the Igbo word or 

phrase in dialogue and has the non-Igbo reader make an inference.  

For example, Ezeulu in Arrow referstohisancestors’achievements: “‘Didnot

my grandfather put a stop to  ichi in Umuaro? He stood up in all his awe and said: We 

shallnolongercarveourfacesasiftheywereozodoors’”(Arrow 132). The reader is 

expected to infer that ozo doors are decorated the way facial marks (also called 

“scarification”inthecolonialcontext)decorate the face (Zabus 491). 

As such, in Achebe’s novels, the form and content artistically capture the key

moments of African history from colonialism to postcoloniality. Besides, these novels 

depict the linguistic and political consequences of the encounter between European 

and African cultures. Even though Achebe employs forms of realism and modernism, 

he rarely shows interest in formal experimentation for its own sake.  He uses these 

forms in order to deconstruct the colonial and postcolonial issues. He is influenced by 

realism because it helps him imagine African cultures (Gikandi, Encyclopaedia 9-12). 

Thus, through the novel form, Achebe dramatizes the colonial encounter between 

traditional Igbo society and colonial modernity. He highlights the weaknesses of the 

African society on the eve of decolonization, and depicts the fascination of young 

Africans with modernity. In writing Arrow, Achebe aims at describing colonization 

and decolonization from the inside. He also attempts to present the Igbo identity as 
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complex as any other identity of a society undergoing change. As such, the Igbo value 

system is presented as the main source of stability for the community. It is 

nonetheless presented in conflict with a changing history and culture (Msiska 53). 

Nonetheless,Achebe’sdiscoursealsofunctionsundertheinfluenceofmodernism

and modernity because he was writing as a response to some modernist works. In 

addition, Achebe is influenced by the spirit of Modernism because he himself was 

taught according to the western modernist tradition (Gikandi, Encyclopaedia 12). 

GikandiassertsthatAchebe’searlynovelswere written, 

in response to a set of modern texts, most notably 

Conrad’s Heart of Darkness, in which African 

“barbarism ” was represented as the opposite of the

logic of modern civilization. Since he was educated 

within the tradition of European modernism,Achebe’s

goal was to use realism to make African cultures visible 

while using the ideology and techniques of modernism 

to counter the colonial novel [on] its own terrain 

(Gikandi, Reading Chinua Achebe xiv). 

As such, Novels written during the post-war era of the 1940s, 1950s, and early 

1960s were part of the cultural process of problematizing modernity, as well as a new 

form of subjectivity and representation. In decolonization, the novels would function 

as a space for cultural, intellectual, and political debate, as well as a site where 

modernity is viewed as a threat to African identity and culture. Besides, these novels 

are a way of rethinking the past and forging an African cultural renaissance (Msiska 

53-4).  
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3. Achebe’s Search for Authenticity 

“AmongtheIbotheartofconversationisregardedvery

highly”(Things 7). 

“Storiesarenotaboutogresoraboutanimalsorabout

men.Allstoriesareabouthumanbeings”(Devil 61-62). 

Achebe’sstatementthatproverbsare“thepalmoilwithwhichwordsareeaten,”

is an indication of the centrality of proverbs in African speech and conversation. 

Achebe’s statement reflects the aesthetic importance of proverbs. Indeed, proverbs

play a major role in mental processes and cognitive orientation. This is due to the fact 

that proverbs are a set of compacted experiences representing a minimalism of 

thought. This function of proverbs is reflected in the Yoruba metaproverb: Owe I’esin 

oro; ti on ba sonu, owe I’a fi nwa (Proverbs are the horses of thought; when thoughts 

get lost, we send proverbs to find them) (Irele, The African Imagination, 32). Roscoe 

believesthatproverbsrepresenta“versatiledevice”employedtodirectbehaviour,to

teach, and to unify people. In debates, they are used to support orality (Roscoe 124). 

OyekanOwomoyelaconfirmsthat“traditionalAfricandiscoursetendstorelytoa

considerable degree on proverbs” (Owomoyela 358-59). Achebe perceives in 

traditional Igbo proverbs an effective form of discourse to convey the narrative in a 

unique Africanvoice(Lynn30).GeorgeassertsthatAchebe’suseofproverbsinIgbo

language and culture help in unifying the story line. They are sources of the wisdom 

of the ancestors (George 355). Achebe combines the traditional and the modern fusing 

proverbs and other aspects of folklore into fiction. He enlarges the scope of the 

English-language novel to accommodate African culture (Moss and Valestuk 115). 

Kalu states, 

Oral traditional genres range from the oral tale to the re-

enactment of myth during festivals in which many 

different art forms are employed. Contemporary and 
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written Igbo literature uses most of the oral narrative 

techniques but has yet to achieve the unity of festival 

drama. Achebe tries to achieve this unity through 

explanations of the people’s world view, descriptive 

images of customs and traditions, transliteration of the 

Igbo language into English, and a combination of Igbo 

oral narrative techniques with those of the Western 

novel (Kalu 61). 

According to Gikandi, the turn to orality as an indigenous resource base is a 

matter of political necessity. Their nationalist writings require resistance poetics in the 

form of oral tradition and popular sources. Even third generation of African writers 

continue towrite rehearsing“aparticular tropeof liminality” (Quayson1997,160).

What is evident is that even contemporary African writers have recourse to 

indigenous forms. What unites these writes with the foundational writers like Achebe, 

Soyinka, Ngugi waThiong’o,andAmosTutuola, is theirexilic condition. Hence, if 

contemporary African writers write from a diasporic position where “the need to

negotiate multiple identities becomes most acute” (Quayson 1997, 150), the

foundational writers write from an internal exile, colonial rule (Ogude 241-42). 

In a conversation with Bill Moyers, Achebe highlights the importance of 

storytellingasanartaboutsurvival.Heusestheimageofthe“anthill”toshowhow

tales are reminiscent of the past. 

If you look at the world in terms of storytelling, you 

have, first of all, the man who agitates, the man who 

drums up the people—I call him the drummer. Then 

you have the warrior, who goes forward and fights. But 

you also have the storyteller who recounts the event—

and this is one who survives, who outlives all the 

others. It is the storyteller, in fact, who makes us what 

we are, who creates history.  The storyteller creates the 

memory that the survivors must have—otherwise their 

surviving would have no meaning… [The anthill

survives] so that the new grass will have memory of the 

fire that devastated the savannah in the previous dry 

season (Achebe in Moyers 337). 
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Therefore, storytelling guarantees the survival of the storyteller and his/her 

listeners. The storyteller survives to tell the story, and the listeners survive as they 

learn from it (Nnaemeka 7). 

Nevertheless, Achebe asserts that the use of the oral tradition is not measured by 

the knowledge of tales and proverbs. He rather highlights the importance of its use in 

conversation. 

If  one  takes  the  Igbo  society, which  I  know  best, it  

seems quite clear that  the finest examples of  prose 

occur not in those forms [folktales,  legends, proverbs 

and riddles]  but in  oratory and in the  art of  good  

conversation. Riddles and proverbs (inu) are cast in a 

rigid mould and cannot be varied at will.  Legend 

(akuko ani) and folk tale (akuko iro) are more flexible 

but only within a certain framework. This more or less 

rigid form is important because it helps to insure the 

survival of these categories of prose. It also makes it 

possible for a speaker to employ convenient 

abbreviations. For instance, he might say: “If an old 

woman stumbles and falls twice...”andleaveitatthat.

His audiencewould know the rest of the proverb: “...

the contents of her basket would be numbered 

(Whiteley 1964). 

As such, Achebe demonstrates that folklore is used as verbal shorthand in 

communication. It is viewed as the oral formulas employed by the individual speaker 

for his communicative needs (Ferris 25).Eileen Julien asserts that, “It is no longer

viable and certainly not instructive to read ‘traces’ (the forms) of oral traditions as

signs of African authenticity” (Julien, 1992, 154). She suggests that critics should 

closely investigate the influence and value of orality as it is used in the text. 

The authenticity of African literature is evaluated by its reliance on the oral tradition, 

and sometimes by its use of native languages. In the Francophone context, some 

writers in the 1930s like Aime Cesaire, Leopold Senghor, and Leon Damas had 
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embraced the negritude movement to cater for a racialized view of a transatlantic 

black culture.  

In the Anglophone context, the negritude movement was less influential. Wole 

Soyinka, for example, once remarked that a tiger does not need to proclaim its 

“tigritude”. The South African writer Ezekiel Mphahlele showed some affinity with 

the ideas of the movement. Ngugi wa Thiong’o advocates the use of orature and

African languages. Chinua Achebe on the other hand refused to be put in a 

straitjacket, given his English education; he chooses to Africanize the English 

language. In doing so, Achebe transforms the English language as well as the realist 

novel genre creating an aesthetic that would tell the stories of the communities he 

depicted. He warns against setting norms and criteria for African writing in the name 

ofauthenticity,“WhatIamreallysayingboilsdowntoasimplepleafortheAfrican

novel.Don’tfencemein”(Hopes 99).Achebe’sstandpromptstheflourishingofthe

African fiction in both its reliance on the European genre of the novel as well as its 

infusion of orature and folklore to transform it (Desai 517). 

CriticaldiscussionofAfricanliteratureandofAchebe’s

fiction in particular commonly values orality as the 

bearer of vernacular tradition and the cultural 

expression of the unschooled majority, and therefore 

the sign of a general Africanness (Kortenaar 467). 

Julien asserts that the oral tradition is a practice of the present. She distinguishes 

between Achebe’s and Ngugi’s approach to orality. She suggests that Achebe 

employs orality in his first novels as a complex stage before colonialism. Ngugi, on 

the other hand, uses orality in Devil on the Cross as a quality of Kenyan culture in the 

present. 

With Devil on the Cross ... oral language is a quality of 

Kenyan culture now. The temporal and spatial setting 
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of each storymeans thatwith regard toAchebe’sfirst

novels, orality becomes identified with what Achebe

shows to be a complex time before colonialism (read 

often as the millennium “before the fall”), while

Ngugi’s situation of orality in the present challenges

such interpretations. The contemporaneity of Devil 

seems to me singularly important, for it demonstrates 

that orality is neither of the past nor the elementary 

stage of an evolutionary process (Julien 143-4). 

Hence, Julien affirms that while Achebe presents orality as an essential aspect of 

African culture,Ngugi’s narrative renders it as situational presentist.Amokoviews

the very fabric of Devil of the Cross as schizophrenic. He explains that this is mainly 

due to thenovel’soral eclecticism.Hestates thatNgugidrawsondifferent sources

and traditions namely, “Gikuyu oral discourses, biblical narratives, contemporary

urban stories, the European novelistic tradition, the medieval trope of the Ship of 

Fools,andfeministpoliticalcriticism”(Amoko105-6). Gikandi contends that Devil 

on the Cross takes,  

“the close connection between these discourses for

granted, shifting from one to the other regardless of the 

different historical and ideological circumstances that 

produced them, and oblivious to the assumed 

opposition between tradition and modernity in African 

literature”(Gikandi,Ngugi wa Thiong’o, 212). 

Besides, Achebe’s Anthills of the Savannah presents stories as instruments of 

memory and historical testimony for the future. It relies on the oral tradition, and this 

is depicted in the character of the Old Man of Abazon (Ogude 239). The Old Man 

demonstrates facility in the use of proverbs and in the art of storytelling. In the 

following quote, the Old Man of Abazon explains why he awards the eagle feather to 

the storyteller rather than to the warrior or the beater of the battle drum, 

The sounding of the battle- drum is important; the 

fierce waging of the war itself is important; and the 

telling of the story afterwards -- each important in its 

own way. But if you ask me which of them takes the 
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eagle-feather I will say boldly: thestory… . Because it 

is only the story that can continue beyond the war and 

the warrior. It is the story that outlives the sound of 

war-drums and the exploits of brave fighters. It is the 

story, not the others, that saves our progeny from 

blundering like blind beggars into the spikes of cactus 

fence. The story is our escort: without it, we are blind 

(Anthills 123-24). 

The Old Man of Abazon views storytelling as the store of the community’s

history. Indeed, stories represent their historical presence as a counter discourse to the 

colonial and official narratives. This is portrayed in the fable of the leopard and the 

tortoise. In his attempt to explain to the leopard that he is throwing sand in all 

directionsthat“even after I am dead I would want anyone passing by this spot to say, 

yes, a fellow and his match struggled here”(Anthills 128 emphasis by Achebe). The 

same ideaisrepeatedbytheOldManofAbazon,“Mypeople,thatisallwearedoing

now. Struggling. Perhaps to no purpose except that those who come after us will be 

able to say: True, our fathers were defeated but they tried”(Anthills 128 emphasis by 

Achebe). Hence, Achebe implies that struggle is important, but he also emphasises the 

importance of struggle as it is embedded in a story that can be passed from one 

generation to the next (Ogude 239-40). 

By juxtaposing the story of the Old Man of Abazon with the animal folk tale 

deep-rooted in the local lore, Achebe reactivates an indigenous source base and 

introduces it to a present event. As such, the oral tradition equips the African writer 

withaveryimportant ideologicalweapontoaffirmAfrica’spresence in theworld’s

culturalstage,aworldthatthreatenedtosuppressallAfrica’sstories. 

Achebe is suggesting that mapping literary history in Africa is impossible without 

having recourse to indigenous forms of the oral tradition. The infusion between 
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literacy and orality can be read through the incident in Arrow of God as Ezeulu tries to 

explain to his son why it is necessary to send him to the mission school, 

I want one of my sons to join these people and be my 

eyes there. If there is nothing in it you will come back. 

But if there is something there you will bring my share. 

The world is like a Mask, dancing. If you want to see it 

well you do not stand in one place. My spirit tells me 

that those who do not befriend the white man today will 

be saying had we known tomorrow (Arrow 46).  

ThisimageofthemaskdancingreflectsAchebe’suseoftheAfricanoraltradition

inordertocopewithachangingworld.AccordingtoGikandi,“Achebehadusedthe

metaphor of the dancing mask to capture the confusing moment of transition and 

tension between tradition and colonial modernity” (Ogude 248). This proverb also

emphasises the importance of balance and complementarity in Igbo philosophy (Lynn 

6).This isrelevant toAchebe’sstatementinThings Fall Apart,“‘Theworld has no 

end,andwhatisgoodamongonepeopleisanabominationwithothers’”(141). 

As such, Arrow of God represents the cultural changes within the Igbo society 

from purely tribal and more communal to modern and complex (Soile 283).  

In addition to orality, Achebe could appropriate the written word to his cultural and 

aesthetic project. Achebe successfully appropriates the Igbo proverbs in his attempt to 

Africanize the Western form of the novel. He also connects the roots of wisdom 

represented by the African oral tradition with literacy. In so doing, Achebe is voicing 

an age of transition as he is educated in both styles and as he also lives in both worlds. 

He succeeds to assimilate both forms: orality and literacy. His biographer, Ezenwa-

Ohaeto, expressesAchebe’ssecuritytoexist intwoworlds,“youcanbeaChristian

andyetbeabletoworshipyourownancestors”(Irele33-4).   
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In writing the African story, Achebe transforms the art of fiction from traditional 

storytelling into the modern form of the novel. This transformation is reflected in the 

evolution of the terms of reception from seeing into reading (Irele 34). The 

transformationinreceptionisreflectedinAchebe’sArrow of God as Ezeulu sends his 

son Oduche to learn the literacy of the white man. What is ironical is that Oduche 

starts to feel alienation as he is introduced to literacy. As such, he gets detached from 

the art of conversation even in the presence of his family. He is influenced by the 

change, and he learns to interact with an absent interlocutor through literacy. 

Conversely,Ugoyeisfaithfultotheartofstorytelling,representingOduche’sfoiland

the contrast between storytelling and the written word (Irele 35).   

African Christians were given the opportunity to get access to education, 

“literacy gave the elite access to the scientific and

social thought of the western world, equipped them to 

enter into dialogue with the colonial powers over the 

destiny of Africa, and familiarized them with the social 

fashions of Europe which made their lifestyle an 

example to be emulated by their less fortunate 

countrymen”(Afigbo,1985,496). 

Achebe himself has been shaped by the complex history of his time. He has 

received mission education in childhood, lived under British colonialism, studied at 

regional government colleges and at the young University College, Ibadan (Irele and 

Gikandi, 2004, 486). 

Ezeulu’s statement to Oduche about the importance to learn western literacy

echoesFanon’sideaoflanguageaspower, 

I saw a young white man who was able to write his 

book with the left hand; he could shout in my face; he 

could do what he liked. Why? Because he could write 

with his left hand. ... I want you to learn and master this 

man’s knowledge so much that if you are suddenly
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woken up from sleep and asked what it is you will 

reply. You must learn it until you can write it with your 

left hand (Arrow 189). 

Ezeulu is also very decisive in telling his children to keep local customs. He tells 

Oduche, 

When a handshake goes beyond the elbow we know it 

has turned to another thing. … Your people should

know the custom of this land; if they don’t youmust

tell them (Arrow 13-4). 

Ezeulu desires social balance between the local and the foreign, the old and the 

new, the traditional and the modern. Ezeulu declares, “amanmustdance thedance

prevalent in his time” (Arrow 189). By sending his son, Oduche, to the mission 

school, Ezeulu admits the power of the white man. 

‘Theworldischanging,’hehadtoldOduche,‘Idonot

like it. But I am the little bird, Eneke-eti-oba. When his 

friends asked him why he was always on the wing he 

replied: “Men of today have learnt to shoot without

missingandsoIhavelearnttoflywithoutperching.”I

want lone of my sons to join these people and be my 

eye there. If there is nothing in it you will come back. 

But if there is something there you will bring home my 

share. The world is like a Mask dancing. If you want to 

see it well you do not stand in one place. My spirit tells 

me that those who do not befriend the white man today 

will be saying had we known tomorrow’ (Arrow 45-6, 

emphasis by Achebe). 

As such, Ezeulu succeeds to foresee the potential power of the white man, but he 

failstoweighthepossibilitiesofOduche’sturningonhistraditionalvaluebykilling

the sacred python of Idemili (Soile 287). 

Now Ezeulu was becoming afraid that the new religion 

was like a leper. Allow him a handshake and he wants 

an embrace. Ezeulu had already spoken strongly to his 

son who was becoming more strange everyday. Perhaps 

the time had come to bring him out again. But what 

would happen if, as many oracles prophesied, the white 

man had come to take over the land and rule. In such a 
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case it would be wise to have a man of your family in 

his band (Arrow 42). 

Ezeulu’smistake is evident in his inability to grasp the universal truth that no 

matter how one stands one cannot see all the sides of a dancing Mask (Soile 288). 

InAchebe’sworks,andduetotheshiftinthespiritoftheage,itisclearthatthe

Information Age interacts and competes with the Age of Wisdom. There is a dialectic 

between theold and thenew.As such,Achebe’sprotagonists, namelyOkonkwo in

Things Fall Apart and Obi in No Longer at Ease, represent the end of the Age of 

Wisdom and the early foundations of the Information Age. The ideological 

implications of the transition are unveiled in Anthills of the Savannah as he tries to 

unite both modes of both systems through the character of the bearded old man who is 

a type of the African storyteller as well as an Ancient Mariner (Irele 35). 

Anthills represents all characters from all bulks of the Kangan society. All 

members of the subaltern class have a voice in the novel including women, the 

underprivileged, and the ancestors. Achebe uses the narrative technique of multiple 

narrators to cater for his objective of giving voice to this unprivileged class.  

The problem of leadership in the novel makes Achebe give voice to three first-

person narrators, namely Christopher Oriko, Ikem Osodi, and Beatrice Okoh. These 

members of the ruling elite express their views concerning leadership in Kangan. The 

author stands as an omniscient narrator reasserting his role as a moral guide and 

coordinator of a multiplicity of stories and narrative voices (Irele 47). In his essay 

“The Trouble with Narrators,” Jennifer Wenzel argues that the intrusion of the

omniscient narrator does not reveal the author’s trust in his first-person narrators 

(319). 
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In Anthills, Achebe uses some folkloric elements from the Wisdom Age such as 

the Idemili myth. This is in order to revive the place of the oral tradition in the literacy 

andInformationAge.Besides,italsoreflectsAchebe’sinsistenceonrootsinAfrican

literature, a feminist Renaissance (Irele 48). 

4. The Decisive Turn to Orality in Devil on the Cross 

The oral tradition has proved to be flexible and highly resourceful. It enables the 

novelist to represent a complex continuation of African storytelling and other 

traditions in a dialectic tension in the novel (Sackey 390). Ngugi employs the 

narrative of African oral tradition for structure, theme, and style. In Decolonising the 

Mind, Ngugi explains that his early education was in the Gikuyu language, and that, 

before attending an English language school, he read the Bible, folktales, missionary 

literature, and other texts in Gikuyu (Decolonising 71). 

Ngugi also emphasizes that his Gikuyu-language novels draw a lot on African 

orature.Heaffirms thathe“borrowsheavily fromoralnarrative”(Decolonising 77) 

and that the African novel has to be rooted “in the rich oral traditions of the

peasantry” (85-86). Ngugi asserts that orature is “the basis of all genres ofwritten

literaturebeitapoem,aplay,orastory,wasbeatingwithlifeandenergy”(93).He

also suggests that African writers should return to the “sources” of their being,

“Kenyanwritershaveno alternative but to return to the roots, return to the sources of 

their being in the rhythms of life and- speechandlanguagesof theKenyanmasses”

(72). 
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In his answer to a question on his appropriation of Gikuyu orature to the novel 

form, Ngugi says, 

My novels in Kikuyu have a strange irony. The first 

one, Caitaani, was written in prison, and the second in 

England. Many things are different when writing in 

Kikuyu. I’ve used the oral tradition a lot. One of the

frustrations is the inability to render the satiric 

dimensions of some phrases (“The Language of

Struggle”152). 

Ngugi asserts, “Though tale, dance, song, myth etc. can be performed for

individual aesthetic enjoyment, they have other social purposes as well. The oral 

tradition... comments on societybecauseofitsintimaterelationshipandinvolvement”

(Homecoming 68). Ngugi has used oral forms in his earlier novels, but the difference 

is that in his later novels he expects a different type of audience, namely the workers 

and the peasants (Ogude, Ngugi’s Novels 88). Ngugi explains in “TheLanguageof

Struggle”, 

These are the hazards of being in exile. A writer needs 

his own home, and the society around him. To be able 

to function effectively, a writer needs the inspiration of 

his own community for his imagination to work 

effectively. […] A writer needs to catch that phrase

which is used in a bar, that phrase which is used in a 

restaurant, in a taxi, in the marketplace, in the shopping 

center (Ngugi 148-9). 

In his book, Ngugi’s Novels and African History, Ogude confirms that Ngugi 

employs oral narrative strategies to create social transformation in his characters, to 

enhance the place of his characters as agents of change, and to voice his ideological 

message set in his stories (94-5). 

Besides, Sackey, inhisessay“OralTraditionandtheAfricanNovel”,assertsthat

the oral tradition is employed to challenge the established Western image of Africa 

and to deform the novelistic structures of the novel. The oral forms emphasize the 
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African identity and creativity. Ngugi, among other writers like Achebe, Armah and 

Aidoo, have broken the rules of the Western novel to show that African literature is 

responsive. Achebe employs the African oral tradition but he is less creative as far as 

the use of oral literary structures. All of his novels are structured in the form of the 

great Western tradition (Sackey 390). Therefore, Ngugi employs African orature to 

createaformthat“isbestunderstoodasafunctionaldiscoursewhichcanlegitimate

or subvert the existingpowerstructuresofsociety”(Desai65). 

Employing forms of the oral tradition in his narrative discourse, especially his 

Gikuyu novels, Ngugi subscribes to different traditions, namely the African oral 

tradition as well as Western fictional forms. His works can be best described as hybrid 

texts. Ngugi tends to deform the conventional structures of the novel so as to establish 

morecommunalconventionsoforality (Jackson9). In“TheLanguageofStruggle”,

Ngugi announces,    

Obviously, I’m part of several traditions. One, of 

course, is the peasants, the tradition of storytelling 

around the fireside and so on … oral tradition, or

traditionaloratureaswecallit.Thenofcoursethere’sa

Western literary tradition that is a written tradition: 

Dickens, Balzac, Tolstoy, Dostoyevsky, and Faulkner, 

and others (153). 

Hence, Ngugi is appropriating the Gikuyu oral tradition, and the shift in his novels 

has to be seen as an amalgamation of both Gikuyu and Western modes of production 

(Ogude, Ngugi’s Novels 87). Ngugi attempts to create a hybrid text employing both 

oral and popular forms and reconciling them with the written form. As such, he 

redefines orality and subordinates it to the qualities of the written form. He also 

stretches the meaning of orality to include popular forms like biblical allusions that 

were widely used in Kenyan culture (90).  
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Ngugi writes on the use of oral tradition, 

I had resolved to use a language which did not have a 

modern novel, a challenge to myself, and a way of 

affirming my faith in the possibilities of the languages 

of all the different Kenyan nationalities, languages 

whose development as vehicles for the Kenyon 

people’s anti-imperialist struggles had been actively 

suppressed. . . . I would not avoid any subject—science, 

technology, philosophy, religion, music, political 

economy—provided it logically arose out of the 

development of theme, character, plot, story and world 

view. Further I would use any and everything I had ever 

learnt about the craft of fiction—allegory, parable, 

satire, narrative, description, reminiscence, flash-back, 

interior monologue, stream of consciousness, dialogue, 

drama—provided it came naturally in the development 

of character, theme and story. But content—not 

language and technique—would determine the eventual 

formofthenovel….(Detained 8). 

In Petals, Ngugi employs Gikuyu phrases and nouns instead of English 

counterparts. This technique clearly puts the text in Africa. Local detail, passionate 

tone, and Gikuyu phrases and nouns refashion the Kenyan experience in the face of 

neocolonialism (Loflin 643). Hence, the English-medium literary text is a hybrid text 

comprising on the one hand facts, stories, themes and even styles related to the 

African culture and, on the other hand, the English language with its flavour, stylistic 

subtleties and even beliefs. The hybrid text of English includes forms of both English 

and the African language. This is a kind of appropriation of English (Kachru 197). 

Devil merges indigenous Kenyan oral forms, Mau Mau and other nationalistic 

songs, English and Kiswahili intercalations on the basis of mixed African and 

European Socialist and Christian symbols and concepts. Ngugi states that the novel 

incorporates forms of oral tradition and Western fictional forms (Slaymaker 188). It 

deals with the corruption of the ruling class, and how workers and peasants struggle 

against exploitation through communal action. Ngugi asserts that, “Literature
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published in African languages will have to be meaningful to the masses and therefore 

much closerto therealitiesof theirsituation”(“OnWritinginGikuyu”151). Inthe

novel, Ngugi uses Christian symbolism to criticise imperialism (Ojo-Ade 10). He 

employsWariinga’sstory,whichisapersonalstorythatisrootedinpopularculture

of the Gikuyu, and thus through it he evokes his exploration of the postcolonial state 

(Ogude, Ngugi’s Novels 93). 

InconsideringNgugi’sDevil,EileenJulienstatesthatorallanguageforNgugi“is

aqualityofKenyanculturenow”andnotaformfordescribingthepast (Julien 143). 

She proceeds: 

Oral language is thus not the object of representation 

that can be read as quaint and passeiste [of the past]. 

Orality here  means  the  language  and  tradition  in  

which  this narrative  is  articulated,  the  medium  in  

which  Ngugi’s audience will hear this story (Julien

145). 

Ngugi is obsessed with the collective ritual of oral performance. He thinks of the 

community gatherings and celebrations at the precolonial Gikuyu religious festival. 

His inspiration to write Devil results from his tourist trip to see the Human-shaped 

rocks of Idakho in western Kenya and folktales of man-eating ogres from Gikuyu 

orature (Decolonising 81). The reception of Devil by the workers and peasants in 

buses, bars, and other public places made Ngugidescribeitasthe“theappropriation

ofthenovelintotheoraltradition”(83). 

Forms of African folklore like folktales, proverbs, myths and legends provide 

modern African literature with motifs, themes, characters, and techniques. Ngugi 

employs a lot of these forms in Petals and Devil (Ojaide 50). The form and technique 

ofNgugi’sDevil are relevant to the storytelling tradition. Chapter one of the novel is 

an attempt to establish a rapport between the narrator and the reader. It prepares the 
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reader for the story. He incorporates song, dance, formal patterns of celebration, and 

mourning into his narrative discourse. Thus, the novel acts and shows more than tells 

(Sackey 402). Modern African writers have adopted traditional oral forms in their 

novels. Ngugi employs a Gicaandi player to narrate the story in Devil (Ojaide 51). 

In Devil, Ngugi uses the narrative point of view that is commonly used in written 

and oral narratives which is the third person point of view. In order to create an epic 

atmosphere around his narratives, Ngugi uses the authoritative voice of a collective 

narrator adopting the narrative style of a master griot or traditional Gikuyu singer. In 

the novel, he plays the role of a village prophet, a Gicaandi player in the traditional 

Gikuyucommunity.However, thename“Prophetof Justice,”given to thenarrator,

also echoes the biblical prophets whose wisdom has been introduced into the local 

religious traditions of the Gikuyu (Ogude, Ngugi’s Novels, 95).    

From the opening of the story, the narrator confirms the power and credibility of 

his message by naming himself the Prophet of Justice, a Gicaandi player and therefore 

thevoiceofthepeoplewhichisthevoiceofGod.Julienexplainsthat“thenarrator’s

voice is mobilized both in response to the call of other human voices and in response 

to a deeper spiritual impulse” (Julien 147). The load of prophecy obliges him to

faithfullynarratethestoryofWariingaandto“revealallthatishidden”andallthat

“liesconcealedbydarkness”(Devil 7-8). 

One important strategy in Ngugi’s narrative is that the story-teller determines 

historical experience; and therefore, the narrator can comment on real life. 

Throughout the story of Wariinga, Ngugi provides an analysis of Kenya’s social

problems and postcolonial plight, as well as a criticism of neocolonialism. Hence, the 

postcolonial encounter of the workers and the peasants is well contextualised in the 
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narrative framework (Ogude, Ngugi’s Novels 96). Besides, The speeches of the 

thieves in the “Devil’s feast” are presented as oral performances, replete with 

proverbs, repetitions, allegorical allusions, and song pauses that we would expect in a 

Gicaandi performance (Mwangi 36). 

Story-tellers use repetition and redundancy to guarantee that the audience follows 

and takes part in the story. Ong argues that the repetitions and redundancies are 

constitutiveofthe“oralmind-set”.Hestatesthat“Oralculturesdonotaddantitheses,

proverbs, and other formulas and mnemonic patterning to their thought: their thought 

consists in such elements from the start. In a completely oral noetic economy, thought 

which does not consist in memorable patterns is in effect nonthought: you can 

normallynevergetitbackagain”(Ong191).Headds, 

Oral cultures preserve their articulated knowledge by 

constantly repeating the fixed sayings and formulas – 

including epithets, standard parallelisms and 

oppositions, kennings, set phrases, and all sorts of other 

mnemonic or recall devices in which their knowledge is 

couched. Oral noetics enforce the copying of human 

productions as well as of nature (Ong 264). 

Ongalsobelieves that“There-entry of any text into the oral world is a kind of 

resurrection,”Ongstates(271). 

Furthermore, Ngugi employs different narrative strategies which include the use 

of traditional seers or prophets or singer-musicians; the use of the journey or quest 

motif, rumour and gossip, and fantastic and biblical allusions. He uses these elements 

to create allegorical symbols of his characters in Devil. His use of popular culture 

enables him to reconcile the conflict between his grotesque characters and the realistic 

world they live in. Besides, these oral strategies enable him to mediate between the 

absurdity of the postcolonial situation in Kenya and the moral message in his texts. 
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Thus,Ngugi’scharactersinDevil fall in the fine line between the real and the surreal 

(Ogude, Ngugi’s Novels 95). He uses orality both as an ideal dialogic mode and as a 

political instrument (K. Williams 59). 

In Devil, Ngugi uses traditional Gikuyu culture and Christianity as components of 

Contemporary Kenyan culture, and as stores for the rhetoric of his characters. The 

Gicaandi player narrates a dream he has had in Biblical and apocalyptic terms, 

And after seven days had passed, the Earth trembled, 

and lightning scored the sky with its brightness, and I 

was lifted up, and I was borne up to the rooftop of the 

house, and I was shown many things, and I heard a 

voice, like a great clap of thunder, admonishing me: 

Who has told you that prophecy is yours alone, to keep 

to yourself? (Devil 8). 

Hence,BiblicalimagesareusedtosupportNgugi’sargument.Thearrayofdiction

and symbolic tinge in Devil has surpassed the narrowly socialist rhetoric of Petals 

(Loflin 87). In his attempt of the nativization of English, Ngugi employs biblical 

forms. This leads to linguistic and cultural transfer (Kasanga and Kalume 64-5). 

Examples of biblical language in Devil include, 

... For the Kingdom of Earthly Wiles can be likened 

unto a ruler who foresaw that the day would come when 

he would be thrown out of a certain country by the 

masses and their guerilla freedom fighters (82). 

Happy is the traveller who is able to see the tree stumps 

in his way, for he can pull them up or walk around them 

so that they do not make him stumble (7). 

Happy is the man who is able to discern the pitfalls in 

his path, for he can avoid them (7). 

‘Knockanditshallbeopened,’Mwaiirareplied(36). 

In addition, in Devil, Ngugi employs the Gicaandi player, a traditional storyteller, 

as a narrator to create a Gikuyu perspective. He includes African proverbs in his 

narrative:“the forestof theheart isneverclearedofall its trees” (7); “apingothers



140 

 

costthefrogitsbuttocks”(12);“justasasinglebeeissometimes left behind by the 

others,onequestioninparticularremainedlodgedinWariinga’smind”(29);“aman

whodoesn’ttravelthinksthatit’sonlyhismotherwhocookswildvegetables”(71). 

Proverbs in the African oral tradition are used to interrupt the narrative as a form 

of persuasion. Characters who are able to use proverbs in their conversations usually 

prevail.InNgugi’snarrative,thisisusedbycharacterstoargueovertheproblemsof

modern Kenya. For instance, Muturi argues for socialism in Kenya using Gikuyu 

proverbs, 

That humanity is in turn born of many hands working 

together, for, as Gikuyu once said, a single finger 

cannot kill a louse; a single log cannot make a fire last 

through the night .... The unity of our sweat is what 

makes us able to change the laws of nature, able to 

harness them to the needs of our lives, instead of our 

livesremainingslavesofthelawsofnature.That’swhy

Gikuyu also said: Change, for the seeds in the gourd are 

not all of one kind (52). 

A corrupt businessman also referstoproverbstosupporthisactions,“Ihavetwo

mistresses, for you know the saying that he who keeps something in reserve never 

goeshungry,andwhenanEuropeangetsold,helikestoeatveal”(Devil 99). 

These proverbs directNgugi’s narrative to a Gikuyu audience. They also show 

that traditional wisdom alone is not sufficient to drive contemporary African 

community. It is employed to support African socialism and confront neocolonial 

corruption. Therefore, proverbs can be very persuasive and readers may interact with 

them for meaning making (Loflin 87). 

Ngugi also integrates a proverb contest as narrated by Wariinga, 

‘Theothergirls,Kareendi’sfriends,envyher,andthey

offer her bits and pieces of advice: “Kareendi, you’d
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better change your ways: the seeds in the gourd are not 

allofthesametype,”theytellher.Kareendireplies:“A

restless child leaves home in search of meat just as a 

goat is about tobeslaughtered.”But thegirls tellher:

“Friend, this is a new Kenya. Everyone should set 

something aside to meet tomorrow’s needs. He who

savesa little foodwillneversuffer fromhunger.”She

replies: “Too much eating ruins the stomach.” They

taunther: “A restricted diet ismonotonous.”Kareendi

rejects thisand tells them:“Aborrowednecklace may 

leadtothelossofone’sown”(Devil 20). 

Furthermore, Gatuiria unfolds stories and proverbs passed to him by an old peasant,  

‘Hestartedoffwithseveralproverbs.Ican’tremember

them all. But they were all about avarice and conceit. 

He told me that though it is said that the fart of a rich 

man has no smell, and that a rich man will cultivate 

even a forbidden, sacred shrine, still every man ought to 

know that he who used to dance can now only watch 

while others do it, and he who used to jump over the 

stream can now only wade through it. To possess much 

encourages conceit; to possess little, thought. Too much 

greed may well prompt one to sell oneself cheaply. 

“Young man,” he said, “go after property. But never

show God your nakedness, and never despise the 

people. The voice of the people is the voice of God”

(Devil 63). 

ThesepassagesillustrateNgugi’suseofpopulardiscourseincludingproverbsand

folk sayings. It appeals to his audience and uses the freedom characteristic of the 

people’slanguage (Berger 20-1). 

Hence, in employing these oral strategies, Ngugi is more concerned with the story 

andhisaudience’semotionalimmersionwithitratherthanwithcharacterdescription

(Ogude, Ngugi’s Novels 97). Gikandi asserts, “In both Caitaani Mutharabaini and 

Matigari, Ngugi skilfully re-establishes links with African oral literature, a tradition 

that had been marginalized in his earlier works, but writers such as Chinua Achebe 

and Wole Soyinka had done much the same thing in their English-languageworks”

(138). 
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5. Ngugi’s Political Blend of Aesthetics and Ideology 

Ngugi’s mature novels show a departure from the bourgeois conception of the

novel as theportrayal of a character struggling in aworld that is inGeorgLukacs’

terms“abandonedbyGod” to a Marxist conception where characters are shaped by 

historical forces as a way to preserve their identity (Lukacs 88). What distinguishes 

AfricanartfromEuropeanartisitsinstrumentality.Indeed,Africanart“wasnot,asit

is in modern Europe, severed from the physical, social and religious needs of the 

community”(Homecoming 6);ithadan“integrativefunction”(7). 

As such, Ngugi’s later works reflect Frederic Jameson’s idea about the Third

World artist in the age of Multinational Capitalism. Jameson believes that Third 

Worldculturalproductionshave tobereadas“nationalallegories”because theydo

notaccepttheradicalsplittypicalofWesternrealistandmodernistnovels,“between

the private and the public, between the poetic and the political, between what we have 

come to think of as the domain of sexuality and the unconscious and that of the public 

worldofclasses,of theeconomic,andofsecularpoliticalpower” (Jameson65-88). 

He affirms that Third World cultural works evoke national and collective experience 

aswellasthepeople’sconceptionofit. 

A nation’s literature which is a sum total of the

products of many individuals in that society is then not 

only a reflection of that people’s collective reality,

collective experience, but also embodies that 

community’swayoflookingattheworldanditsplace

in the making of that world (Writers 7).  

Indeed, Ngugi’s later works fall into what Jameson calls the “life-and-death 

struggle with first-worldculturalimperialism,”inordertocreate the forms in which 

the story of the struggle with the dominant world should be written (Jameson 67). 
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Hence, Ngugi’s later work reflects both aesthetic as well as ideological issues

(Gikandi, Ngugi wa Thiong’o 10-1).  

Indeed, Ngugi’s ideological perceptions are expressed in his conception of the 

aesthetic. For example, in his answer to a question concerning his view about the 

effect of the land, he notes that the importance of the land to the Kenyan people is not 

because of materialistic or economic effects,butratherbecauseof“somethingalmost

akintospiritual”effects(DuerdenandPierterse123).Heassertsthatliteratureis, 

a reflection on the aesthetic and imaginative planes, of a 

community’s wrestling with its total environment to

produce the basic means of life, food, clothing, shelter, 

and in the process creating and recreating itself in 

history (Writers 5-6). 

It is clear that Ngugi views literature as a shared experience of a community 

struggling with its environment. He also holds the belief that the writer should engage 

with the community’s interests.Besides,Ngugi is aware of the fact that art should 

exhibit certain imaginative subjectivity. Therefore, he employs art and the aesthetic 

(what he calls the imagination) to address political and social problems that affected 

him in the early 1960s (Gikandi, Ngugi wa Thiong’o 11).  

One of the main accomplishments of Ngugi is his understanding of the complex 

relationbetweenaestheticsandpolitics inmodernsociety,whichechoesEagleton’s

conceptionoftheroleofaesthetics.Heassertsthataesthetics“providesanunusually

powerful challenge and alternative to these dominant ideological forms, and is in this 

senseaneminentlycontradictoryphenomenon”(Ideology 3).  

Ngugi’spreoccupationwiththeparadoxicalnatureoftheaestheticmanifestsitself

as he tries to depict the recent history of colonial and postcolonial Kenya. He is faced 

with the need to bear on: the rural and the urban, as well as the forms of the middle 
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class, namely the novel or drama; the division between the experience of reification in 

class society and the writer’s Utopian aspiration for a “non-alienated mode of 

cognition”; and the split between the ideological role of art and its subjectivity

(Eagleton 2). Hence the novel form is deeply ideological and far from being neutral 

(Wise 33). 

The ensuing outcome of independence is not the emergence of new African 

identity, but rather an embarrassing U-turn on the most elementary forms of political 

and culturalformation.Ngugi’sPetals of Blood and The Trial of Dedan Kimathi
 
can 

be read as an effort to form these turns and reversals.  As such, by the 1970s, Ngugi 

was thinking about how aesthetics and ideology could be used as an instrument of 

knowledge and social change (Gikandi, Ngugi wa Thiong’o 32-3). 

Hence,thechangingforminNgugi’sfiction,fromhisearlyromanticworkstohis

later socialist realistic works, can be explained in the crisis of representation he 

experiences whenever he attempts to portray the African colonial and postcolonial 

predicament. Previous readings of his works and his development as a writer focused 

on either his shift in ideology from English liberalism to Marxism, or his change of 

narrative discourse from romantic poetics to realism (Gikandi, Ngugi wa Thiong’o 

13). 

Ngugi insisted that the realist novel, though originates in European Middle class, 

can be appropriated by the African peasantry and working class to enhance political 

liberation (Decolonising 68-69). He discussed the example of gunpowder which, 

though invented by the Chinese, was used by the Europeans. The Arabs also 

pioneeredinmathematicalscience,whichisa“neutraltechnology”andwaslaterused

by people worldwide. Ngugi views the art of the realist novel, and not the language, 
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as a “neutral technology” which can be judged only by “the uses to which it is

continuallybeingput”,(Decolonising 15, 69) and not by class origin or any national 

and historical considerations (Wise 33).    

Ngugi has indeed contributed to the innovation of the novel of realism. His 

adaptation of the form of the novel is similar to the adaptation of the English language 

by writers like Amos Tutola, Zora Neale Hurston, and other well-known rap poets in 

the United States. They are very creative in dealing with their objects. Henry Louis 

Gates believes thatNgugi’s deformation of the novel enhanced its reinvention and

development into a truly African and Third World literary genre. Ngugi’s later

Gikuyu-language novels, like Devil and Matigari have enhanced the traditional 

connection between the author and the reader (narrator and listener) through the 

marriage of the European form of the novel of realism and the Gikuyu oral 

storytelling and poetry traditions (Wise 34).  

Ngugi also innovated in the reception and distribution of the novel by its 

“reading”audience.HisGikuyunovelswerereceivedanddistributedingrouprather

than individual settings, like public meetings in bars and buses as well as family and 

workers gatherings. Ngugi states that these public readings of his Gikuyu novels 

create dialogue, commentary, and interpretation among the audience. The latter is 

made up of people who are illiterate in Gikuyu or in any other language (Decolonising 

83).Hence,Ngugi’sreinventionofthe novel form is perhaps more important political 

act than his break with the English language (Wise 34). 

Indeed,Ngugi’sappropriationoftherealisticnovelisobscuredbythefactthatthe

novel form undoubtedly hides ideology. Later, Ngugi leaves away the European novel 

and turns towards Gikuyu (African) novel and community drama. This is owing to the 
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fundamentally ideological aspects of the realistic novel which make it difficult for 

Ngugi to convey African experience. Hence, Christopher Wise believes thatNgugi’s

pre-Gikuyu novels, including The River Between and Petals of Blood, are 

experimental“failures”whichNgugileavesasinadequate.However,Wiseaddsthat

theseareconsideredtobe“magnificentfailures”becausetheyhavehelpedNgugito

develop an authentically African and Third World form of the novel (Wise 46). 

Devil embodies a break with the conventional novel both in content and form. 

Ngugi gets inspiration and vision from his cultural roots. The format is that of the 

Gicandi plays and their oratorical structure. The form of the Gicandi is an East 

African style similar to the bard and minstrel in European tradition or the West 

African griot. This is to realise the objective of relevance to the audience, writing in 

the language of the peasants and workers.  

Indeed, language and format make it possible for the African writer to employ 

traditional metaphors and to speak in the simple, direct voice of peasants and workers. 

This will lead to create an old, yet new, vision of culture instead of the prevalent 

culture (Wamalwa15).Ngugi states, “Itwas then that I heard thepleadingcriesof

many voices: Gicaandi players, prophets of justice, reveal what now lies concealed by 

darkness”(Devil 7). 

Ngugi, more than any other African writer, wanted to distance himself from the 

bourgeois novel genre (Gikandi, Ngugi wa Thiong’o 143). Indeed, there was a 

discrepancy between the bourgeois form of the novel, written for the educated middle 

class, and the targeted world of workers and peasants Ngugi wanted to depict. In order 

for the novel to achieve social change, it needs to convince the middle class readers to 

consider national interest rather than their own economic and political interests (144). 
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Orality has been one of the most important developments in Ngugi’spostcolonial

narrative discourse. After his publication of Petals of Blood, Ngugi asserted that he 

was really troubled by the fact that he could not really connect with his audience, 

whichmakestheclassofworkersandpeasants.Ngugiasserts,“IknewwhomIwas

writingabout’,heasserted,‘butwhomwasIwritingfor?”(Decolonising 72).  

He believes that the realist tradition within which most of his earlier novels are 

rooted is both complex and alienating. Indeed, the realist tradition does not fulfil his 

objective of portraying the marginalised groups in Kenya with an alternative history. 

In Decolonising the Mind, Ngugi contends that the African novel has been,  

impoverished by the very means of its possible 

liberation: exposure of its would-be-practitioners to the 

secular tradition of the critical and socialist realism of 

the European novel and the entry on the stage of 

commercial publishers who were outside the colonial 

government and missionary control (70). 

Therefore, Ngugi decides to write in his mother tongue and to employ oral 

narrative devices and strategies and authentic oral forms of the Gikuyu. 

6. Devil on the Cross as an Allegory 

In the time of fragmentation, allegory is the best form 

to put history together (Benjamin 159). 

Ngugi employs allegory as a strategy to represent the social, political, and 

economic chaos in thepostcolony. It is also away to recoverKenya’shistory after

being denigrated by the colonial and postcolonial state (Ogude, Ngugi’s Novels 46). 

Ngugi’s narrative in Petals and Devil is an overdetermined narrative structure. It 

develops a causal chain of events in which plot, theme, and character are closely 

related to the main discourse in the text (68). 
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Ngugi’sDevil is his best example of allegorical narrative in which he employs 

forms of the oral tradition. At the opening of the novel, the Gikandi player, the 

traditional narrator of village history, sets the stage. Subsequently, his novel was built 

in the form of a series of stories. Most of these stories are about fantastic events, of 

dreams, and legends. Hence, Devil may be considered as a fable. For Ngugi, 

Wariinga’s story and predicament is symbolic and allegorical of the plight of the

whole nation. It is a narrative about reclaiming the suppressed history of the 

oppressed in the master narrative (Ogude, Ngugi’s Novels 77). 

Devil also echoes the allegory of the cave in Plato’s The Republic.  In Plato’s

cave, people are chained to a wall and see the shadows of objects taken by unseen 

people. The overlapping is evident in Wariinga’swalkingoutofthecave, 

The sun shone brightly on the Ilmorog ridges and 

plains.Thelandlayquiet.Nocold,nowind.“Although

I have just been in the full glare of electric lights, I feel 

as if I have lived in darkness all my life,” Wariinga 

sighed, and then she added in a sing-songvoice:“Praise

thesunofGod!HailthelightofGod!”“Youshouldbe

singing praises to the light of our country,” Gatuiria

told her (Devil 128) 

TheelectriclightsinNgugi’scaveareartificial,justlikePlato’sfire.Thenatural

lightofthesuninPlato’scaverevealsthedarknessofthecave.Gatuiria’sclaimthat

the light of truth is the light of the country foreshadows the protests of the peasants, 

students, and workers against the thieves in the cave (Loflin88).Ngugi’sallusionsto

Western canonical figures suggest that the neocolonialist businessmen are 

implementing extreme Western capitalism, and they want to impress their European 

masters. Thus, these allusions function in a Western context (89). 

Allegory in postcolonial discourse has proved to be an effective way of writing 

back to colonial discourse through what is called the politics of representation 
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(Slemon, “Monuments of Empire” 8). Since allegory challenges the monolothic

representation of the colonized, it has been employed as “a site upon which post-

colonial cultures seek to contest and subvert colonialist appropriation through the 

production of a literary, and specifically anti-imperialist, figurative opposition or 

textual counter-discourse”(10). 

Postcolonial allegory attains a transformative effect in disrupting the imperial 

myths and stereotypes found in the collective imagination of colonised people. 

Slemon asserts that allegory provides the post-colonial writer with a means of 

foregrounding such inherited notions and exposing them to the transformative powers 

of imagination; and in doing so, post-colonial allegory helps to produce new ways of 

seeinghistory,newwaysof“reading”theworld(“Post-ColonialAllegory”164). 

In order to succeed in his postcolonial project of writing back or counter-

discourse, Ngugi has recourse to allegory in order to fulfil the demands of a historical 

novel and the demands of rewriting history in the postcolony (Ogude, Ngugi’s Novels 

44-45). 

Derived from the Greekword“allos”,allegorydenotestheother.Inthecontextof

literature and writing, allegory is saying something and implying something else. 

Stephen Slemon explains that allegory is writing that involves, “doubling or

reduplicating extra-textual material; and since the allegorical sign refers always to a 

previous or anterior sign, it will always draw our attention to the passage of time; it 

will inevitably create an awareness of the past – a consciousness of history and 

tradition”(“Post-Colonial Allegory”158). 

Hence, allegory has always been linked to history. Slemon argues that allegory is 

concernedwith,“redeemingorrecuperatingthepast,eitherbecausethepresentpales
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in comparison with it, or because the past has become in some ways unacceptable to 

thedominantideologyofcontemporarysociety’(“Post-ColonialAllegory”158). 

In his narration of the colonial past, Ngugi’s narrative resonates with the

postcolonial experiences of Kenya. Narrative meaning in the colonial context 

allegorises narrative meaning in the postcolonial state. The setting of the narrative 

ranges between the two different time frames (then/now; now/then) implying a certain 

continuity or permanence of the situation. As such, allegory suggests that the colonial 

structure parallels in a linear way the postcolonial state, and that the postcolonial 

situation is just a reproduction of the colonial one.      

Besides, thebestrepresentationofKenya’scolonialpastisAbdullainPetals. He 

is a Mau Mau member, and his injured leg is a proof of his sacrifices in the fight for 

independence.HismemoriesoftheMauMaumirrorKenya’scolonialpast.Hisstory,

nonetheless, parallels and mocks the present postcolonial state, which is in turn a 

continuity of the colonial past.  His struggle represents the spirit of Dedan Kimathi, a 

Mau Mau leader.  

AbdullaconnectsthereadertoKenya’spastcelebratingthestoryoftheheroes of 

Kenya’s independence. Even though he made huge sacrifices in the fight for

independence, Abdulla gains nothing. He strives to make a living in his store and bar. 

He and Wanja are depicted as victims of the neocolonialist policies. These 

neocolonialist forces order the closing of Abdulla’s ‘dirty premises’ to enable the

passing of the Trans-Africa road and Kimeria’s business houses. He ends up in

extreme poverty (Ogude, Ngugi’s Novels 53). 

Through the character of Abdullah, Ngugi employs the enigmatic allegorical time 

frames in which the past is juxtaposed with the present. He creates a philosophical 
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irony in which past judges the present. As a result, Ngugi is suggesting that the 

colonial predicament, degradation, and exploitation is being duplicated in the 

postcolonial state. The only difference is in colonial times the oppressors were white; 

in the postcolonial state the oppressors are black serving their masters in Europe 

(Ogude, Ngugi’s Novels 54). 

One example of the continuity and relationship between colonial and postcolonial 

situation isKarega’sefforts todismiss thewhiteheadmaster atSirianahighschool.

When the latter is replaced by a black headmaster, Mr Chui, he proves to be no 

different from the white headmaster. Later, in his postcolonial struggle against the 

ownersofTheng’etaBreweriesinIlmorog,Karega,asatradeunionleaderencounters

Mr Chui in partnership with foreign capital.  

Hence, in Ngugi’s narrative discourse, the past is apparently parallel with the

present at the educational, cultural, economic and even the personal level. Wanja and 

Wariinga, in Petals and Devil respectively, are both victims of corrupt educational 

leadership and a system in which children are exposed to sexual abuse (Ogude, 

Ngugi’s Novels 54). 

InNgugi’s narrative, characters are used as symbols of social classes. Indeed, in 

his later novels, characters are presented in conflict with social classes or social 

forces. The grotesque image of the body and names also depict the values and norms 

of a social group or class as fixed. As such, characters become an important aspect of 

the symbolic scheme in the narrative. They are figurative allegorical representations 

of similar structures within the wider society. For Ngugi, allegory is employed as 

textual anti-imperialist counter-discourse to subvert and contest colonialist discourse 

(Ogude, Ngugi’s Novels 66-7). 
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The artist-type character represents the class of people who fail to take sides 

within any group in the Kenyan society. This class is made of the educated elite. 

Muturi,theworkerleader,says,“Thoseeducatedpeopleareoftennotsurewhoseside

they are on. They sway from this side to that like water on a leaf” (Devil 211). 

Gikandi comments on these uncommitted intellectuals of the artist-type character, 

“These characters exist in a world which always seems beyond their practical

abilities, so that understanding is no longer the instrument of dealing with real-life 

experiences; theyprefer towithdrawfromaworldwhich theyknowonly toowell”

(Gikandi, Reading the African Novel 74).  

Hence, these artist type characters are often in conflict with their families and 

social background. They are always characterised by rebellion, idealism and flight. 

Munira in Petals and Gatuiria in Devil are the best examples of the artist type. Ngugi 

depicts Munira and Gatuiria as protestors against the will and obsession of their 

parents. They are characterised by being idealistic, spiritual, and very far from being 

practical and agents of change. They are also defined by images of entrapment and 

escape (Ogude, Ngugi’s Novels 82).  

Gatuiria is torn between the values of his African heritage and the values acquired 

through his elitist education which are rooted in Western values. His inaction is 

marked in his inability to rescue Wariinga, nor to find the tune for the music of his 

dreams; he has “not yet found the tune or the theme of themusic of my dreams”

(Devil 53). He desires his musical composition to be his engagement present to 

Wariinga. His intention and his whole musical project are very allegorical of his 

nationalism and devotion to the nation (Ogude, Ngugi’s Novels 83-4). 
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Ian Glenn asserts that the artist type plays a mediating role in the postcolonial 

state.Hispredicament“isstructurallyrelated to that of the elite whose alienation is 

paradoxically their source of power” (63).  Glenn further suggests that there is a

homologus relationship betweenNgugi’s intellectual characters and the situation of

the intellectual elite in postcolonial Kenya. As such, Gatuiria and Munira can be 

viewed as allegorical figures of the ambivalent intellectual in Kenya. Perhaps, Ngugi 

is aware about their plight as they are also similar to his own position as an 

intellectual (Ogude, Ngugi’s Novels 86). Unlike Wariinga, who is depicted as active, 

Gatuiria remains passive and detached from the present. He does not make a choice, 

nor take sides in the novel. Even though he frequently disapproves his father’s

actions, he still wants his blessing. Throughout the story, he is presented as a spectator 

rather than an actor (Wilkinson 586). 

In addition to his depiction of artist type characters, Ngugi uses grotesque images 

to depict oppressors. Ngugi allegorically depicts oppressors in grotesque images, 

reverses the Manichean class structure, and points to permanence in change. He uses 

grotesque images such as that of the body to satirise the colonists. In his later novels, 

he uses the grotesque image of bodily deformity to criticise the blind imitation of 

Western values by the African bourgeoisie. He also manages to transform his later 

narratives to national allegories (Ogude, Ngugi’s Novels 159-60).  

Ngugi’s Gikiuyu-language novels are good examples of magical realism and 

allegory with some influence from European and African literary traditions (K. 

Williams 61). Devil isdedicated to“allKenyansstrugglingagainst theneo-colonial 

stage of imperialism” (Devil 5). The novel is entrenched in the indigenous story-
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telling tradition that mixes reality with fantasy. It employs the allegory of a fictional 

great meeting between the Devil and a group of bourgeois thieves (Adeoti 4). 

Ngugi employs such allegorical images to elucidate an idea and to link the text to 

the contemporary world. This act is relevant to his epistemological break with English 

andhis decision towrite inhis native language,Gikuyu.He asserts, “it is an ever-

continuing struggle to seize back creative initiative in history through a real control of 

all means of communal self-definitionintimeandspace’(Decolonising 4).  

Ngugi also deploys the form of the fantastic in his narrative. Daniel Kunene 

explains that this technique involves the representation of anything “ominous” that

challenges our sense of the ordinary and “our accepted system of logic” (Kunene

186). Therefore, the fantastic or miraculous event cannot be manipulated or 

controlled. It is also unpredictable. Kunene adds, 

In thewake of a fantastic ormiraculous event,man’s

role is to decode, to listen and obey. For this is 

knowledge revealed by that greater power, as against 

naturally acquired knowledge, with the express 

intention that it shall move those who experience it to 

certain types of behaviour (Kunene 186). 

An example of the fantastic images Ngugi uses in Devil isthetropeof‘devil’and

‘ogre’. It is employed todescribe themembersof thepolitical elite inKenya.They

are furtherdescribedas “localagentsofWestern imperialism”, that is agentsof the

Devil (Adeoti 4). Ngugi’s observations about the man-eat-man nature of the 

contemporary Kenyan society helped him employ the marimu (ogre) figure and the 

Faustian theme as the central image to create his story (Wilkinson 585).  

In traditional Gikuyu stories, the ordinary world and the spiritual world are 

interrelated. Thus, ordinary and fantastic events take place side by side. In Devil, 
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Ngugi employs this form for the first time in his works transcending the Western 

Realistnovel.Thebestillustrationofthisistheauthor’suseoffantasticelementsin

the “Devil’s Feast”. Ngugi’s description of the “Devil’s Feast” reverberates with 

Milton’sdescriptionofthedevilsmeetinginhellinParadise Lost. What is ironic is 

that the devils in Paradise Lost are under the power ofGod, inNgugi’sDevil, the 

thieves and robbers have an extreme power over Kenya. The only way to curb this 

power is to start a revolution (Loflin 88). 

Devil alsobearsNgugi’scomicvisionthroughalanguageofthegrotesquesoasto

pass a political critique of the neocolonial Kenya. Ngugi uses characters from all 

walks of Kenyan society, from peasant to businessman, and a farcical grotesque 

“Devil’s Feast”. As such, contemporary Kenya is portrayed as a Kafkaesque

nightmare(Berger,“Ngũgĩ’sComicVision”16). 

Ngugi uses grotesque images in the opening of chapter one, 

The Devil was elad in a silk suit, and he carried a 

walking stick shaped like a folded umbrella. On his 

head there were seven horns, seven trumpets for 

sounding infernal hymns of praise and glory. The Devil 

has two mouths, one on his forehead and the other at 

the back of his head. His belly sagged, as if it were 

about to give birth to all the evils of the world. His skin 

was red, like that of a pig.… He moaned, beseeching 

the people not to crucify him, swearing that he and all 

his followers would never again build Heli for the 

people on Earth (Devil 13). 

He also employs grotesque images in chapter seven, 

Nditika wa Nguunji was very fat. His head was huge, 

like a mountain. His belly hung over his belt, big and 

arrogant. His eyes were the size two large red electric 

bulbs, and it looked as if they had been place on his 

face by a Creator impatient to get on with another job. 

His hair was parted in the middle, so that the hair on 

either side of the parting looked like two ridges facing 
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each other on either side of a tarmac road. He had on a 

black suit. The jacket had tails cut in the shape of the 

wings of the big green and blue flies that are normally 

found in pit latrines or among rotting rubbish. His shirt 

had frills all down the front. He was wearing a black 

bow tie. His eyes rolled in time to his words. His hands 

rested on his stomach and he patted it gently, as if 

beseeching it not to stick out towards the people with 

such arrogance (Devil 176). 

Devil can also be read as a savage satire of neocolonial capitalism. Its main 

allegory is the assembly of different characters representing different class and 

cultural interests.The“Devil’sFeast”unveilstheevilfaceofcapitalism(K.Williams

59). The novel is a satirical work that attempts to criticize the idea of wealth in the 

neo-colony. Ngugi represents the greed and avarice of a new capitalist class in Kenya. 

The poorcountryisconqueredbythepowersofthedevil(Gikandi,“OnCultureand

theState”155). 

In Devil,Ngugisatirisestherulingeliteandthebourgeoisieat theDevil’sfeast,

making them mere performers on the satirical stage. They are not fully formed 

characters (Colson 135). Ngugi dramatizes the fate of the African ruling elite through 

the incorporation images of the fantastic and the unbelievable. He staged them as 

characters boasting about their intelligence in stealing from the people and serving 

theirforeignmasters(Ogude,“Ngugi’sConceptofHistory”92). 

Hence, Ngugi uses grotesque realism as he endeavours to convey the life of the 

Kenyan peasants in contrast to the life of the bourgeois ruling elite. He also employs 

grotesque realism for political reasons: to highlight the relationship between the 

Kenyan masses and their dispossessed land, to suggest models of communal sharing, 

to make the wealthy class an object of satire, and to emphasise how the rich have 

isolated themselves from the land. The characters of Munira, Wanja, Abdulla, and 
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Karega symbolize the grotesque life of all workers and peasants and how they are 

oppressed(Berger,“Ngũgĩ’sComicVision”9). 

Furthermore, Ngugi deploys the traditional oral narrative strategy of the journey 

or the quest to portray the character’s social transformation, whose encounters are

symbolic of the community’s history. The journey motif is by definition used in

stories having allegorical representations. Undergoing the journey, characters and 

especially protagonists would be aware of their moral responsibility. As a result, 

Ngugi transforms the journey motif into a contemporary strategy in his postcolonial 

narratives. 

The journey motif is traditionally marked by three main phases: the initiatory 

phase; the transformation phase; and the phase of return. In Petals,Karega’sinitiation

happens at Siriana and Ilmorog. His transformation is marked by his journey across 

Kenya. By his return to Ilmorog, the workers discover his maturity and his potential 

as a leader.     

In Devil,Wariinga’sstory is alsoperceived in termsofaquest. In thewordsof

Ngugi,shetakestwo“mainjourneysovervirtuallythesameground”(Decolonising 

77). She travels in a matatutaxi from the capital city of Nairobi to the fictional rural 

outpost of Ilmorog. She also makes a second journey in a car from Nairobi to Ilmorog 

and to Nakuru.  

By the end of the novel,Wariinga’s life has changed after undergoing various

formative experiences. The narrator comes to notice that “ThisWarĩĩnga is not the 

onewemettwoyearsago”(Devil 216). She is now more aware of her situation and 

more independent. She is described as “Wariinga, our engineering hero!” and

“Wariinga,heroineof toil” (217).Thenarratorobserves thatherheroismdeveloped
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“inthebattleoflife”(217).Sheistransformed“intoalucid,decisivewoman”(Julien

151).   

The journey motif enables Ngugi to move freely within time and space and to 

work within a simple plot structure. It also enables him to accomplish social 

transformation in the characters. Gay Clifford asserts that the quest in allegorical 

narratives is the“metaphorbywhichaprocessof learning forbothprotagonistand

readersisexpressed”(Clifford11).Itisastructuralframeworkfordevelopmentofthe

character and theme (Ogude, Ngugi’s Novels 99). 

Therefore, Ngugi does not only exert a shift in language, from English to Gikuyu. 

He also innovates in form and style so as to create an Afrocentric narrative (Loflin 

90). It is evident that Petals and Devil are forms of resistant political discourse, and 

the instructions encoded in Ngugi’s texts are signs of the new, non-Eurocentric, 

decolonized critical perspective (Chinweizu and Madubuike 37).  

Ngugi’swritings after mid-1960s depict the neocolonial phase in African history 

and politics. Devil can be a good example of how the local elite have mortgaged the 

country to foreign capital. Ngugi criticizes the exploitation of the majority and the 

deplorable way the ruling elite talk about their strategies of increasing their wealth 

(Mwangi 31). 
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7. Narrating Cultural Displacement in Naipaul’s The Mimic Men 

The Mimic Men depicts the theme of the marginalization of the Third World and 

its fall into poverty and isolation. It also shows the failure of the nationalist and 

religious movements in postcolonial nations after independence. These movements 

were motivated by race and colour. This is what led the postcolonial subject to be a 

mere mimic man suffering a crisis of identity. In The Mimic Men, Naipaul is 

concerned with the homelessness and rootlessness of colonial subjects (Devi 30). 

Ralph Singh narrates his experiences during his exile in London through writing about 

them.HelivesinagloomyhotelroominthesuburbsofLondon.Hence,“home”for

him can be no more than the books he writes (Gottfried 443).  

Singh’s personal failure to find home and origin is an indication of a larger

national failure. Failure to locate oneself turns him towards writing. William Walsh 

states that The Mimic Men presentsRalphSinghas“anexiled,orratherawithdrawn

politician, fatigued by disillusion rather than failure, writing his memoir in an aseptic, 

placelessLondonsuburb”(Walsh54).Hewriteshismemoirasanattempttocreate

order and to escape his past. He strives to make meaning out of his experiences. 

Hence, the act of writing itself becomes an act of creation and discovery. It denotes 

Singh’sdesire to recoverhisselfhoodandself-consciousness. As such, the personal 

and the political become an existential allegory of the modern man (Devi 31).  

Naipaul told Patrick French, his biographer, that The Mimic Men was “an

importantbookfortheculturalemptinessincolonialpeople.Butitisverydry”.This

confession highlights the importance of the novel in dealing with the cultural 

predicament of colonial people (Pritchard 436). Singh is described as an exiled 

individual in a London hotel writing his impressions of metropolitan life. The act of 



160 

 

writing his story is an attempt to escape his external disorder.Raoassertsthat“[t]he

writing of his story, becomes the very means to endure the terror, shipwreck, 

abandonment and loneliness of his situation” (Rao 126). Singh’s analysis of the

disorder transcends the personal and extends to the political, the postcolonial 

condition of the Third World (Devi 31). As such, The Mimic Men depicts the social 

conflict taking place as individuals are brought together. This results in cultural 

displacement and mimicry (King, V. S. Naipaul 69).     

It was my hope to give expression to the restlessness, 

the deep disorder, which the great explorations, the 

overthrow in three continents of established social 

organiations, the unnatural bringing together of 

peoples.... But this work will not now be written by me; 

I am too much a victim of that restlessness which was 

to have been my subject. And it must also be confessed 

that in that dream of writing I was attracted less by the 

act and the labour than by the calm and the order which 

the act would have implied (The Mimic Men 30). 

SinghdescribeshismarriagetoSandraasan“episode in parenthesis”(The Mimic 

Men 274). They share the feature of being both hopeless and vulnerable. Just like 

Singh,Sandrahasanambitionto“eradicateherpast”.Singhisdrawn by the fact that 

shespeaksEnglish,“ShewasEnglish.Withher,themerefactofcommunicationwas

adelight”(The Mimic Men 44). Both of Singh and Sandra are presented as isolated. 

“Shehadnocommunity,nogroup,andhadrejectedher

family. She saw herself alone in the world and was 

determined to fight her way up. She hated the 

common.... To the end she had a cruel eye for the 

common”(The Mimic Men 12).  

Singh thinks that this marriage relationship is going to make him find himself and 

escape the disorder and isolation. He goes back to Isabella with the hope of restoring 

hislifetoorder.Ashegetsthere,Singhisdisappointedbyhismother’sdisapproval

ofhismarriagetoaforeigngirl(Devi33).Singh’sfrustrationisduetothefactthathe
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is rejectedbythesociety.Hefeelsastateofabandonmentandshipwreck,“Theinitial

seeming warmth, acceptance and approval gradually disappeared in course of time for 

Isabellaisanunstable,shallow,mixedandchaoticsociety”(Theroux73). 

As he fails to put together his destroyed self in England with his English wife, 

Singh leans back on Indian Aryan culture to explain his experience,  

“HowrightourAryanancestorsweretocreategods....

The larger erotic dream, the god, has eluded us. It is so 

whenever, moving out of ourselves, we look for 

extensions of ourselves.... We seek the physical city and 

find only a conglomeration of private cells. In the city 

as nowhere else we are reminded that we arc 

individuals, units. Yet the idea of the city remains: it is 

thegodofthecitythatwepursue,invain”(The Mimic 

Men 17). 

Besides, the juxtaposition of the centre and the periphery is repeated in the novel, 

which acts as a combination of such opposites as order and disorder, reality and 

unreality, authenticity and inauthenticity, power and powerlessness. Singh frequently 

echoes these opposites between the centre which is presented as a symbol of order 

using the standard language, and the periphery which employs the edges of language 

(Devi 36). As such, The Mimic Men canbe readas“anovelwhich incorporatesan

extreme version of the opposition between centre andmargin” (Ashcroft et al.The 

Empire Writes Back 88-9). 

Fromhischildhoodexperiences,Singhrecalls thathismother’sfamilyownsthe

Bella-Bella Bottling Works, and that they are the Isabella bottlers of Coca Cola. For 

this reason,Singh is attached tohismother’s family, andhe is conscious thathe is

privileged because of his association with the foreign (Devi 36). Because of his 

disagreement with his in-laws family, Singh’s father leaves his family and job and



162 

 

goes to live in the hills as a preacher to a group of frenzied followers including the 

slaves,thedockworkersandthe“volunteers”(The Mimic Men 136).  

Subsequently,Singh’sfather,Gurudeva,beginshismovementwhichis“atypeof

Hinduism that he expounded; a mixture of acceptance and revolt, despair and action, a 

mixture of the mad and the logical. He offered something to many people; ... His 

movement spread like fire” (The Mimic Men 214). The Gurudeva movement 

influences the people and brings respect to the family. It helps Singh start his later 

political career. The movement puts an end to authority and injustice in the island 

(Devi 37). 

Singh is also haunted by the image of the shipwrecked man, and he wants to find 

escape of the disorder. He gets the idea that even the beautiful island he lives in is not 

indigenous. It was conceived by foreign visitors for enjoyment (Devi 40).  

Browne showed me that its tropical appearance was 

contrived; there was history in the vegetation we 

considered most natural and characteristic.... But we 

walked in a garden of hell, among trees, some still 

without popular names, whose seeds had sometimes 

been brought to our island in the intestines of slaves 

(The Mimic Men 158).  

Singh’s image of his displacement and loss is like the islander’s image of

“shipwreck” (Belitt 35). Singh attempts to escape his shipwreck by sustaining his

bonds with the Aryan past. He tries to revive the Aryan tradition of sacrificing a horse 

in the Roman House.  

“In the feminine atmosphere of the Roman house all

was goodwill and dedication. A sacramental quality 

attached not only to food and drink but to liaisons that 

had grown up among our courtiers.... Sex a sacrifice to 

the cause and a promise of the release that was to 

come”(The Mimic Men 212). 
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The Mimic Men is a novel of unconquerable darkness that Singh longs for a sense 

ofhome.Hismindishauntedbytheimageofshipwreck.DevibelievesthatSingh’s

ability to creatively gather his chaotic experiences is a sign of hope. Besides, his 

awareness of his weaknesses is the victory over his disorderly and chaotic experiences 

(Devi 44).     

Singh successfully portrays the political life in such hollow society as Isabella. He 

could see the emptiness of the island’s independence. He discovers that freedom

impliesresponsibility.Heturnstodreamabouthisroleasa“leaderandliberator,to

find virtue in the poverty of the people, and to reduce them again to the level of slaves 

– status possibly more dangerous than their original slavery, since they remain 

unconscious of it” (Boxill 54). The people respond to whatever Singh says with

applaud. He declares that “So long as our dependence remained unquestioned our

politicswereajoke”(The Mimic Men 206). 

As the situation gets problematic, Singh realizes that politics is a challenge and a 

trap at the same time. He finds himself unable to solve problems without the help of 

the centre. The latter is the source of finance. This makes of the Third World nations 

meretoysinthehandsofforeignpowers.Singh’scriticismofpoliticianstranscends

the island. He believes that in most newly independent countries, politicians play the 

role of increasing the power of the colonizer (Devi 42). Singh says,   

on power and the consolidation of passing power we 

wasted our energies, until the bigger truth came: that in 

a society like ours, fragmented, inorganic, no link 

between man and the landscape, a society not held 

together by common interest, there was no true internal 

source of power, and that no power was real which did 

not come from the outside (The Mimic Men 224). 
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Assuch,SinghcriticizestheThirdWorld’spoliticiansforweakeningthepowerof

their nations. He calls them mimic men. Their predicament is due to their ignorance of 

their defect. Singh distances himself from his colleagues and has one course of action: 

Flight and exile in London (Devi 43). 

As a result, Singh starts a life of writing in London through writing his memoir. In 

this way, writing has become an escape trying to overcome the past experiences and 

to start a new life. He attempts to link the modern West Indian sensibility with his 

Aryan ancestors. He takes different roles in his narratives,  

“the Aryan chieftain of his childhood fantasies, the 

playboy of London school days, the childless husband 

who relied too heavily on his wife, the successful 

businessman, the politician, and finally, the recluse in a 

London suburban hotel—in which role he is now trying 

to put the broken pieces of his life into an order through 

thenarrative”(Devi43). 

Through writing, Singh is brave to unveil the different layers of the masks he 

wears throughout his life (Devi 43). 

It is noteworthy that Naipaul’spoliticiansaretobecomparedtoAchebe’sinMan 

of the People. Whereas Achebe’s politicians are revolutionary, Naipaul’s are

described as full of doubt (Devi 43). Singh is described as hesitant and fumbling at the 

opening of the novel. This denotes his strive to put in form his experiences. He is later 

presented as confident and tolerant of his situation. He states with fulfilment,  

It does not worry me now, as it worried me when I 

began this book.... I no longer yearn for ideal 

landscapes and no longer wish to know the god of the 

city.... I feel, instead, I have lived through attachment 

and freed myself from one cycle of events. It gives me 

joy to find that in so doing I have also fulfilled the four-

fold division of life prescribed by our Aryan ancestors. 

I have been student, householder and man of affairs, 

recluse.... I feel that in this time I have cleared the 
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decks, as it were, and prepared myself for fresh action. 

It will be the action of a free man (The Mimic Men 273-

74).  

The idea of disorder as a theme in the novel extends to its form. Naipaul’s

inversion of chronology in the novel suggests the lack of communication and human 

relationships between individuals in the novel.  

8. Disorder, Fragmentation, and Environmental Imagery in The 

Mimic Men 

V.S.Naipaul’sThe Mimic Men depicts the end of the empire in the Caribbean and 

examines the legacy of enslavement in the region. The novel is set in the fictional city 

ofIsabella,whichechoesNaipaul’shomelandofTrinidad.Thenovel,throughRalph

Singh’snarration,scrutinisesthe social and political changes ensuing in the Caribbean 

as nationalists wanted to unite the different racial, ethnic, and class groups in one 

nation-state. Nonetheless, Naipaul focuses on sketching a state of disorder and 

disunity, rather than a rendering ofwhatFanoncalls“themovingconsciousnessofthe

wholeofthepeople”(Fanon165).(Whittle4). 

Singh attempts to interpret history and restore order. Robert Morris asserts that 

order and disorder are important concerns for Naipaul. He ponders on how order can 

be created and sustained in “half-made” societies which were affected by empire

(Charles 23). He attempts to establish order in the world by writing the history of his 

region (Rao 60), 

... to give expression to the restlessness, the deep 

disorder, which the great explorations, the overthrow in 

three continents of established social orders, the 

unnatural bringing together of peoples who could 

achieve fulfillment only within the security of their own 

societies and the landscape hymned by their ancestors, 
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it was my hope to give partial expression to the 

restlessness which this great upheaval has brought 

about. But this work will not now be written by me; I 

am too much a victim of that restlessness which was to 

have been my subject (The Mimic Men 32). 

Singh strives to “impose order on [his] ownhistory, to abolish that disturbance

whichiswhatanarrativeinsequencemighthaveled[him]to”(p.243).(JohnKing

234). He saysthat therestlessnessandthedisorderhefeels isdueto“theunnatural

bringing together of peoples who could achieve fulfilment only within the security of 

theirownsocietiesandthelandscapeshymnedbytheirancestors.” It is thedisorder

created by empire that ledNaipaul’s ancestor’s tomove from India to Trinidad as

indentured workers. This indeed had created a sense of exile and estrangement from 

one’sroots.Theoutcomeisaprolongedtraumaandlongingforhomeandbelonging

(Gorra 376).  

Ralph Singh states that his knowledge of the world does not come from the world 

of thesugarcolonyofIsabella,butratherfrom“thetrue,pureworld”oftheEnglish

schoolbooks, 

There, in Liège in a traffic jam, on the snow slopes of 

the Laurentians, was the true, pure world. We, here on 

our island, handling books printed in this world, and 

using its goods, had been abandoned and forgotten.  We 

pretended to be real, to be learning, to be preparing 

ourselves for life, we mimic men of the New World, 

one unknown corner of it, with all its reminders of the 

corruption that came so quickly to the new (The Mimic 

Men 157). 

In the opening of the novel Singhdeclares, “we lack order.Above all,we lack

powerandwedonotunderstand thatwe lackpower” (The Mimic Men 6). He later 

adds,“TobebornonanislandlikeIsabella,anobscureNewWorldtransplantation, 

second-hand and barbarous,was to be born to disorder” (The Mimic Men 127). In 

London,the“cityofmiraculouslight,”(The Mimic Men 26). Singh seeks order. His 
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dream of finding order in London fades because London itself falls in a state of 

disorder,“thegreatcity,centreoftheworld,inwhichfleeingdisorder,Ihadhopedto

findthebeginningoforder”(The Mimic Men 17).    

The newly formed social structures in post-independence Isabella are described by 

Singhsayingthat“[w]ewereahaphazard,disorderedandmixedsociety”(The Mimic 

Men 57). Because of the negative impact of enslavement and exploitation, the 

Caribbeanisdescribedas“shipwreckedandlost”(The Mimic Men 177). Besides, the 

novel highlights the discrepancy between thecolonizedCaribbeanswho“lackorder”

(The Mimic Men 6) and the highly developed European colonizer who is in a state of 

social order. (Whittle 4). 

Naipaul believes that history is pejoratively linked to Europe, and that culture and 

civilisation are flourishingtheretoo.SinghexpressesthatIsabellais“setadriftyetnot

altogether abandoned” (The Mimic Men 209). Indeed, the island is ruled by leaders 

whomimictheEuropeanpoliticaltheory.Theseleaderstendtouse“headyspeeches

and token deportations” tomask the“chaos”within(The Mimic Men 209). (Whittle 

5). 

John Brannigan asserts that in The Mimic Men “politics are games and dramas

which rehearse but never achieve solutions to the problems left in the wake of 

colonialism” (Brannigan 179). Indo-Caribbean men in Britain are torn between two 

sides: Europe and the Caribbean, without belonging to neither. They stay on what 

Bhabhacallstheborderline.Naipaul’suseofanon-linear structure of the memoir in 

his novel as well as his use of environmental imagery creates an ambivalent reaction 

to this colonial dichotomy. Hence, non-linearity and environmental imagery create a 
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historical trauma where the effects of transatlantic slavery and racial identity interrupt 

theCaribbean’spostcolonial present (Whittle 5). 

Instead of adhering to the traditional characteristics of the memoir, Naipaul 

employs a non-linear structure to depict Singh’s crossing and re-crossing of the 

Atlantic Ocean. Non-linearity in the novel reflects the “absurd disorder, of 

placelessness” (The Mimic Men 166) that characterizes Isabella and its dwellers. 

Singhexpounds thathis “first instinctwas towards thewritingofhistory” (85).As

such, Singh narrates his university years in London and his coming back home with a 

white English wife. He then tells of his childhood and adolescence to move to his 

prominence as a politician in adulthood and his divorce. In the last part of the novel, 

he recounts his eventual exile in post-independence Isabella, sending him back to 

England in a hotel in the margins of London where he writes his life story in a 

condition of infinity that reflects postcolonial condition (Whittle 5). 

One of the environmental images that Naipaul uses is the stump of the tree that 

has to be removed to allow for thebuildingofSingh’shousingdevelopment.Singh

relates, 

I remember a trifling incident; it occurred almost at the 

beginning. The men were landscaping. In the afternoon 

the foreman told me that they had run into the stump 

and roots of a giant tree; three charges of dynamite had 

been necessary to get rid of it. He showed me the crater: 

a monstrous wound in the red earth. A giant tree, old 

perhaps when Columbus came: I would like to have 

seen it, I would have liked to have preserved it. I kept a 

piece of the wood on my desk, for the interest, as a 

reminder of violation, a talisman (The Mimic Men 63). 

Assuch,Singh’scynicaldesiretomodernizeIsabella’slandscapeis interrupted by 

the tree. It urges him to reflect upon his action in a colonial dichotomy of order and 

disorder. He thought of the incident as trivial. He nonetheless wishes that he could 
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preserve it (Whittle 6).Heeventuallykeptapieceof itas“areminderofviolation”

(The Mimic Men 63).  

Thetreeisawitnessandareminderof Isabella’sdeeptime.Itlinkstheisland’s

postcolonial moment with Columbus’ invasion of the Americas subjugating

indigenous Carib and Arawak peoples. The tree is a symbol of the old history of the 

place. It is employed in opposition toSingh’smodernhousingdevelopment, which 

will serve the middle-class, what Fanon calls the “national bourgeoisie” (The 

Wretched 150) of the newly independent postcolony. The stump also symbolizes the 

difficulty of erasing the traumatic experiences and history of massacre and slavery in 

theCaribbean.Itisdescribedasleavinga“monstrouswound”(The Mimic Men 63) in 

the landscape. Hence, the novel negotiates the conflicting powers of past and present 

(Whittle 6). 

By the end of the novel, Naipaul describes Singh as failing to establish order as he 

is torn between two existential and geographical sides, and he is unable to belong to 

neither. He falls in a state of displacement from both Britain and the Caribbean, and 

this is very apparent in his memoir (Whittle 5).   
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CHAPTER FOUR: IDENTITY ISSUES AND THE BURDEN OF 

ENGLISHNESS 

Colonial experience has deeply affected the identity of the colonial subjects. 

Cross-cultural encounters caused by colonialism and imperialism have reshaped the 

identities of African and Caribbean people. Postcolonial literature depicts this crisis of 

identity and recounts the stories of characters who have conflicting hybrid identities. 

Achebe and Ngugi focus on colonial encounter and national betrayal in their criticism 

of the ruling elite as well as in their disenchantment with nationalism. Naipaul, on the 

other hand, depicts his characters as mere mimic men in this (post)colonial world.   

1. Colonial Encounter and the Politics of Culture in Arrow of God 

Achebe’snovelscanbereadasananalysisofAfrican history and its interruption 

by colonialism. It is further an analysis of the complex nature of the historical process 

echoed in the tension between tradition and modernity (Irele, 2002, 57). Booker views 

thenovelas an important tool“forpostcolonial literature, which, in its engagement 

with the European literary tradition, represents not the smooth continuation of 

European conventions, but instead entails a direct challenge to a tradition that often 

worked in direct complicity with the European colonialdomination”(Booker,1998,

21). 

Like Things Fall Apart, Arrow of God is a tragedy of a community. As one 

character in thenovelcomments,“thehousewhichthestrangerhasbeenseekingto

pull down has caught fire of its ownwill” (Arrow 213). In Arrow of God, Nwaka 

voices his statement on the lasting impact of the intervention of the white man in the 

Igboaffairs,“‘Would[thevillageofOkperi]havelaidclaimonourfarmlandinthe
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days before the white man turned us upside down? ’” (Arrow 16). Nwaka’s trope

“turnedusupsidedown”reflectsthedesireoftheBritishcolonizertoshapeanewand

different identity of the Igbo people (Lynn 113-4). According to Bonnie Barthold, this 

is articulated inFrantzFanon’sThe Wretched of the Earth, as “a portion of Africa 

becomessymbolicofthedestructiveoppressionworkedbythepeoplesoftheWest”

(Barthold 4-5). 

In Arrow of God, Achebe employs some British characters who tend to stereotype 

theAfricans.The best examples include theDistrictOfficer,Captain Winterbottom 

and his assistant, Captain Clarke. In one of his statements, Winterbottom describes the 

conflict between the Igbo tribes with hypocrisy and falsehood, 

We [British] do not only promise to secure old savage 

tyrants on their thrones—or more likely filthy animal

skins—we not only do that, but we now go out of our 

way to invent chiefs where there were none before. 

They make me sick. ... This war between Umuaro and 

Okperi ... started because a man from Umuaro went to 

visit a friend in Okperi onefinemorningandafterhe’d

had one or two gallons of palm wine—it’s quite

incredible how much of that dreadful stuff they can 

tuck away—anyhow, this man from Umuaro having 

drunk his friend’s palm wine reached for his ikenga

[carved ancestral spirit] and split it in two. ... The 

outraged host reached for his gun and blew the other 

fellow’sheadoff. .. .And so a regularwardeveloped

between the two villages until I stepped in. I should 

mention that every witness who testified beforeme—

from both sides without exception—perjured 

themselves. One thing you must remember in dealing 

with natives is that like children they are great liars 

(Arrow 36-37).    

These claims are basically false because the Igbo do not have kings. Besides, his 

statement on the Igbo liability to be liars is also false, since he, after this passage, 

states that Ezeulu testified truthfully in the land conflict (Lynn 116). 
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Winterbottom’s derision of Igbos reinforces the image of the European as an

apostle of civilisation. It is also relatedtoRudyardKipling’sdepictionofthedutyof

theEuropeantobringcivilizationtotheheathenin“TheWhiteMan’sBurden”(Lynn

116-7). As such, in Arrow, the creation of warrant chiefs to rule over the ethnic 

groups (like the Igbo) interrupted the workings of the Igbo life (Msiska 53). Neil ten 

Kortenaar explains, “the Christians, led by [the catechist John Jaja] Goodcountry

invite the disenchanted and hungry worshipers of Ulu to join the church and to eat the 

yams that Ezeulu has forbidden. The people of Umuaro agree so that they can harvest 

theiryamsandpreservethecommunity.Whoisusingwhom?”(Kortenaar37). 

Achebe states that in writing Things Fall Apart and Arrow of God, he attempts to 

“repair the foundations of the past” (qtd. in Barthold 139). This objective is also 

relevant to his writing of Anthills. In this novel, Achebe portrays the conflict between 

the traditional reservoir of culture and the deteriorating moral and political state of the 

modern nation (Lynn 123). 

Gareth Cornwell asserts thatAchebe’sfocuson the issueofchange isdue to its 

impact on the cohesive patterns of traditional societies. 

“If these novels [Things and Arrow] depict 

communities in the process of disintegration, then what 

had hitherto held them together was a strong social 

consensus, a shared and largely unquestioning 

knowledge of and belief in their values, customs, and 

institutions”(Cornwell16). 

In Anthills, the theme of social instability is prevalent and is reflected in the 

depiction of the lives of the people of Abazon (Lynn 133). 
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2. Identity Crisis in Arrow of God and Anthills of the Savannah 

In her essay, “Ethnicity and Nationhood in Achebe’s Arrow of God”, Pao-I 

Hwang asserts that Nigeria can be seen as the making of a colonial regime, and not as 

a nationwith peoplewith solid precolonial identities. The novel depicts the hero’s

identity crisis trying to adapt to a nationalizing colonial system, which disrupts the 

very making of his community, and threatens his sense of security. Hwang stresses 

the idea that African people should understand their precolonial roots in order to re-

structure their communities accordingly. Nation building and ethnic co-existence are 

possibleonlyifAfrica’sprecolonialfoundationsaretakenintoconsideration (Hwang 

58). 

African writers disagree about the use of colonial languages. Chinua Achebe 

thinks that English can be an effective too for promoting Nigerian culture and 

thought. Unlike Achebe, Ngugi, renouncing the English language, believes that social 

and cultural promotion is possible through the use of the mother tongue. The works of 

Achebe and Ngugi are highly political. They unveil the problematic nature of nation 

building as well as identity (de)formation. Arrow of God, for instance, epitomizes the 

political displacement of a community with a precolonial identity to a postcolonial 

national identity (58). 

In his work Home and Exile, Achebe ponders over the identity of his people. 

Shouldhedescribethema“tribe”ora“nation”?Hebelievesthat thetermnationis

not without problems. He clearly experiences a state of unease calling his Igbo people 

a nation (Achebe, Home and Exile 5). Although Arrow of God was published in 1984, 

the beginning of British colonization of Nigeria, the novel deals with the identity 

crisis and nation building in Nigeria in 1960. In the novel, Achebe highlights the idea 
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that modern concepts of Nigeria are based on the ultimate destruction of its 

precolonial identity. Indeed, the novel highlights colonial interruption of precolonial 

identity and the introduction of the ideals of progress and nationalism (Hwang 59). 

Anthony D. Smith believes that the nation is a Western idea; this may explain why 

Britainfound itverydifficult tobuild“Nigeria”.Smithdistinguishes twomodelsof

nation: theethnicandtheWestern.Theformeremphasises“acommunityofbirthand

native culture,” whereas the latter focuses on “historic territory, legal-political 

community, legal-political equality of members, and common civic culture and 

ideology” (Smith11). The damaging effect of colonial administration on the native 

life is expressed in the following government letter in the novel, 

To many colonial nations native administration means 

government by white men. In place of the alternative of 

governing directly through Administrative Officers 

there is the other method of trying while we endeavor to 

purge the native system of its abuses to build a higher 

civilization upon the soundly rooted native stock that 

had its foundation in the hearts and minds and thoughts 

of the people and therefore on which we can more 

easily build, moulding it and establishing it into lines 

consonant with modern ideas and higher standards, and 

yet all the time enlisting the real force of the spirit of 

the people, instead of killing that out and trying to start 

afresh. We must not destroy the African atmosphere, 

the African mind, the whole foundation of his race 

(Arrow of God 55-56). 

The letter implicitly hints to the establishment of a Western form of identity at the 

expense of a more ethnicAfricanidentity.Thequoteimpliesthat“highercivilization”

isWesterncivilisationandthe“thesoundlyrootednativestock”istheethnicidentity

of the Igbo people. The letter also reveals the contradictions of the British Indirect 

Rule in Nigeria that sought to employ non-white men, but at the same time to distrust 

them because they belong to a non-Western uncivilised system. 
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The political idea to unite diverse communities under British rule represents a 

disruption of the native culturally rooted system, creating an unnatural Western 

system. As a result, the community will undergo disintegration. Pao-I Hwang believes 

that the disintegration of the villages in Arrow of God, as well as the downfall of the 

protagonist is revelatory about the failure of the project of nationalism (Hwang 60). 

Colin Newbury asserts that the British found it easy to maintain control over the 

colonies through Indirect Rule. He explains that the British succeeded in making a 

lopsided relationship with the original rules on one condition that Britain is 

recognized as the political master. Hence, Britain sanctioned corruption and granted 

privileges to her obedient nominal subjects (Colin 229). 

Britain’s introduction of Indirect Rule through appointing nominal subjects

overrules the native chiefs as it questions their leadership, their resistance, and 

therefore their utility. In the novel, James Ikedi, and not the native priest Ezeulu, is 

appointedwarrantorparamountchiefonthebasisofbeing“anintelligentfellowwho

had beenamong thevery first people to receivemissionary education” (Arrow 57). 

When Winterbottom, the District Officer, comes to ask Ezeulu, it is because the latter 

sided with him in a court case than because he is the chief of the six villages. 

Winterbottomnonethelessreferstohimasa“fetishpriest”ratherthanthechiefpriest,

a title that would be an acknowledgement of the paramount importance of religion to 

chieftainship (Hwang 61). 

Igboland was made of different states and each state was comprised of different 

villages sharing a common language and similar customs and ruled by an influential 

government. In the novel, Umuaro is described as a community in which, 
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the six villages – Umuachala, Umunneora, Umuagu, 

Umuezeani, Umuogwugwu and Umuisiuzo – lived as 

different peoples, and each worshipped its own deity. 

Then the hired soldiers of Abam used to strike in the 

dead of night, set fire to the houses and carry men, 

women and children into slavery. Things were so bad 

for the six villages that their leaders came together to 

save themselves. They hired a strong team of medicine-

men to install a common deity for them. This deity 

which the fathers of the six villages made was called 

Ulu…ThesixvillagestookthenameofUmuaro,and

the priest of Ulu became their Chief-Priest (Arrow 14-

15). 

Achebe’spresentationofthesixvillagesandtheirreligiousandpoliticalsystemis

similartoRaisaSimola’shistoricalaccount, 

A village group is a political structure which consists of 

a number of villages. At the village-group level, a 

representative system has been adopted. At the village 

level of government, the accepted practice has been a 

direct democracy… Each village is autonomous and

sovereign in most matters affecting it. The village is 

then further segmented into a number of lineages and 

each lineage into major and minor sublineages. At the 

lineage level the most important ritualistic figure is the 

okpara. He holds the lineage ofo (a staff and symbol of 

power) which is very important in Igbo political 

processes. The compound then consists of a number of 

economically independent households, each with a man 

or a woman as the householder (Simola 64). 

Though fiction, Achebe’s rendition is close to realism and historical facts. His

description of the workings of the Igbo society demonstrates how it is based on 

religion and traditions. The political union between the villages aims at facing 

external threats together and is strengthened by having a deity (Hwang 62). 

The direct lines existing between the people of Umuaro prompt the smooth 

transference of power. Power in the community is sometimes achieved through 

inheritance and sometimes through personal achievement. Okonkwo in Things Fall 



177 

 

Apart for instance gets his title through personal success. Ezeulu on the other hand 

inherits his title as Chief Priest from his father.  

In his book The Igbo of South-East Nigeria, Victor Uchendu asserts that, in the 

Igbo community, a young man can receive a title and be prosperous, but to retain 

poweroverhispeersandelders,hispost“mustnotonlybeachieved,butconstantly

validated”(20-21). Thus, through its ancestral political dynamics, Umuaro proves to 

be an ethnic nation rather than a territorial one. Its social cohesion is based on cultural 

and historical bonds than political and economic ones.    

The villages are politically governed by men of title, and these men represent a 

deity. In Arrow of God, Ezeulu represents Ulu and Ezidemili represents Idemili. 

Despite their title,thesechiefsarenot“kings”withabsolutepower.Itisstatedinthe

novel thatUluwas offered “to theweakest among them to ensure that none in the

alliancebecametoopowerful”(Arrow 15). The role of Ezeulu is to watch agricultural 

calendar, name festivals like the New Yam Feast, and to absolve people’s sins.

Moreover, power in Umuaro is democratic and shared. All members of the 

community have a say and decisions are made through majority agreement. 

What is worth mentioning in any discussion of Achebe’s Arrow of God is the 

disruption of the people’s ethnic identity by the postcolonial territorial identity

introduce by the colonizer. Indeed, British colonialism caused social and political 

disintegration in its endeavour to build a nation on territorial considerations at the 

expense of ethnic identity. In the novel, this idea is reflected in three main events: the 

land dispute, the clash between the symbols of material wealth and the symbols of 

tradition, and the breakdown of the native socio-political structure (Hwang 63). 
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Land is conceived differently by the native people and the British colonizer. The 

presence of the colonizer is hinted to in the land dispute. Land disputes were not 

common before the arrival of the British colonizer; this suggests that its intervention 

in the native ethnic life causes the trouble. In order to pacify the situation between 

UmuaroandOkperi,Ezeulureferstohisfather’stalkabouttheland, 

‘my father said this tome that when our village first 

came here to live the land belonged to Okperi. It was 

Okperi who gave us a piece of their land to live in. 

They also gave us their deities – their Udo and their 

Ogwugwu’(Arrow 15). 

Nwaka, conversely, supports war, and like Ezeulu, he also refers to the past to make 

his point, 

If Ezeulu had spoken about the great deity of Umuaro 

which he carries and which his fathers carried before 

him I would have paid attention to his voice. But he 

speaks about events which are older than Umuaro itself 

… My father … told me that Okperi people were

wanderers. He told me three or four different places 

where they sojourned for a while and moved on again 

… Would they go today and claim all those sites?

Would they have laid claim on our farmland in the days 

before the white man turned us upside down? (Arrow 

16) 

Both of Ezeulu and Nwaka provide reasons for peace and war with Okperi. What 

is noticeable is that Ezeulu refers to his father to culturally and traditionally validate 

Okperi’s right to the land, and to support peacewith themas neighbours.Nwaka’s

position emphasises the role of the white man in disrupting peace and harmony of the 

villages (Hwang 64). 

As Nwaka wins the vote, he chooses the hot-tempered Akukalia, whose mother is 

from Okperi, to negotiate peace.Nwaka andAkukalia’s argument is that thewhite

man is destroying relations of kinship existing between Umuaro and Okperi. 
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“I remembercomingwithmy father to thisveryplace

to cut grass for our thatches,” said Akukalia. “It is a

thing of surprise to me that my mother’s people are

claimingit today.”“It isallduetothewhitemanwho

says, like an elder to two fighting children: You will not 

fight while I am around. And so the younger and 

weaker of the two begins to swell himself up and to 

boast.” “You have spoken the truth,” said Akukalia.

“Things like this would never have happened when I

was a young man, to say nothing of the days of my 

father.”…“Whatyoushouldaskthem,”saidtheother

companion who had spoken very little since they set 

out, “what they should tell us iswhy, if the landwas

indeed theirs, why they let us farm it and cut thatch 

from it for generation after generation, until the white 

man came and reminded them”(Arrow 20). 

In this way, Akukalia and his friends refer to fathers to validate their ideas. They 

also focus on the responsibility of the white man in creating the problem, and further 

aggravating it by siding with one party, which leads to disequilibrium and 

disintegration (Hwang 64-5). 

What is worth mentioning isthattheBritishinterferedwiththepeople’ssenseof

belonging overlooking the making of their precolonial history and identity. The 

symbol of this interference with the tradition in the British administration is 

Winterbottom. His biased account of the land dispute is quite different from that of 

Nwaka or Akukali, 

The people of Okperi and their neighbors, Umuaro, are 

great enemies. Or they were before I came into the 

story. A big savage war had broken out between them 

over a piece of land. This feud was made worse by the 

fact that Okperi welcomed missionaries and 

government while Umuaro, on the other hand, has 

remainedbackward… thiswar startedbecause aman

from Umuaro went to visit a friend in Okperi one fine 

morningandafterhe’dhadoneortwogallons of palm 

wine – it’squite incrediblehowmuchof thatdreadful

stuff they can tuck away – anyhow, this man from 

Umuaro having drunk his friend’s palmwine reached

for his ikenga and split it in two (Arrow 37).  
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Nwaka’saccountoftherelationshipbetween Umuaro and Okperi is the opposite 

of how Winterbottom described it. Indeed, they are not “great enemies” and the

conflict ensuing between them is not due to the drunkenness of a visitor from Umuaro 

which results in the death of the host (Hwang 66). 

Winterbottom’sinterventiontostopthewarismerelyadisplayofpower,andthisis

clear in Simola’s analysis statingBritish colonial intervention passes through three

main stages, “the first pattern could be called ‘letting the guns talk,’ the second

patterncombineddiplomacyandwar,andthethirdcombineddiplomacyandmagic”

(Simola 75). As such, British colonialism employs military force, political diplomatic 

negotiations, and finally religious and educational reshaping. Arrow of God 

dramatizes the disintegration and ultimate downfall of the Igbo community because of 

the Igbo community (Hwang 67). 

James Ikedi is the best example of British colonial interference and its 

repercussions. Ikedi is offered his position in British administration because of his 

intelligence, as well as his early Christian conversion. He echoes the character of 

Joyce Cary’s Mister Johnson. What James Ikedi, Mister Johnson, as well as

Winterbottom share is their attitude towards the black man as susceptible to 

corruption and self-aggrandizement. What is ironic is that they themselves are 

oppressors and fundamentally corrupt.  

Winterbottom comments on Ikedi’s behaviour as typical of an African who is

primarily liable to “cruelty of a kind which Africa alone produced. It was this 

elemental cruelty in the psychological make-up of the native that the starry-eyed 

European found so difficult to understand” (Arrow 58). Winterbottom does not see 

that the act of appointing nominal subjects in place of rightful ones as Warrant Chiefs 
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is politically detrimental to the Igbo system. These Warrant Chiefs represent the 

second stage of colonial interference: diplomacy and political intervention. In the Igbo 

system, legitimacy is given to fathers, ancestors, and elders. It is closely related to 

tradition and age (Hwang 68-9). 

Later in the novel, the disintegration of the community leads to internal disruption 

at the level of the family and the individual. Only Akuebue, Ezeulu’s friend, and

Obika, his son, could understand his predicament. As troublesareattackingEzeulu’s

compound,Matefi,Obika’smother,askshimtoconvinceEzeulutochallengehisgod

Ulu,Obika asks, “How can I listen to youwhen you join outsiders in urging your

husbandtoputhisheadinacookingpot?”(Arrow 212). Obika loves his father and 

pursues the tradition. He dies after performing tiresome funeral ritual for a friend 

while suffering from illness. Ezeulu is deeply moved by the death of his son. He 

subsequently gives in to madness that saves him from witnessing the downfall his 

community and the tradition (Hwang 69-7). 

After the colonizer threatens to destroy the community, Ezeulu sends his son to 

church to understand the religion of the white man. This is followed by the white 

man’s total disruption of communal life.The disintegration of the Igbo community 

has two main implications. First, colonialism has a drastic effect on the colonized and 

its effect may last for a long time. Second, the past will always reappear in the 

colonial situation as the people aspire for preservation (Hwang 70). 

JanMohamed explains the conflicting situation the colonized faces, 

The limited choice of either petrification or catalepsy is 

imposed on the African by the colonial situation; his 

subjugation and lack of political power prevent him 

from constructively combining the [European and 

African] cultures and leave him more vulnerable to 
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further subjugation. If he chooses to be faithful to the 

indigenous values, he remains, from the colonialist’s

view point a “savage” and the need to “civilize” him

perpetuates colonialism. If, however, he attempts to 

espouse Western values, then he is seen as a vacant 

imitator without a culture of his own. Thus colonialist 

ideology is designed to confine the native in a confused 

and subservient position (JanMohamed, 1993, 5). 

As for the preservation of the past and the tradition, Achebe asserts that the 

autonomous Igbo villages and towns, so deeply 

suspicious of political amalgamation … should ever

face an enemy able to wield the resources of a 

centralized military power, acting directly or through 

local surrogates. They would need every fortification to 

maintain their delicate solidarity (Achebe, Home and 

Exile 17). 

Ezeulureverberatesinthewriter’squoteashecontinuouslyurgeshispeopletotake

colonialism as a real danger. Ezeulu blames his people for getting involved in a war 

against Okperi 

We went to war against Okperi who are our blood 

brothers over a piece of land that did not belong to us 

and you blame the white man for stepping in. Have you 

not heard that when two brothers fight a stranger reaps 

the harvest? (Arrow 131). 

Arrow of God is about the replacement of traditional values and identities with 

foreign ones. Achebe calls for communal solidarity and ethnic pride. The novel 

depicts how Africa is measured by European standards (Hwang 70-1). Thus, Achebe 

is calling for ethnic reclamation. 

Klein asserts that “Criticismmaywish, accordingly, to distinguish between the

‘African’ novels of Achebe and Ngugi, respectively. Like British rule in Nigeria,

Achebe leans towards the interaction of cultural identity and administrative coercion. 

An intrusive settler presence in Kenya, by contrast, turns Ngugi to material conflicts 

ofraceandclass”(Chapman154). 
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Pidgin is also considered an important marker of identity. Nigerian Pidgin infuses 

linguistic forms from multiple sources, including African languages and English 

(Lynn 98). Pidgin is used to facilitate “interethnic communication” (Zabus, The 

African Palimpsest 73;Ashcroft,etal.,1998,176).GikandiassertsthatPidginis“the

previously disdained vernacular” that “challenges the norms of the ‘Queen’s’

English”(Gikandi,Ngũgĩ’sConversion” 234). 

Achebe’s frequent use of pidgin in his novels is one indication that his work 

challenges the discursive and formal assumptions embedded in European discourse 

about Africa (Lynn 98). In Anthills, Beatrice Okoh and Ikem Osodi use pidgin to 

speaktolessformallyeducatedcharacters(Lynn106).Elewa’sfirstspeechinAnthills 

delivered to her lover, Ikem Osodi, is very revelatory about her personality.  

“You explain what? I beg you, no make me vex ...

Imagine! Hmm! But woman done chop sand for dis 

world-o .. . Imagine! But na we de causam; na we own 

fault. If I no kuku bring my stupid nyarsh [arse] come 

dump for your bedroom you for de kick me about like I 

be football? I no blame you. At all!” (31; Achebe’s

ellipses). 

This speech by Elewa demonstrates signs of class. She lacks forms of Western-

styled education, and she further has acquaintances from different linguistic 

backgrounds. She tends to use pidgin because she has a very limited fluency in 

Standard English (Lynn 106). 

Elewa’sspeechtranscendsnotonlysocialandeducationaldisadvantages,butalso

the disadvantage of being a woman in a male dominant culture. Her speech is an 

indictment of the exploitation ofwomen. Lynn affirms that “Achebe represents, in

short,Elewa’sessentialqualitiesthroughthevitalityandcontentofthePidginEnglish

shespeaks”(106). 
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Achebe’srenderingofspeechinAnthills helps evoke character, and this is part of 

his social and political commitment (Lynn 106). In an interview conducted by Jane 

Wilkinson (1987),Achebe affirms that “the realNigerian Pidgin [is] a language in

itself, notsomethingyoucanjustcookup”(InterviewwithJaneWilkinson49).Thus,

pidgin is very revelatory about each character’s linguistic identity (106-7). His 

remarks fit into his portrayal of Elewa, 

“If I’m going to explore a certain kind of character, I

must listen to this character. Before I can understand 

how his or her mind operates I must also know how he 

or she uses words. ... I must know what they sound like, 

I must know how they speak language. This character 

deserves to be listened to seriously, so that when I 

introduce what he’s saying, I’m doing this with

integrity and you can recognize him through the way he 

uses language. Of course if you have the kind of 

linguistic richness that we have in a place like Nigeria, 

it’s an advantage to the writer. ... This dialoguemust

come from the source, from the people. This is part of 

commitmenttothepeople....”(Wilkinson49) 

Hence,“how[a character] useswordsandhowtheyspeaklanguage”leadtothe 

reader’sunderstandingofAchebe’scharacters(Lynn107).Achebe’sshiftofregisters

in Anthills of the Savannah is a clear indication of the fragmentation and identity 

(de)formation in the Nigerian society (Irele, 2002, 56-7). 

3. The Disenchantment with Nationalism in Anthills of the Savannah  

In addition to deconstructing the influence of European exploitation of newly 

independent African nations, African writers also sought to depict the impact of 

political corruption inherent in African rule on these nations. Indeed, corruption and 

disorder gave birth to social instability, which in turn led to coups and civil wars. 

These social and political experiences represent the very material of their art. As such, 

Achebe’s Anthills of the Savannah examines the political direction of the nation 
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(Ojaide, 2012, 19). The period after independence had given way to a new 

disillusionment with the discourse of nation because of political corruption. Realism 

remained the main artistic form of expressing disillusionment in A Man of the People 

(1966) and Anthills of the Savannah (1987) (Nwosu 101). 

Gikandi argues that nationalism cannot be considered a solution to the problems 

of the ex-colonies. He recurrently expressed his disenchantment with nationalism. In 

his book Maps of Englishness: Writing Identity in the Culture of Colonialism, he 

asserts that “nationalism cannot seriously be considered to be the alternative to

imperialism that it was once thought to be” (Gikandi, 1996, 7). This is due to the

historical experience of decolonization as many national tendencies in Africa faced 

serious problems after independence (McLeod 102). 

In his book West Indian Literature, Bruce King affirms, 

[w]here the end of the Second World War brought a 

demand for national political independence to the 

forefront as a solution to the problems of the colonies, 

this was soon found to be an unrealistic hope as many 

new nations became divided by civil war and micro-

nationalisms... or failed to develop economically or to 

offer social justice to those outside the government and 

its supporters (3). 

As such, Bruce King contends that nationalist representations can be the source of 

division within the national population. Hence, the nation’s imagined community

affects its internal divisions. The making of a unified imagined community can be 

bothnationalism’spointofstrengthaswellasitsweakness.Thoughnationalismcan

be a good resource for anticolonial resistance, usually, the advocates of nationalism 

fail to consider the gender, racial, religious and cultural diversity of the people within 

the nation. Indeed, the internal differences have always posed difficulties to national 

unity (McLeod 102-3). Etienne Balibar in his essay “Racism and Nationalism”,
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asserts that nations attempting decolonization have witnessed the agonizing 

experience of “seeing nationalisms of liberation turned into nationalisms of

domination”(Balibar46). 

The idea of the nation is basically Western, and was associated with the ideals of 

the enlightenment in Europe. In his book Nationalist Thought and the Colonial 

World,ParthaChatterjeepointsout thatEuropeanformsofnationalismare“partof

thesamehistoricalprocesswhichsawtheriseof industrialismanddemocracy”and

“nationalism represents theattempt to actualise in political terms the universal urge 

forlibertyandprogress”(2).Hence,thisliberalideaofnationalismwasusedbythe

imperial powers to morally justify the expansion over the savagery and backwardness 

of others. This “liberal dilemma” had later become valid in colonial contexts as 

postcolonial governments wanted to appropriate the liberal aspects of Western 

nationalism (McLeod 104-5).  

According to Fanon’s ideas, anticolonial nationalism may result in “the

replacement of a Western, colonial ruling class with a Western-educated, 

“indigenous”rulingclasswhoseemtospeakonbehalfofthepeoplebutfunctionto

keepthepeopledisempowered”(108). 

In his famous essay “DissemiNation: Time, Narrative and the Margins of the

ModernNation”,Homi K. Bhabha describes nationalist representations as extremely 

unstable and fragile constructions which are unable to create unity. Bhabha argues 

that these nationalist representations become similar to colonial discourses (McLeod 

117). Bhabha explains that in order to achieve unity and aim at creating a community 

outofdifference; they attempt to convert the “many” into the“one” following two

contradictory modes of representation: the pedagogic and the performative. The 



187 

 

nation as a pedagogic discourse asserts a fixed origin and a continuous history which 

linksthenation’speopletotheirancestors.Bhabhaaffirmsthatpedagogicalnarratives

are moulded by “continuist, accumulative temporality” (Bhabha 145) giving the

impression of the steady, linear movement of time from past to present to future just 

likethenarrativeofthenation’shistory(McLeod117-8).  

In addition to the pedagogical mode of nationalist discourse, the latter also proves 

to be simultaneously performative. That is, the people have to continually rehearse the 

nationalisticonsandpopularsignsinordertomaintainthesenseof“deep,horizontal

comradeship” (McLeod 118). Therefore, national culture has to be repeatedly

performed forging a range of different symbols to achieve unity and national 

significance. Bhabha asserts, “The scraps, patches and rags of daily life must be

repeatedlyturnedintothesignsofacoherentnationalculture”(Bhabha,1994,145). 

Hence, the people become part of the (re)production of nationalist discourse 

through the performance and recreation of its signs, rituals, and traditions, as well as 

the celebration of its great figures. In this way, the performative mode follows a 

‘repetitious’ and ‘recursive’ temporality (Bhabha, 1994, 145). Due to this “double” 

narrative discourse, the nation is divided by what Bhabha calls the “conceptual

ambivalence”(146).Theperformativenecessityofnationalistrepresentationsallows

the subaltern subjects, such as women, migrants, the working class, the peasantry, 

those of a different “race” or ethnicity, to engage in the representative process

challenging the dominant discourses within the nation (McLeod 118-19). 

African literature had been preoccupied with two main themes, namely the clash 

of cultures and post-independencedisillusionment(Chapman157).Achebe’sAnthills 

of the Savannah can be described as a novel that opted for a decisive move beyond the 
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discourses of ‘nation’. It ismainly about postcolonial disillusionment (Osei-Nyame 

88). Anthills of the Savannah epitomises the disenchantment with anticolonial 

nationalism and revolutionary ideals. The novel is set in the fictional country of 

Kangan, and depicts the diverse fortunes of the military government and its eventual 

defeat in a coup d’état. Most of the characters are highly educated members of the 

Kangan society, who get involved with the government in various ways. The male 

characters in the novel, Sam, Christopher Oriko and Ikem Osodi, are educated in 

Britain and have known each other since childhood. 

However, different voices are juxtaposed in the novel: those of the ruling elite as 

well as those of the marginalised subaltern classes. Beatrice and the Abazonians can 

be a good example of these classes. She receives a Western-style education in Abazon 

and travelled to get a degree in English at a university in London. In her childhood, 

Chris suffers from her patriarchal father. This leads her to observe gender inequalities 

(McLeod 132). 

That every woman wants a man to complete her is a 

piece of male chauvinist bullshit I had completely 

rejected before I knew there was anything like 

Women's Lib”, she remarks. “You often hear our

people say: But that’s something you picked up in

England. Absolute rubbish! There was enough male 

chauvinism in my father's house to last me seven 

reincarnations! (Anthills 88). 

The character of Beatrice highlights male chauvinism in the novel. She suggests 

that male chauvinism is not an adequate representation of the nation’s history.

BeatricetellsChris,“Well,youfellows,allthreeof you, at incredibly conceited. The 

story of this country, as far as you are concerned, is the story of the three of you”

(Anthills 66). The “conceited” story pointed out by Beatrice is similar to Ranajit

Guha’sconceptof“elitehistoriography”silencing“subaltern”voices.Hence,Achebe
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highlights the idea that even though the story focuses on the male elite of the nation, it 

cannot provide the complete narrative of the nation. Beatrice, just like other 

characters, is there to disturb the elite male characters' autonomy over the narrative of 

Kangan’s fortunes. 

Male elite chauvinism appears in the novel as His Excellency invites Beatrice to a 

drinkspartyinordertoprovidethe“woman’sangle”(Anthills 80) on Kangan for an 

American journalist. Chris also reflects male elite chauvinism as, before the party, he 

advises Beatrice to know how to deal with His Excellency (McLeod 132). Beatrice 

alsocriticisesIkem’sradicalpoliticalviewsonthegroundsthathecanimagine“no

clearroleforwomen”(Anthills 91). 

Gender relations are also affected by the socio-economic background of 

characters. This is apparent in the characters of Beatrice and her maid, Agatha. 

Beatrice’ssocialprivilegeandwell-educated background are reflected in her language 

with Agatha.  She uses pidgin English with Agatha. Dennis Walder expounds, 

it is important to distinguish between pidgins, which 

have small vocabularies, restricted structures, lack 

expressive potential  and are usually not a first 

language, and creoles, which are distinct varieties of 

English spoken as their mother tongue by  native  

speakers (Walder 47). 

Beatrice employs a different language in order to communicate with her maid. As 

such, Beatrice is not representative of women like Agatha. It is also very difficult to 

assume a “deep, horizontal comradeship” within the nationalist discourse with the

Kangan women, as their comradeship is disturbed by vertical social differences. 

Similar to Beatrice, the market woman Elewa, Ikem’s lover, also speaks pidgin

English. 
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These Western-educated characters use pidgin to speak with other characters. 

They, nevertheless, do not use it when they speak with each other. Chris, for example, 

uses pidgin while travelling to Abazon. Hence, the use of pidgin reveals some ideas 

related to class and gender. Achebe attempts to draw a picture of how the African elite 

function within the nation (McLeod 132-3). 

First of all, Achebe highlights how the ruling Western-educated elite deal with 

characters from the other classes. This is related to their world view and their use of 

different languages. The elite’s use of English implies that they do not share

nationalist ideals with the masses. Second, Achebe raises questions related to national 

languages. English is presented as the national language although it is used by the 

minority of elite characters. Hence, the distance between the elite and the masses, 

presented through the use of English, reveals how it is difficult to imagine a 

nationalist community. As such, this hints to the fact that Anthills of the Savannah 

doesnotpresentthevoiceofthenationasawhole.ThisissimilartoHisExcellency’s

failure to get total support as he is rejected by the province of Abazon (McLeod 132-

3). 

As such, Anthills of the Savannah is an attack on the discourse of the nation after 

independence. It implies that the wealth of the nation is destroyed by the corrupt 

chauvinistic elite. The latter is depicted as alienated from the people by its Western-

style education. Nonetheless, the novel does not totally reject the ideals of nation. 

Indeed, Achebe weighs the extent to which the ideal of the nation is possibly achieved 

as all voices are engaged and involved in nation building. To build a nation, all people 

should participate, not only the English-speaking minority. Relationships are to be 

built without constructing norms and limits, and without any form of marginalization. 
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Besides, the narrative suggests that the discourse of the nation should be free of 

illiberal tendencies (McLeod 134). 

While the opening of the novel focuses on His Excellency’s male cabinet, the

ending centres on female characters like Beatrice and Elewa. Indeed, the last chapter 

narratestheElawa’sbabydaughternamingparty,towhichdifferentcharactersfrom

all bulks of the community are invited. This creates an image of a diverse yet unified 

community. This image represents an alternative image of the nation in the Kangan 

community, challenging His Excellency’s male chauvinistic elite cabinet (McLeod

134). 

AccordingtoBhabha’sideas,thebaby naming party represents the interruption of 

the pedagogical by the performative. The baby naming ceremony has fixed and 

serious protocols, yet in the ending of the story a different kind of ceremony is 

performedinBeatrice’sflatbreakingsomeoftherules. The rule implies that a male 

should perform the naming, but in this ceremony Beatrice performs the naming. She 

iswillingtoimprovisea“ritual”(Anthills 222) and name the baby herself.  

Being the daughter of the revolutionary writer Ikem and the market girl Elewa, 

Amaechina is the symbol of new egalitarianism within the nation renouncing all 

forms of chauvinism of the ruling Western-educated elite. Elewa’s uncle says that

Kangan’ssituationisdeterioratedsinceindependence“becausethosewhomake plans 

makeplansforthemselvesonlyandtheirfamilies”(Anthills 228), but Amaechina is 

“the daughter of all of us” (Anthills 228). She represents the nation’s diversity

(McLeod 134-5). 

HisExcellency isdescribed in Ikem’swritingsasa furioussunwhose“crimson

torches fire the furnaces of heaven and the roaring holocaust of your vengeance fills 
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theskies”(Anthills 30). Likewise, Beatrice is also associated with the sun while being 

compared the goddess Idemili, 

In the beginning Power rampaged through our world, 

naked. So the Almighty, looking at his creation through 

the round undying eye of the Sun, saw and pondered 

and finally decided to send his daughter, Idemili, to 

bear witness to the moral nature of authority by 

wrapping around Power's rude waist a loincloth of 

peace and modesty (Anthills 102). 

According the myth, while Idemili is sent to earth in a pillar of water quenching 

the starving earth, His Excellency exerts retribution of the people of Abazon through 

reducing water to the province and causing drought and starvation in the region. As 

Chris and Beatrice make love, Chris calls her a priestess or goddess. By the end of the 

novel, Beatrice is depicted, through the myth of Idemili, as the symbol of hope as she 

defies the chauvinism and corruption of His Excellency and his cabinet, the ruling 

Western-educated elite class. Even though she is an elite character, she challenges its 

predominance.Indeed,BeatriceoutlivesHisExcellency’sdaysandgovernmentandis

depicted as bringing hope of a new age through presiding over a naming ceremony. 

SheislikenedtotheanthillsofthesavannahinIkem’sHymntotheSun,“surviving

to tell the new grass of the savannah about last year’sbrushfires”(Anthills 31).   

Therefore, Anthills of the Savannah portrays the damaging actions of the Western-

educated ruling elite, and suggests a new discourse of nation-building including all 

those left out of conventional nationalist representations. Though the novel resists the 

problems in nationalist representations, the idea of the nation is not totally rejected 

(McLeod 135-6). 
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4. Petals of Blood as a Transitional Hybrid Text 

Ngugi’searlyworks,especiallyThe River Between, present the Gikuyu as trying 

to ambivalently reinvent their history, culture, and economy to be able to fit into 

affluent colonial structures (Gikandi, Ngugi wa Thiong’o 17-18). Indeed, his first 

novels, namely Weep Not, Child (1964), The River Between (1965), and A Grain of 

Wheat (1967), address the Kenyan struggle against colonialism and the role of the 

Mau Mau liberation movement (Gikandi, Ngugi Reflections 137). Ngugi’s later

novels, however, shift from the interiorized fears and anxieties of Njoroge in Weep 

Not or Muthoni in The River Between to the affirmative world of Karega in Petals and 

Wariinga in Devil (11).  

Petals and Devil present the colonial encounter in Manichean terms, where 

colonizer and colonized are separated by conflicting identities and interests (Gikandi, 

Ngugi wa Thiong’o 17). These novels give way to a representation of a lost history 

anddisplacedidentities.Indeed,theauthors’beginningsasawriter,whichhadbeen

characterised by its autobiographical content rooted in his desire to claim kinship, has 

now turned towards the discourse of decolonization and displacement (Gikandi, 

Ngugi Reflections 10-11).Thus,Ngugi’snarrativemovesawayfromtheportrayalof

vulnerable characters who are alienated from their communities, into the 

dramatization of the life of world historical individuals (Lukacs 127).  

His avant-garde idea appears clearly as he, in collaboration with his countrymen, 

sought to start the open theatre project at Kamiriithu dramatizing the histories and 

everyday experiences of local peasants. This project has worked as an alternative to 

the narrative of development promoted by the state and the ruling class. Ngugi’s
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attempt has been ultimately interrupted by his imprisonment and exile (Gikandi, 

Ngugi Reflections 11).  

Besides, his later novels that were written after his graduation from Leeds were 

highly influenced by Marxist thinking and the postcolonial writings of Frantz Fanon 

(Adams 137). Thereafter, critics could notice a notable shift in his oeuvre, from the 

Marxist and Fanonian thinking towards a criticism of the neocolonial state and its 

betrayalofthedreamsofthestruggleofindependence.Gikandiassertsthat,“Ngũgĩ

was now seeking ways of shifting his aesthetic ideology from morality and sensibility 

tohistoryandepistemology”(Ngugi Reflections 137).  

Indeed, Ngugi’s subject matter has undergone considerable change after 1977 

from anticolonial struggle to neocolonialbetrayal.Ngugi’swritingstylehasalsobeen

affected considerably. He aimed at adapting the European bourgeois novel form to tell 

the Kenyan story, and to produce literary expression based on the African oral 

tradition.Ngugibelievedthatpeople’smemorycansolelybepreservedthroughtheir

own language. This is apparent in his decision to write in Gikuyu and some other 

African languages, as well as in his attempt to promote translation (Adams 138). 

In his early stage of literary creation, Ngugi had not been involved in the politics 

of art and writing or its impact on his audience. His influence with Marxist ideologies 

in the 1960s, however, affected his later writing, especially issues related to ideology 

and audience. By the 1970s, for instance, Ngugi was not just expressing the narrative 

of colonialism and decolonization; his interest shifted towards the representation of 

culturalandnationalconsciousness.Ngugi’snovels and plays of the 1970s aimed at 

employing the working class and the peasantry as the agency of the changes Ngugi 

wanted to exert. He, nonetheless, was faced with the paradoxical fact that these 
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works, though intended to enhance the peasantry, were written in a language they 

could neither read nor understand. Thus, the question of language in his writings, as 

well as in African literature, had now become fundamental to his creative cultural 

project (Gikandi, Ngugi wa Thiong’o 36). 

To choose a language is to choose a world, once said a 

West Indian thinker, and although I do not share the 

assumed primacy of language over the world, the 

choice of a language already pre-determines the answer 

to the most important question for producers of 

imaginative literature: For whom do I write? Who is my 

audience?... The question of audience has a bearing on 

the next few problems for a writer: What is the subject 

and content of my works? From whose stand do I look 

at that content or not? (Writers 53-54). 

Gikandi believes that Ngugi’s choice to write in Gikuyu, rather than English,

starting with Ngaahika Ndeenda (I Will Many When I Want) and his novel Caitaani 

Mutharabaini (Devil on the Cross), is an indication that Ngugi’s cultural project

intends the workers and the peasants as his audience (Ngugi wa Thiong’o 37). Ngugi 

saw his shifts in his writings as an endeavour to perfect the mimetic function of the 

novel. He wanted to create an ideological blend between form and content (Gikandi, 

“Ngũgĩ’sConversion”139). 

Ngugi’s shift in style is also linked to the calamity of Kenya’s neocolonial 

economy.Inhisarticle“Ngugi’sConceptofHistoryandthePost-Colonial Discourses 

in Kenya”, James Ogude asserts that E. A. Brett’s Colonialism and 

Underdevelopment in East Africa (1973) and Colin Leys’ Underdevelopment in 

Kenya (1974) are two main studies that link underdevelopment to colonialism and 

dependency. Brett stresses how Kenya is driven into capitalism because of 

colonialism.Besides, Leys describesKenya’s economy as neocolonial. He believes 

that neocolonialism was deeply entrenched in the shift from colonialism to 
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independence through the establishment of obedient governments supported by social 

classesandservingforeigncapital(Ogude,“Ngugi’sConceptofHistory”95).These 

two books help a lot in figuring out the shift in Ngugi’s analysis. They scrutinize

neocolonialism in Kenya. Devil canbereadasafableversionofLeys’work(Gugler

338). 

Petals representNgugi’sgradualdevelopment fromhisearliernovels. InPetals, 

Ngugi undertakes a deeper economic and historical analysis than earlier novels. In 

this novel, Ngugi names the capitalist countries and companies controlling and 

exploiting Kenya. He also analyses the transformation in the class system with the 

compradors becoming a national bourgeoisie. Indeed, he put the Kenyan situation to 

scathing satire and social criticism. Ngugi stresses the role of the educated elite 

through the characters of Chui, Munira, Karega, and Joseph. Throughout the story, 

Ngugi makes a comparison between the characters as individuals and analyses the 

role of the elite as a group (Glenn 58-59). 

Ngugi also faces the challenge of writing through a Western Eurocentric English 

literary tradition and addressing a Kenyan audience. Thus, Petals should be read as a 

transitional text. It is a text in which Ngugi struggles with his complex situation of 

being anAfricanwriter.Hence,Ngugi’s use of comic elements inPetals implies a 

transformation in his conception of genre and in his relationship with the Kenyan 

people. These comic elements anticipate a more comic novel which is Devil. 

Therefore, in Petals, Ngugi wrestles to find a new perspective and form for his 

audience (Berger 9).  

Moreover,Bergerassertsthat“AlltheproblemsfacingtheAfrican writer – those 

of audience, genre, and textuality – emerge in Petals of Blood”(9).Inhisessay,“The
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Gendered Politics of Untranslated Language and Aporia in Ngugi wa Thiong’o’s

“PetalsofBlood””,EvanMwangi affirms that theuntranslated terms inPetals are 

related to the narrative’s desire for a decolonized English (66). In an answer to a

questionbyFerozaJussawallain“TheLanguageofStruggle”onPetals, Ngugi says, 

definitely Petals of Blood was a transitional novel. 

However, language experimentation was only a small 

part of this novel. I was writing about peasants and 

workers and their struggle against colonialism and other 

forms of foreign domination (“The Language of

Struggle”147). 

He continues, 

But then my change from, or against, English and 

towards African languages as a means of creative 

writing came in 1977, '76-'77, when I worked at the 

Kamiriithu Community Educational Center. Kamiriithu 

is a small village, very rural, about thirty kilometers 

from Nairobi. There I was trying to develop a 

community center to develop resources, skills, and also 

culture with theater at the center. We confronted the 

real-life struggles of the people and we found that we 

no longer could avoid the issue of language. 

Petals of Blood and the later work tend to cover the 

whole spectrum, precolonial, colonial, and postcolonial. 

Devil on the Cross is clearly located within the post-

independence era (147, 152). 

Therefore,Ngugi’s laternovelsespeciallyPetals (1977), and Devil (1987) focus 

on the self’s troubled relation to nation, language, and culture. In his book entitled

Ngugi’s Novels and African History, James Ogude explains that there are striking 

differences betweenNgugi’s earlier novels and his postcolonial ones. While earlier 

novels focus on the likelihood of cultural syncretism, postcolonial novels show sheer 

antagonism towards all what is Western. Moreover, the postcolonial novels display a 

rising interest in the political, including precisely Marxist ideals. Besides, while 

earlier novels emphasise moral dilemma and the heroes’ attempt to reconcile two
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opposingsocialgroupsintheirsociety,inNgugi’spostcolonialworks,classconflict

is fundamental (Ngugi’s Novels 13).  

Furthermore, in the earlier novels, characterization draws our attention towards 

the complexity of issues raised in the narrative. In the later works, Ngugi employs a 

more mechanic allegorising style in which human and social issues are expressed 

through a linear depiction of characters and history. There is also a noticeable shift in 

Ngugi’s laterworkswhich is represented in the use of traditionalist enunciation of

allegory as simple in the postcolonial texts (13). 

ThereasonforthisnotabletransformationinNgugi’sworkisnotonlybecause of 

his disillusionment with the terms of decolonization, or his problems with the Kenyan 

state, nor because of the shift in his ideological thought from liberalism to Marxism. 

This transformation is deeply rooted in his fundamental belief that the role of art is 

notmerely to explain theworld, but to change it.Ngugi’s identity as an influential

international modern writer led him to adopt postcolonial issues in the arena of 

language and culture.  

5. Culture and National Betrayal in Petals of Blood 

Ngugi’sideologyofcultureinthe1970swasinantagonismwiththatoftheruling

class. His project aimed at preserving the idea of culture from both colonialism and 

nationalism. Indeed, Ngugi wanted to rescue culture from the Arnoldian and Leavisite 

view that culture embodied the endorsed values of the elite. This view was held by the 

cultural nationalists who romanticized about African culture and who tried to turn its 

past into an erotic subject that was now being performed for tourists by governmental 

organizations. Thus, Ngugi attempted to go beyond the Fanonist nationalist notion of 
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culture into the Marxist belief that culture is determined by economic forces (Gikandi, 

Ngugi wa Thiong’o 144). 

Petals is driven byNgugi’s desire to recover an organic Gikuyu culture in the

debrisofpostcoloniality.ThisisapparentinhowMwathi’splacerepresentsthesoul

of the community. Mwathi wa Mugo, the mysterious sage, whose name suggests both 

shepherd and prophet,operatesas “thespiritual poweroverboth Ilmorog ridgeand

Ilmorog plains, somehow, invisibly, regulating their lives” (Petals 17). Ngugi’s

depiction of Ilmorog before being changed by the forces of modernity appears to be 

related to the Marxist blue book on a primitive mode of production (Gikandi, Ngugi 

wa Thiong’o 145). 

Perhaps the most obvious charge of modernity and modernization is manifested in 

theagonizingscenesofthedestructionofMwathi’splacebythewilfulmachineryof

progress. At this stage of the novel, we understand that something went wrong and 

that Ilmorog has turned to a wasteland. Hence, the old community is shattered by the 

more progressive forces of industrial capitalism. Karega is the character who is aware 

of all the politics of cultural production in the novel. The dangers of the different 

cultural programs are echoed by him. He is cynical about romanticizing the traditional 

culture as he is scornful of the liberal ideology of the new ruling class (Gikandi, 

Ngugi wa Thiong’o 145-7). 

Therefore, critics of Petals who have read it as a “Marxist novel” need to

reconsider the conflicting notions of culture it presents. These conflicting notions of 

culturecanbemanifestedinthenovel’sform.Ininspiringasenseofdisillusionment

in his work, Ngugi transforms the literary experience into an efficient criticism of the 
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culture of postcoloniality. Thus, his work poses a threat to the ruling class in the 

postcolony (Gikandi, Ngugi wa Thiong’o 190).   

In his essay “Towards aNationalCulture,”Ngugi questions the liberal viewof

culture, and calls for a reconsidering of the importance of traditional African culture 

in intellectual discourse and its influence on the character of the new nation: “Is

culture something which can be preserved, even if this were desirable? Is there such a 

thingasanoriginalculture?”(Ngugi,Homecoming 4).  

Fanon argues that culture has become very important in the discourse of liberation 

since it is placed in the domain of history. The latter shapes the soul of the colonized. 

Hence, Fanon asserts that the “legitimacy of the claims of a nation” is verymuch

related to the capacity of the colonized subjects to recover and celebrate the 

importanceoftheirdenigratedhistory(Fanon209).Ngugibelievesthat“political and 

economic liberation are the essential condition for cultural liberation, for the true 

releaseofapeople’screativespiritandimagination”(Homecoming 11). 

In his works, Ngugi rarely evokes a precolonial Gikuyu world; he employs 

Gikuyu mores and norms, not to dramatize the overwhelming effects of colonial 

modernity, but rather to stage the pressing political and cultural encounters. He rejects 

the tendency to invoke a precolonial past to render a stable culture and identity. This 

is very revelatory about how it is so difficult to dramatize a Gikuyu culture outside the 

colonial relationship (Gikandi, Ngugi wa Thiong’o 14). 

The Gikuyu people shared a common language, common origin, and common 

belief system. Nonetheless, this form of identity was not corporate or centralised. That 

is to say, the Gikuyu people did not organise themselves in predominant social, 

cultural, or governmental systems. They were basically operated in sub-clans with 



201 

 

shared memories of common descent. Gikuyu identity was in fact reinvented, shaped, 

and formed by the dialectic of the colonial encounter, rather than by a Manichean 

opposition to colonial power and dominance (Gikandi, Ngugi wa Thiong’o 15).  

Indeed, the reality of colonial rule influenced the Kikuyus sense of identity. They 

had to adjust to the fluctuating situation between the last decade of the nineteenth 

century and the end of the First World War. This is due to the activities of 

administrators, settlers, traders and missionaries in the region, which created a very 

demanding, inconceivable, different, and strange way of life that the Kikuyus had to 

adapt with (Muriuki 165). Colonial authority enforced a bureaucratic system that 

organisedrace,class,andclanconflict.BermanandLonsdale(1976)arguedthat,“the

colonial state occupied centre stage in Kenya, symbolically and materially standing 

overcolonialsociety”(2). 

What is ironic is that the nationalist advocates of the Gikuyu culture were 

themselves the most colonized. Their identity is influenced by Christian conversion, 

“Converts toChristianitywere called athomi, i.e. literates, and the restwere called

Agikuyu, i.e. the people who remained in the Kikuyu culture” (Kibicho 370-88) 

Hence, nationalism came to distinguish culture from colonialism and Christianity 

from Eurocentrism (Gikandi, Ngugi wa Thiong’o 22). 

Nonetheless, cultural autonomy does not mean a return to a precolonial tradition. 

As it is understood by nationalists, Gikuyu identity should exist within the colonial 

project. Gikuyu subjects would be able to select aspects of colonial culture to be 

integrated into modern identity (Gikandi, Ngugi wa Thiong’o 22). In his conclusion to 

Facing Mount Kenya, Jomo Kenyatta contended that, 
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If Africans were left in peace on their own lands, 

Europeans would have to offer them the benefits of 

white civilisation in real earnest before they could 

obtain the African labour which they want so much. 

They would have to offer the African a way of life 

which was really superior to the one his fathers lived 

before him, and share the prosperity given to them by 

their command of science. They would have to let the 

African choose what parts of European culture could be 

beneficially transplanted, and how they could be 

adapted (Kenyatta 306). 

Though cultural nationalism attempted the liberation of culture from colonialism, 

it is devised to create a syncretic relationship between Gikuyu beliefs and European 

systems.Amidstthisculturalcrisis,Ngugi’sworksfallintothisprojectofreinventing

culture and deploying it as a means of national liberation (Gikandi, Ngugi wa 

Thiong’o 23-4). 

In 1963, Ngugi described Kenyatta and the Mau Mau Movement as the epitome of 

the spirit of resistance:  

He got support from the peasant masses and urban 

workers because he was a symbol of their deepest 

aspirations. To have imprisoned him was futile, because 

he was himself only a symbol of social forces which 

could never be finally put down by a gun (Homecoming 

29). 

In1977,NgugiwasimprisonedbyKenyatta’sregimebecausehewasthoughtof

writing a divisive history. It is apparent that his conception of history had been 

different from that of the state. He later came to criticise Kenyatta, denouncing his 

betrayal of national consciousness, 

Kenyan reactionary scholarship was about to give the 

final coup de grace to what Kenyatta started when in 

1954 at his trial in Kapenguria; he described Mau Mau 

as an ‘evil thing’ which ‘I have done my best to

denounce…andifallotherpeoplehaddoneasIhave

done Mau Mau would not be as it is now (Barrel 10). 
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Ngugi’schangeofattitudetowardsKenyatta,whomhehadadmiredinhisearly

works, explains a lot about the change in Ngugi’s aesthetic and ideological

perceptions in his later works. Thus, nationalism had been betrayed by the same 

people who had opposed colonialism and Eurocentrism. Ngugi’s awakening to

national betrayal is the result of two main events: the postcolonial works of Franz 

Fanon as well as the politics of neocolonialism in Kenya. As a result, colonial culture 

was essential to the new nation because it maintained the ideals of modernity, 

individualism, and prosperity. African traditions were vital because they secured the 

moral integrity of the new national community (Gikandi, Ngugi wa Thiong’o 30-1). 

6. Envisioning the Future through the Spirit of the Past in Petals  

We must . . . find out where we are, in order to decide 

where we will go next. We cannot know where we are, 

without first finding out where we come from (Njamba 

Nene and the Flying Bus 19; Decolonising 19). 

In an interview in 1969, Ngugi asserts that the “ideal” African novel would,

“embrace the pre-colonial past [,]… the colonial past, and the post-independence 

period with a pointer to the future” (Friedberger ii). He believed that the African

writer should revisit his history. This is articulated inMunira’sstatementthathe“had

to take a drastic step that would restore me to my usurped history, my usurped 

inheritance,thatwouldreconnectmewithmyhistory”(Petals 227). 

In his famous essay, “TheWriter andHis Past”,Ngugi reflects on thewriter’s

relationship with his past, to conclude that the latter has to engage with his past in 

order to create an authentic nationalist literature. As the writer reconnects with his 

history, his people’s history, he would celebrate that moment of return. The latter 

wouldrestoretheAfricancharactertohishistorybecause“[t]heAfricannovelisthas
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turned his back on the Christian god and resumed the broken dialogue with the gods 

ofhispeople”(Homecoming 43) (Ogude,“Homecoming:TheIdeaofReturn”164). 

Ngugiassertsthatthewriter’spreoccupationwiththepastdoesnotimplythathe

would distance himself from contemporary issues and anxieties. Ngugi stresses the 

dialectical and historical nature of living cultures.Inhisessay,“TowardsaNational

Culture”, he emphasised the importance of cultural heritage that European

colonialismhadworkedtodenigrateinAfrica,“cultureisthesumtotalofapeople’s

art, the science and all their social institution, including their system of beliefs and 

rituals”,forgedintheir“creativestruggleandprogressthroughhistory”(Homecoming 

4). Hence, culture is cherished and celebrated through history (Ogude, 

“Homecoming”164-5). 

However,Ngugiproceedstostatethat“Inour present situation, we must in fact 

try to see how new aspects of life can be clarified or given expression through new art 

formsorarenewaloftheold”(Homecoming 4). Hence, Ngugi was not calling for a 

return to a mythical past, but an interaction with a complex present situation that has 

been created by a shared colonial experience and native African practices.  

His idea of engagementwith the past is closely related to Fanon’s idea in The 

Wretched of the Earth of the “zone of occult instability where the people dwell”

(Homecoming 227),theliminalspacewhereAfrica’smanymodernitiesareshapedby 

dialogue with itself and other cultures. Hence, Ngugi does not write about a 

precolonial past because issues of domination and dispossession were significant 

concerns in the time of colonial encounter.  

Ngugi falls in the process of self-knowledge, a questioning of his Christian past 

and education. This is to be instilled in a political agenda to give African culture its 
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proper role. As a result, Ngugi drops his Christian name and reclaims his father’s

name to symbolically mark his break with his Christian past and education (Ogude, 

“Homecoming”165). 

What is important to note is that the evocation of a precolonial past is not meant to 

explain the past, but rather to consider its possibility to reveal new prospects, “visions

ofthefuture”(Ngugi,The River 2). Like Achebe, Ngugi tried to envision a radically 

new African society through a usable african past. Ngugi’s narrative, especially in

Petals, spins around relationships and acquaintances who spend time socializing, 

talking about their pasts, discussing political action, and endeavouring to transform a 

society (Podis 105). 

Even though Petals isnotpartofNgugi’sradicalrevolutionaryphase,inwhichhe

rejected English as language for literary production, it provides a radical critique of 

Kenyan society (Podis 105). In Petals, he urges for the revival of African culture and 

traditions.CookandOkenimkpe(1983)assert,“Ngugilookstothepasttoprovidea 

meaningfulcontinuumwiththepresentandthefuture”(113).Pagnoulle,ontheother

hand, believes that Petals pictures a cultural “regeneration” that will “feed on the

people’sindigenouspast”(273). 

In Petals, the chapter entitled “The Journey” describesAfrica’s past before the

coming of the white man, 

Ilmorog, the scene of the unfolding of this drama, had 

not always been a small cluster of mud huts lived in by 

old men and women and children with occasional visits 

from wandering herdsmen. It has had its days of glory 

(Petals 120). 
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At that time, Ilmorog was a peaceful and thriving village. Nyakinuya says that the 

people’s“knowledgeofmetalbecame legendary, reaching theearsof theAraband

Portuguesemaraudersfromthecoast”(Petals 121). 

Besides, Petals establishes a communal voice. It also tries to depict complex 

ambivalence towards sociocultural modernization, stating its great attraction but 

criticizing it for its relationship with corruption, and for the fact of being unfit for 

traditional values and contemporary cultural needs. The character of Wanja, for 

example, mixes between the modern and the traditional. She is described as the 

“barmaid farmer” (Petals 61) who wavers between her role as a barmaid/prostitute 

and her role as agrarian earth-mother (Podis 108).  

Thecomingof thevillagers from Ilmorog toNairobi “brings thebeast down to

Ilmorog”(Pagnoulle269),resultingintheestablishmentofnewIlmorogandtakingit

from the people, the co-optationofTheng’eta,thenegativeimpactonWanja, and the 

downfall of the oppressors, Chui, Mzigo, and Kimeria (Podis 108). 

The hardships and the humiliating reception of the villagers in Nairobi create a 

strong sense of unity. The villagers’ bond with the past is created by their close

connection with the heritage of Ndemi, founder of Ilmorog. This connection is created 

bytheNyakinyua,thevillage’smostreveredwomanandthegrandmotherofWanja.

The Ndemi story is deployed in Petals to inspire the villagers with the spirit of 

tradition to struggle for their land. The importance of orality in Petals is seen in the 

character of Abdulla (Podis 110-11). He turns to be very good at telling traditional 

stories (Petals 116-17). 

TheTheng’eta ceremonies are traditional ceremonies that emphasize communal

life in Kenya. Its great effect on some characters implies the enduring impact and 
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usefulnessofthepast.JohnsonassertsthattheroleoftheTheng’etaceremonyis“to

recapturethespiritofthepast”and“torenewasenseofunityamongtheparticipants” 

(Johnson 12-13). Ngugi also engages in a myth-making activity which stems from 

earlier indigenous myth-making. He employs Ndemi story as an attempt to create a 

new type of founding legend for their troubled communities (Podis 121).  

Furthermore, Ngugi stresses the importance of salvaging African history from 

colonialhistoriography(Gikandi,“OnCultureandtheState”153).Hisaimisnotonly

reconstructive but also revisionary, uncovering colonialist and neocolonialist 

ideologies imbedded in history. O. Louis Mink argues that fiction is a representation 

ofhistory.Theybothusenarrativestructure,andtheycanbothbeseenas“aprimary

and irreducible form of human comprehension, an article in the constitution of 

common sense” (Mink 132). Ngugi points out that colonial writers and Kenya’s

historians,whowereschooledinWesternmodesofthoughthavedeformedKenya’s

history. He steps in to write the history of the subaltern from the remains of colonial 

exploitation(Ogude,“Ngugi’sConceptofHistory”86). 

Arab geographers and also hunters for slaves and ivory; 

soul and gold merchants from Gaul and from 

Bismarck’s Germany; land pirates and human game-

hunters from Victorian and Edwardian England: they 

had all passed here bound for a kingdom of plenty, 

driven sometimes by holy zeal, sometimes by a genuine 

thirst for knowledge and the quest for the spot where 

the first man’s umbilical cord was buried, but more

often by mercenary commercial greed and love of the 

wanton destruction of those with a slightly different 

complexion from theirs (Petals 68). 

In this passage, Ngugi apparently responds to two main ideological statements 

from Heart of Darkness:theframenarrator’spraiseofgenerationsofEnglishnights

aswellasMarlow’sdenouncement of colonialism (P. Williams 213). 
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In Petals, Karega strives for the revival of Kenyan historiography. This is clear in 

his effort to find appropriate history texts for his pupils as well as in his request to the 

lawyer to help him in his search for “a vision rooted in a critical awareness of the 

past”(Petals 198). The Lawyer sends him books and titles published by professors at 

the university where Ngugi taught. These documents do not answer his questions 

(Sicherman 353). Karega’s analysis of African history may be summarised in his 

capsule history of Africa: 

Today, children, I am going to tell you about the history 

of Mr Blackman in three sentences. In the beginning he 

had the land and the mind and the soul together. On the 

second day, they took the body away to barter it for 

silver coins. On the third day, seeing that he was still 

fighting back they brought priests and educators to bind 

his mind and soul so that these foreigners could more 

easily take his land and its produce (Petals 236). 

The relation between mind and soul is still there, and this is why Kenya needs a 

new historiography. Karega expresses this in an exchange with Munira, 

Our children must look at the things that deformed us 

yesterday, that are deforming us today. They must also 

look at the things which formed us yesterday, that will 

creatively form us into a new breed of men and women 

who will not be afraid to link hands with children from 

other lands on the basis of an unashamed immersion in 

the struggle against those things that dwarf us (Petals 

247). 

This leads to the school strike in the novel, “We wanted to be taught African

literature,Africanhistory,forwewantedtoknowourselvesbetter”(Petals 170). The 

narrator also reflects upon the history of Ilmorog, 

Ilmorog, the scene of the unfolding of this drama, had 

not always been a small cluster of mud huts lived in 

only by old men and women and children with 

occasional visits from wandering herdsmen. It had had 

its days of glory: thriving villages with a huge 

population of sturdy peasantswhohad tamednature’s
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forests and, breaking the soil between their fingers, had 

brought forth every type of crop to nourish the sons and 

daughters of men. How they toiled together, clearing 

the wilderness, cultivating, planting: how they all 

fervently prayed for rain and deliverance in times of 

drought and pestilence! And at harvest-time they would 

gather in groups, according to ages, and dance from 

village to village, spilling into Ilmorog plains, hymning 

praises to their founders. In those days, there were no 

vultures in the sky waiting for the carcasses of dead 

workers, and no insect-flies feeding on the fat and 

blood of unsuspecting toilers. Only, so they say in song 

and dance, only the feeble in age and the younglings 

were exempt from the common labour: these anyway 

were carriers of wisdom and innocence. Sitting round 

the family tree in the front yard the aged would sip 

honey beer and tell the children, with voices taut with 

prideful authority and nostalgia, about the founding 

patriarch (Petals 120). 

LaterKaregarejectssuch“worshiping”ofhistory, 

‘It is remarkablehow youhavechanged.Youused to

argue that the past was important for today, things like 

that.’‘True…butonlyasalivinglessontothepresent.

I mean we must not preserve our past as a museum: 

rather, we must study it critically, without illusions, and 

see what lessons we can draw from it in today’s

battlefield of the future and the present. But to worship 

it – no. Maybe I used to do it: but I don’t want to

continue worshipping in the temples of a past without 

tarmac roads, without electric cookers, a world 

dominatedbyslaverytonature’(Petals 323). 

Kakembo questions the utility of an English education given to African children. 

He puts forward the idea that the African shouldhaveaformof“educationthatwill

fit[him]in[his]ownenvironment”andnot“alotaboutEnglishPiratesandEnglish

Kings, and practically nothing of his local geography and history” –this will make 

him“amisfitinhisowncommunity?”(Kakembo7).  

Above all, Petals looks at the present with a consideration of the past. it contains 

memories of Mau Mau as well as some allusions to the distant African past and to the 

blackdiaspora to considerwhatNgugi calls “a huge spaceof time” to show“three
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different phases of social formations: a long period of precapitalist, precolonialist 

relations,thencolonialism,andfinallyneocolonialism(Ngugi1986“RWInterview”

10). Devil reflects on the present in the light of the future. Indeed, Ngugi sets a 

scathing satire on neocolonialism and contemporary Kenya (Sicherman 349-50).  

While in A Grain of Wheat the past is employed to conserve the collective 

historical memory, in Petals, it is used to understand the present (P. Williams 212). 

Through their fictional productions, Achebe and Ngugi have apparently started the 

construction of a usable past. This might have a deep impact on the development of 

African history, literature, and culture (Podis 121). 

Ngugi’s essays are concerned with his view of colonialism, nationalism, 

capitalism, and post-independence neocolonial corruption in Kenya. Thus, his essays 

focus on the present and the future, rather than on the past as described in his early 

novels. Besides, he rejects the romanticism of the past posited by the Negritude poets, 

The African writer was in danger of becoming too 

fascinated by the yesterday of his people and forgetting 

the present. Involved as he was in correcting his 

disfigured past, he forgot that his society was no longer 

peasant, with common ownership of means of 

production, with communal celebration of joy and 

victory, communal sharing of sorrow and bereavement; 

his society was no longer organized on egalitarian 

principles (Homecoming 44). 

Ngugi criticizes the African writer’s excessive fascination with history. The 

fetishization of history created by the desire to correct the stained past would detach 

the writer from the problems of the contemporary period (Gikandi, Ngugi wa 

Thiong’o 256). Ngugi observed the failure of politicians to make a radical shift in the 

paradigms of colonialism. He felt the responsibility of the artist to restore the African 

charactertohistory(Gikandi,“OnCultureandtheState”153). 
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7. Diaspora and Hybrid Identities in Naipaul’s The Mimic Men 

Postcolonialism, according to Thieme, refers to a specific set of practices based on 

the epistemological and rhetorical effects of the historical truth of colonialism rather 

than a comprehensive term for all kinds of cultural differences (Knortti and Nyman 

2). Postcolonial discourse studies tend to be very critical towards issues about identity 

and the resulting difficulty of identity formation (Duncan in David Theo Goldberg, 

and Ato Quayson 320). The central questions that make the basics of concern in 

identity studies are: Who am I? How did I come to be who I am? To whom am I 

connected? These questions, however, are not exclusive to the postcolonial condition 

(Duncan in David Theo Goldberg, and Ato Quayson 328). 

Diaspora, the large-scale movement of any nation or group of people away from 

their native country, is a very formative experience of the current century. Hence, the 

premodern principle of demographic borders is encroaching upon imperial territorial 

borders. The newAfrican,Asian, and other “diasporas” relate globally in different

ways (Spivak in David Theo Goldberg and Ato Quayson 47). Without forgetting the 

psychological pains experienced by the diasporic people and of the historical and 

cultural contexts wherein these accounts of cultures emerge (Knortti and Nyman 3). 

Naipaul’swritingssuggestthatthepresentisdeformed,torn,anddisconnectedon

a global scale. In other words, every nation is hybrid and we belong to the diaspora. 

The adoption of this condition means both recognizing and representing difference. 

Naipaul’s view in The Enigma of Arrival echoes those who established the 

Anglophone Caribbean identity as something neither national nor international. 

Carryinghishistorywithoutan‘ideaofhistory,’andthenignoringhowimperialism

and immigration have turned cities into great cities of the world, Naipaul 
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comprehends how he was too immersed in his Eurocentric Education, of the writer as 

a citizen of the world (Dennis 199-200).    

Instability at home led to a sense of instability of the“colonialtheme”anddesire

to own identity. Naipaul redefines himself implicitly by building identity, through 

recognizing difference and diversity. This politics of difference as a central aspect of 

postcolonial theories, with the need to constantly reflect on how to define ourselves 

under our specific and global circumstances, is a trap to allow the dominant position 

to appear (Dennis 203). 

It has been pointed out that hybridity has a rich, controversial history, arising from 

cultural communication and mixing. It is, also, a changing site where fixed identities 

are re-examined. The foremost theorist of hybridity, Homi K. Bhabha, describes this 

space as a “stairwell”which becomes a symbolic interaction process, a connective

tissue that builds the difference between the black and the white, the upper and the 

lower. The hither and thither movement in the cultural stairwell gives identities 

stability as opposed to primitive polarization (Knortti and Nyman 3).  

This interstitial section between fixed identities opens the possibility of a cultural 

hybrid accepting the difference without a presumed hierarchy. As such, the 

postcolonial subject occupies a liminal space, a space that unsettles the authorizing 

claims of Enlightenment thought and disrupts teleological narrative structures and 

coherent, homogeneous constructions of the self. Homi K. Bhabha calls this liminal 

spacea“stairwell”: 

The stairwell as liminal space, in-between the 

designations of identity, becomes the process of 

symbolic interaction, the connective tissue that 

constructs the difference between upper and lower, 

black and white. The hither and thither of the stairwell, 
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the temporal movement and passage that it allows, 

presents identities at either end of it from settling into 

primordial polarities. This interstitial passage between 

fixed identifications opens up the possibility of a 

cultural hybridity that entertains difference without an 

assumed or imposed hierarchy (The Location 4). 

Moreover, the contemporary world, as many cultural critics have pointed out, is 

demarcated by diasporic peoples, cultural allocations, and transnational migrations, all 

of which contribute to the rise of cultural communication and the interflow of local 

and global relations (Knortti and Nyman 3). 

Nevertheless, it can be said that the use of hybridization in literary and cultural 

texts denotes resistance to colonial discourse. In this regard, Joppi Neiman, in 

Kipling’sThe Jungle Book, argues thatMowgli’s statusasconnecting thecolonizer

andcolonized’sworlds,of  humans and animals, but does not belong to either, where 

the resistance can be fixed (Knortti and Nyman 5). 

Homi K. Bhabha and Paul Gilroy have performed a huge role in theoretical 

discussions of hybridization. One of Bhabha’s essential contributions is the “Third

Spaceof enunciation,”which is the crucial spacebetween the cultures of colonizer

and the colonized; migrants, and other postcolonial subjects undergo a process that 

reshapes their experience of identity. 

Bhabha adds that whilst identity reconstruction may be both empowering and 

positive, its transgressive character and location in liminal space of borders and 

boundaries generates a brand new hybrid character, and new sense of identification 

which could resemble the old ones but is not always quite equal. The latter is 

described by using the Freudian term of the uncanny, das theimliche, and indicates 

that what engages in the construction of a hybrid identity is a feeling of the relocation 

of, Bhabha says, my position and the world (Knortti and Nyman 8). 
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Moreover, stories of racial liberation and domination involving abolishing slavery 

as well as colonialism and imperialism with their forms of resistance are among the 

narratives of hybridity. Both Fanon’sThe Wretched of The Earth and Black Skins, 

White Masks have popularized postcolonial discourse of these narratives of European 

identity. It is clear that Fanon represents an introduction to postcolonial studies 

through his great works as Black Skin, White Masks, and The Wretched of the Earth, 

whose impact is moving beyond the prison of racial thinking to the liberating space of 

universal humanity and the decolonized nation (Cooppan 23). 

Therefore, Postcolonialism has evolved pivotal questions including the formation 

of the subaltern identities, the native resistance, also the national cultures’ fate and

postcolonial independence (Cooppan 23).  

8. The Discourse of Mimicry in Naipaul’s The Mimic Men 

“Sometimeswecanbestrangerstoourselves”(Naipaul, A Way in the 

World, 1995, 11). 

The twentieth century Third World writers have been preoccupied with the 

depiction of the dilemma of the Diasporas. The history of imperialism in the late 

nineteenth century in the Caribbean region turned the natives into indentured workers 

in the sugar plantations. This had affected the shaping of their identities due to 

rootlessness, alienation, exile, and oppression. As such, their identities were 

characterized by mimicry and ambivalence (Dizayi 920).  

In postcolonial discourse, the colonized mimic the colonizer because they have 

grasped the idea that their cultural values are inferior to those of colonizer, through a 

process called, as Bourdieu may say, the doxic experience of colonial citizens because 
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of their imposition by the dominant colonial ideology, making the doxic field of the 

latter natural and irreconcilable (Dimple Godiwala in Knortti and Nyman 61).  

Bhabha suggests that the effect of mimicry on the authority of colonial discourse 

is profound and disturbing. For him, mimicry emerges as a result of the representation 

of a distinction, which is itself a system of disavowal. It involves an appropriation, 

and simultaneously a difference or recalcitrance. It is then a double strategy that poses 

a risk to normalized knowledges about power (Bhabha 1984, 126). So, even if it is 

based on colonial power by simulating that particular power, it can only destabilize 

that power by recognizing that the mimic man is not “completely white” (Dimple

Godiwala in Knortti and Nyman 62). 

Inotherwords,Bhabha’stheoriessuggestthatsimulatingacolonistisathreatto

his colonial structure, because copying the attitudes, behaviours, morals and values of 

colonial culture contains mockery as well as a certain threat of similarity, thus 

ambivalent. This Anglicization makes the colonial subject familiar, but differs, for 

Bhabha, from the English subject who represents a process that mocks the authority of 

the latter (Dimple Godiwala in Knortti and Nyman 60). 

It should be noted that the documentaries and the novels of Naipaul on the Third 

World countries illustrate the rewriting of colonial ideology. In fact, this gave a sense 

of “self-definition” which helps to make his works popular in both Europe and

America, as it has been recommended by the critic Fawzia Mustafa (Dimple 

Godiwala in Knortti and Nyman 61). 

However,SaidarguesthatNaipaul’swritingsmerelymimicthedominantsystem

ofcolonialdiscourse thathelpedpreserve theWest’shegemonyover therestof the

world. Said adds that through his writings, Naipaul, who is a Caribbean-born writer of 
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Indian origin, strengthens and reinforces Western discourse of power and superiority 

instead of contesting it as claimed by Bhabha (Dimple Godiwala in Knortti and 

Nyman 63). In this respect, Ralph Singh describes the people of the Caribbean 

islanders in an exceedingly denigrating method that is at the same time one amongst 

identification(‘we’): 

We lack order and we even do not remember the fact 

that we lack power and strength; we are lost… our

transitional or makeshift societies do not cushion us. 

There are no universities or City houses to refresh us 

and absorb us after the heat of battle. For those who 

lose, and nearly everyone in the end loses, there is only 

one course: fight. Flight to the greater disorder, the final 

emptiness: London and the home counties (The Mimic 

Men 6). 

This quote represents a sequence of “Caribbean lack” that can be traced in the

works of Lacan and Freud. As such, through cultural and ideological implications the 

Caribbean lack is articulated. The latter is expressed as a lack of power, language, 

order, stability, education, and strengthens the power of colonial knowledge (Dimple 

Godiwala in Knortti and Nyman 63). 

Lucidly, Naipaul’s writings show how colonial attitude and values would be 

internalized as a part of themimicking subject’s psyche. This results in a colonial

ideological performative act, which offers a little resistance. This idea goes against 

Bhabha’snotionofresistance(DimpleGodiwala in Knortti and Nyman 64). 

A performative mimicry refers to the ability to deal with the complexities that 

govern the host’s linguistic and cultural codes. It is not necessarily that the

performance aspect of mimicry means adherence to colonial ideologies. It may refer 

only to the ability to understand different cultures, and thus assimilation.  



217 

 

Besides, mimicry of Naipaul’s literary production is serious because the racist

assumptions that have informed Western philosophers are encoded in Western literary 

and cultural production, and now they are assimilated and repeated in non-white Third 

World writings. This situation is more dangerous than if it is encoded in white racist 

writings. In other words, these white readers are reassured that they can feel moral 

superiority because they perform the liberal gesture to read “Black” literature

Moreover, it reinforces the sense of cultural inferiority among Third World readers. 

Mimicry of humanist values, therefore, is dangerous and detrimental to the 

disappearance of internal racist assumptions (Dimple Godiwala in Knortti and Nyman 

66).  

In his works, Naipaul depicts the natives as either despairingly primitive or mimic 

men. Women are depicted as dependent characters living on the periphery. As such, 

these characters are from dependent societies parodying Western civilization, and 

seeing it as a crucial element for survival (AbdelRahman 172). 

The ability to simulate the linguistic and cultural performance of a particular 

culture is simply an attempt to absorb it. In addition, living for a while in a different 

culture is like Alice’s irreversible return; it is impossible to return to the original 

perceptions of the individual. Cultural hybridization of dynamic type often requires 

learning host language, since languages symbolize perceived cultural realities. 

Therefore, the new language fluency depends to a great extent on the perceived 

cultural value of the language being learned, as it may be noticed that the Englishman 

in New York will not leave his accent while the New Yorker may learn (Dimple 

Godiwala in Knortti and Nyman 67). 
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Thus, the works of Naipaul reveal the continued dominance of the values of their 

former colonies in unconscious ways. Those who have revealed the feelings of 

cultural inferiority that make Indian characters imitate English culture have made it 

possible to value and appreciate their way of life (Dimple Godiwala in Knortti and 

Nyman69).Ralph’sidentityischaracterizedbythemimicryofwesternvaluesinthe

various aspects of his life. In many instances in the novel, he identifies himself with 

Westerners. In the process of mimicking the western world, he abandons his family 

and his home, which resulted in his eventual alienation. He becomes very weak, 

hollow, and psychologically disturbed (Dizayi 920).  

Singh’s school lifememories emphasize the idea of power and (dis)order. The

textbooks taught the children about the weight of the king’s crown, which imply

authorityandlegitimacy(Devi38).Thetextbooksalsosuggestthat“thefirstrequisite

forhappinesswastobeborninafamouscity”(The Mimic Men 127)andthat“Tobe

born on an island like Isabella, an obscure New World transplantation, second-hand 

and barbarous,was to be born to disorder” (The Mimic Men 127). The books they 

read at school lead the children to be mimicsoftheworld,“Wepretendedtobereal,

to be learning, to bepreparingourselvesforlife,we‘mimicmen’oftheNewWorld,

one unknown corner of it, with all its reminders of the corruption that came so quickly 

tothenew”(The Mimic Men 157). 

Moreover, Naipaul criticizes the fact that the Isabella people are merely 

consumers of what Europe produces (Devi 38). Singh expresses this idea as he 

declares,“We,hereonourisland,handlingbooksprintedin thisworldEurope,and

using its goods,hadbeenabandonedand forgotten” (The Mimic Men 157).Singh’s

struggle as a mimic man is clear in his self-baptism. In order to sound like 
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Deschampsneufs, who had a six-part name, Singh changes his name to become 

longer. He adds Ralph to his real name Ranjit Kripalsingh. His new name becomes 

Ralph Ranjit Kripalsingh. He signs it as R.R.K. Singh (Devi 38-9). Consequently, 

RalphSingh’s internalizationofWesternculturalvalueshasalienatedhimfromhis

heritage. He is depicted as scattered and unable to belong to neither space.  

Fanon and Said believe that mimicry originates from the maintenance of colonial 

dominance. Ralph’s acceptance of the colonial language is a sign of his identity

(de)formation. In The Mimic Men, Naipaul employs words from the Hindi language 

and contrasts them with English. These Hindi words are clear indicationofSingh’s

social, cultural, and linguistic alienation. In such instances, Singh resists the 

dominance and authenticity of the English language (Dizayi 920-1).       

FanonandSaidhadtheorisedabouttheoutcomesofthecolonized’sacceptanceof

an alien colonial culture. In The Location of Culture, Bhabha asserts that identity 

involves the mixing of distinct modes of living (Bhabha 241). He believes that 

cultural identity is never pure. Singh undergoes psychic trauma after the recognition 

that it is so hard to achieve the qualities of the Westerners. It is very difficult for him 

to reach the whiteness of the colonial imperialist (Dizayi 921).  

Singh is presented as a character who is subjected to alienation and loss of 

identity. Throughout the novel, Naipaul portrays how Singh feels a state of cultural 

unease and psychological trauma. Indeed, Naipaul is obsessed with origin, purity, and 

essences. Colonial discourse creates in the colonized the desire to mimic the cultural 

identity of the colonizer. As such, mimicry establishes colonial authority that would 

encourage the colonized to be dependent (Dizayi 921). Singh is also aware of his 

hollowness and mimicry as he shows little interest in life, 
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“We pretend  to  be  real,  to  be  learning,  to  be

preparing ourselves for life, we mimic men of the New 

world, one unknown corner of it, with all its reminders 

of the corruption that came so quickly to the news”

(The Mimic Men 157). 

The discourse of mimicry is an ambivalent discourse as it partially transforms the 

colonized into a colonizer. The mimic men never attain sameness, and they will 

always be considered as different. Despite the fact that Singh’s cultural identity

blends with the Western form by having a western education and a British wife, he is 

never considered same. This eventually creates the image of the unhomely. Therefore, 

in The Mimic Men, Naipaul portrays the political, cultural, and linguistic change in the 

postcolony. Because of his fragmented past, Singh cannot resist his alienation and 

culture shock. Even his western education and acute consciousness do not enable him 

to escape mimicry of the value system of the West (Dizayi 922-3).           

There was no one to link my present with my past, no 

one to note my consistencies or inconsistencies. It was 

up to me to choose my character, and I chose the 

character that was easiest and most attractive. I was the 

dandy, the extravagant colonial, indifferent (The Mimic 

Men 19). 

Singh’slifeinthemetropolitancityofLondoncreatedasenseofrestlessnessthat

he voices throughout the novel. He undergoes the same feeling of psychic trauma of 

the other immigrants in the house of his landlord Mr. Shylock (Dizayi 923). He 

describesthehouseas“aconglomerationofprivatecells.Inthecityasnowhereelse

we are reminded that we are individuals, units” (The Mimic Men 17). Singh’s

discomfort is reduced through contact with Lieni, the Maltese housekeeper. Singh 

realisesthat“We becomewhatweseeofourselvesintheeyesofothers”(The 

Mimic Men  20). 
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Singh is described a blind mimic of Mr Shylock’s actions. His mimicry is very

apparent in the following quote, 

I paid Mr. Shylock three guineas a week for a tall, 

multi-mirrored, book shape room with a coffin-like 

wardrobe…IthoughtMr.Shylocklookeddistinguished

like a lawyer or business person or politicians. He had 

the habit of strolling the bot of his ear inclining his head 

to listen. I thought the gesture was attractive; I copy it 

(The Mimic Men 3). 

In this way, Singh copies his landlord, Mr Shylock, in all of his traits as well as 

actions. 

In addition to Singh, Hok also belongs to the world of mimicry. Hok rejects his 

mother because she is a Negro. This act represents the deep racial wounds left in the 

West Indian Society (Devi 39). The scene of rejection occurs as a group of school 

boys was passing the road, 

Oneboysaid,‘Sir,Hokwentpasthismotherjustnow,

andhe didn’t say anything at all to her.’The teacher,

revealingunexpecteddepths,wasappalled.‘Isthistrue,

Hok?Yourmother,boy?’ 

She was indeed a surprise, a Negro woman of the 

people, short and fat, quite unremarkable. She waddled 

away, indifferent herself to the son she had just brushed 

past (The Mimic Men 103). 

SinghisverymuchinfluencedbyLieni’scomplimentcallinghimarichcolonial.

This is a source of self-consciousness and self-awareness for Singh. The latter 

becomes very attached to what others say about him. He muses about his success at 

theBritishCouncilmeetings.Hesays,“Webecomewhatweseeofourselvesinthe

eyesofothers”(The Mimic Men 20) (Devi 32). 

The Mimic Men narrates the experiences of displaced expatriates in the 

postcolonial world. It explores the feelings of discontent, discomfort, alienation, as 
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well as the constant quest for identity. Singh is described as living in the in-between 

space of his native values and traditions, his Caribbean values, and his life in London. 

This has made of him a displaced character with a hybrid identity. The novel 

represents thedimensionsofSingh’s three-time exile and his eventual alienation. It 

also depicts his personality as concealed in his intellectual dishonesty (Dizayi 924). 

Singh’slifeinIsabellaaffectstheshapingofhisidentity.Itislikeaprisontohim

where he attempts escape into the glorious memories of his ancestors. This is what he 

has done by changing his name and trying to identify himself with his wealthy 

lineages (Dizayi 924).  

Singh’sdescriptionofhisboardinghouse is anattempt tomakemeaningofhis

condition. He experiences a series of flashbacks to his father. The latter is present as a 

broken memory inSingh’smind.He isdescribedby thedifferentmissionarieswho

have dwelled on Isabella in an idealised manner. One of the missionary ladies in the 

novel recounts that Singh’s father “had themarks of grace… and urging ‘jeering

crowds’to‘receivetheGospelofgrace’”(The Mimic Men 94). Since the memory of 

his father is lost, Singh has to start forming his identity far from his memories (Dizayi 

925).   

The Mimic Men depictsSingh’salienationundercolonialdominance.Thenovel

recounts different phases in Singh’s life which are mainly affected by mimicry,

ambivalence and hybridity. His change of name from Ranjit Singh to a Ralph Singh 

reveals his identity crisis and loss. His English education has alienated him from his 

cultural roots represented in his Indian culture and heritage. As such, Singh falls in a 

state of despair (Dizayi 925).  In order to escape the feelings of loss and disorder, 
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Singh dreams about his origin as Rajputs and Aryans. He fancies about the stories of 

knights, horsemen, and wanderers (Devi 39). 

I lived a secret life in a world of endless plains, tall bare 

mountains, white with snow at their peaks, among 

nomads on horseback, ... And I would dream that all 

over the Central Asian plains the horsemen looked for 

their leader. Then a wise man came to them and said, 

‘...thetrueleaderofyouliesfaraway,shipwreckedon

anisland, thelikeofwhichyoucannotvisualise’(The 

Mimic Men 105). 

Singh shows nostalgia for the good old days on the great cocoa plantations (Brown 

225). RalphSinghrecallshisfriend’sfather’sfondnessofhome, 

You know, you are born in a place and you grow up 

there. You get to know the trees and the plants. You 

will never know any other trees and plants like that. 

You grow up watching a guava tree, say. You know 

that browny-green bark peeling like old paint. You try 

to climb that tree. You know that after you climb it a 

few times the bark gets smooth-smooth and so slippery 

youcan’tgetagriponit.Youget that ticklishfeeling

in your foot. Nobody has to teach you what the guava is 

(The Mimic Men 185). 

This is due to the sense of loss, defeat, and exile (Waters and Fleming 397-8). In The 

Mimic Men, Singh voices his disgust of his condition. This is expressed in his 

statement about feeling a stomach ache,  

In the hotel that night I was awakened by a sensation of 

sickness. As soon as I was in the bathroom I was sick: 

all the undigested food and drink of the previous day. 

My stomach felt strained; I was in some distress (The 

Mimic Men 259).  

This sense of disgust and sickness is, nonetheless, due to his exile and estrangement 

(Roldan-Santiago 156). Therefore,mimicryinNaipaul’sworkisasourceofdespair

because it is reminiscent of the disruptions of imperialism and also an acceptance of 

it. It is an approval of one’s dependent role as a subject from an inferior culture.
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Because of his longing for self, Naipaul considers mimicry as a sign of social and 

cultural rupture. It creates the feeling of a wounded civilization. The concept of 

postcolonial quest for identity is reflected in his fragmented narrative style (Gorra 

380-81). 
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CONCLUSION 

This research has discussed the rise of the postcolonial discourse theory as a 

crucial framework for reading and analysing literary works. Indeed, literature is both a 

communicative and a political activity since there is no text which is merely a 

monologue, and no writer who writes without an ideology. Postcolonial discourse 

theory urges readers and critics to submit art to an analysis that brings the powers of 

history and politics into the surface.  

This research has shown that Postcolonialism is in debt to critical tradition. In 

postcolonial discourse, Foucauldian ideas of the interplay of knowledge and power in 

literary discourse about the (ex)colonized have to be carefully considered. Besides, 

the deconstruction of the metaphysical empire, based on Derrida’s classification of

our knowledge of the world into binary oppositions (of black/white, East/West, 

man/woman, European/non-European, rational/emotional), remains the aim of the 

postcolonial reader or critic. Furthermore, Marxist thought which focuses on how 

material discourses of society, politics, and economy create our place in the world is 

also a major influence to postcolonial figures namely, Fanon and Ngugi. All of these 

tendencies are used to analyse and counter colonial discourse and imperial hegemony.  

Undoubtedly, postcolonial discourse theory came to lift the veil on the politics and 

the discourses of marginalization and oppression, and spoil all hierarchies of power. 

Indeed, it came with a new vision of the world, a rewriting of history, and new 

boundaries. As such, writers set out to use art, with language as its main weapon, to 

narrate the story of Africa, Asia, the Caribbean, and other oppressed places in the 

world. Famous critics like Fanon, Said, Memmi, Spivak, and Bhabha, as well as 
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writers like Achebe, Ngugi, and Naipaul take the responsibility to analyse both in 

criticism and in fiction writing the plight of the (ex)colonized subject. 

Hence, postcolonial criticism is an anatomy of an unceasing process of 

dehumanization and subjugation. Thus, it is worth noting that the post in the 

postcolonial does not mean ‘post-independence’, or ‘after colonialism’. It is an

ongoing discourse starting from the very first moment of colonial contact and 

continues in the form of resistance to colonialism and Eurocentrism. Although nations 

in Asia, Africa, and the Caribbean became independent in the 1950s and 1960s, they 

are still plagued by their colonial experience, and the syndromes of colonialism are 

still evident in their language, culture, politics, economy, and literature. Thus, we can 

discern that postcolonialism resists linearity and embraces the continuous conflicting 

discourses of self and other, East and West, African and European, black and white.      

Since history is generally written by the victor, it is the urgent duty of postcolonial 

writers and critics to revisit the discourse of power written by the colonizer and to 

restore dignity to the oppressed. It is an urgent task because it involves reclaiming 

history and existence which is denied to the marginalized (ex)colonized. People 

without history are people without legitimate existence. Therefore, history has 

become an agency that Europe used to draw the palimpsest of the wold emphasising 

its power and superiority.    

As such, history, as conceived and written in a Eurocentric tint, is instilled and 

infused unconsciously in the collective imagination of the colonizer and the colonized 

through the medium of literature. Hence, both the objectivity of history and narrative 

are challenged by postcolonial thinking. It is in effect the role of the postcolonial 

writer and critic to oppose the Hegelian conception of history and the view that the 
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African, and in equal footing the Asian, and the Caribbean, are outside history, on the 

margin. History thus should not solely reflect the universal vision of the white 

sepulchre ofEuropean“Civilisation”. 

As a result, history is related to place and displacement. Place does not merely 

denote landscape. Place and space in postcolonialism are closely linked to the concept 

of discourse. Place denotes the complex interaction of language, history, and culture. 

Displacement of minorities, whole groups, and even whole nations because of 

colonialism and imperialism remains one main concern of postcolonialism. Language 

is a main element that constitutes place. As such, the soul of a place and of its people 

is stored in language. The act of displacement is also going to be inscribed in 

language.   

Consequently, place becomes a fuzzy term in postcolonial discourse as it collides 

with history, language, and people. As V.S. Naipaul describes the Caribbean stating 

that“Thereisslaveryinthevegetation”(The Middle Passage 79), he is in the act of 

abstracting the notion of place and transcending its physical making, stressing the 

intricacies of history and its impact on the creation of place. 

Discussion of the idea of place and its implication with history leads us to the 

notions of centre and margin. Journeying into the world, places are divided between 

the metropolis and the periphery, of course, with the metropolis being Europe, and 

Europe being the heart of the world. This dichotomy of centre and periphery became 

the central concern of The Empire Writes Back. This seminal book argues that since 

our conception of history and place are inscribed by writing, discourse, or language, 

there no escape from these universal power structures. 
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Ashcroft et al. argued that postcolonial writers contest the metaphysical empire set 

by the West through a process of rewriting works from the English canon. Thus, they 

are providing a more radical response rather than mere nationalist sentiments. Writers 

like Achebe, Ngugi, and Naipaul articulate the imperative necessity to reject the 

patronizing discursive categories prevalent in the English canon. Despite the fact that 

each of these writers voiced the postcolonial project of writing back in his own way, 

they are all implicated in the process of moving the centre and decentring discourse. 

The appropriation of the (ex)colonizer’s language is an evidence of rewriting 

literature and history. 

Furthermore, the present research has unveiled the processes of alterity, 

difference, and otherness hidden in Western discourse. It highlighted the attempts of 

African and Caribbean postcolonial writers to challenge this othering tendency of the 

(ex)colonized subjects by the (ex)colonizers. The process of Otherness is based on the 

“Manicheanallegory”thatisbasedonthebeliefofoppositionbetweentheraces.As

such, one of the images of othering the colonized is referring to them as ignorant 

groups,asacollectivity.Thecolonizer’sself,ontheotherhand,isreferredtobyits

individuality.  

Postcolonial discourse also denounces the assumed patronizing parental 

relationship between the colonizer and the colonized. Indeed, colonial subjects, or 

others,areviewedas“children”and“primitives”whoareinneedofprotectionand

civilisation. As such, it is through cultural and racial differences that mental and 

psychological growth is conceived. 

It is apparent that Fanon was a pioneer in his examination of the otherness plight 

of the colonized. His experience with the wretched Algerians during the period of 
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French colonization of Algeria had enabled him to have an insight into the 

psychology of the oppressed. Othering the colonized subjects eliminates their sense of 

self, their existence, and their humanity. They remain wretched and despicable to the 

point of objecthood. This leads to the act of the internalization of the colonizer’s

perceptions. 

Consequently,othernessisessentialtotheproductionofthe“black”subject.The

image of the “other” under Western eyes lies outside the European self. It is an

undesirable sourceofdisintegration.Conversely, the “black” subject seeswhiteness

as desirable and self-fulfilling. Therefore, blackness confirms the white self, but 

whiteness empties the black subject. 

The colonizer thus brags about his civilisation that is recorded through writing. As 

such, the written text plays a crucial role in the Othering process, by emphasising the 

dominant culture. The indigenous culture lingers behind and gets figuratively 

silenced. It loses its vibrancy and vitality in the discourses of power; and its values are 

overlooked and denigrated. It is often described as traditional and exotic.  

The waves of modernization in addition promoted the cultural values of the 

colonizer and the dominant culture at the expense of the colonized’s indigenous

culture. Postcolonial discourse theory came to confirm an idiosyncratic cultural 

identity of the “other,” and to subvert the colonizer’s claims that the colonized is

without history. It is through oral tradition and folktales that the colonized revives and 

celebrates his culture and his past.   

This research has also proved the relevance and significanceofFanon’sworkto

postcolonial theory. Even though Edward Said is acknowledged as the founder of 

postcolonialism,Fanon’sworkremainsinfluentialandisconsideredpostcolonialwith
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hindsight. His psychological and anticolonial works have, long before Said, 

denounced colonialism and the oppression of the exploited “other”. Indeed, Fanon

declared that Europe’s rise to power is stirred by the wealth and labour of the

colonies.  

In his portrayal of the wretchedness of the lives of the oppressed Algerians under 

colonial rule, Fanon emphasises the discrepancy between the life of the colonized and 

that of the colonizer. He describes the colonial world as a Manichaean world in which 

the natives are the wretched of the earth, physically and psychologically 

dehumanized. Hence, Fanon wrote from the viewpoint of a colonial subject in the 

discourse of decolonization and the urgent call and struggle for independence. 

ItisimportanttonotethatFanon’sworksareinfluencedbypsychology,Marxist

thought, as well as the Negritude movement. It is in The Wretched of the Earth that he 

diagnoses the psychological alienation of the colonized subjects. It is worth to 

mention that Fanon himself experiences cultural rootlessness being Martiniquan 

French psychiatrist who lived in Algeria during the colonial period. Besides, his 

analysis of terrible psychological life of the colonized is buttressed by the Marxist 

notions of how the economic and historical forces intensify this life of poverty and 

hostility. His support of Negritude movement is very apparent as he celebrates 

blacknessandtendstodefendthe“black”subjectsinhisworks. 

In Black Skin, White Masks, Fanon highlights the alienated colonized subjects’

desperate quest for identity. He considers colonialism responsible for the violent 

repressionofthecolonizedsubject’sselfandidentity.InBlack Skin, Fanon explains 

his concept of the complex of inferiority which is associated with colonized peoples. 

Through a process of internalization of the colonizer’s values and ideology, the 
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(ex)colonizedsubjectssee themselves in themirrorof thecolonized“other”. In this

way, the (ex)colonized subject engages in a process of identity (de)formation through 

identification with the white colonizer. One important tool for identification with the 

(ex)colonizer is that of language. Therefore, Fanon can be considered a pioneer in 

anticolonial liberation. 

ItwasSaid’spublicationofOrientalism that exposed hegemonic power structures 

embedded in western discourse about the colonizer. He emphasised the 

interrelationship between knowledge and power, confirming that knowledge is the 

ideological tool of colonial power and domination. Said thus affirms that the Orient 

wasneveraplacebutratheran“idea”.Assuch,Saidalsoabstracts the notion of place 

as it encounters history, language, culture, and politics. 

In Orientalism, Said is concerned with the misrepresentation of non-Western 

cultures in colonial discourse. He examined French and English canonical texts to 

show how they work to construct the inferiority of East or the “Orient” and

superiorityoftheWestorthe“Occident”.SaidaffirmsthatthestudyoftheOrientis

maintained by other disciplines like philology, art, economic and cultural studies, 

history, anthropology, philosophy, archaeology, and literature.  

Said asserts that colonized subjects are perceived as irrational, barbaric, sensual, 

lazy, uncivilized, and static. The colonizers, conversely, are viewed as rational, 

educated, hard-working, developing, and civilized. Moreover, cultural and academic 

institutions are employed to produce such discourse of power and domination 

heraldedbytheWest.Assuch,Said’sprobeintohowcultureandknowledgecanbe

used to subvert colonial power initiated colonial discourse studies. 
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Consequently, the goal of this anticolonial project of resistance is to counter 

Western discourse of power and domination, and to root out its conceptual apparatus. 

In effect, the aim is the decolonization of representation; the decolonization of the 

West’s theory of the non-West. As such, postcolonialism calls for an urgent 

systematicrethinkingof thestructuresofpowerandideologytorestore“agency”to

the subaltern subjects denied to them by Eurocentric discourse. Thus, knowledge and 

power are never total or fixed; they undergo opposition, duality and resistance. 

One of the aims of postcolonial discourse is to recover subaltern speech. Gayatri 

Spivak wrote about the production and retrieval of subaltern speech. The subaltern is 

described as vulnerable, submissive, and voiceless. Postcolonial discourse theory 

intends to restore agency to the subaltern by subverting the silencing effect of 

domination. Because the subaltern cannot be heard, subaltern voice cannot be 

recovered.  

Due to the already established discourse of power, the subaltern cannot get unified 

with his history. Moreover, the subaltern subject cannot have agency because our 

understanding of him/her is shaped by colonial texts. Hence, Spivak believes that all 

discourse is colonial discourse. As such, the role of postcolonial writers such as 

Achebe, Ngugi, and Naipaul is to recover subaltern speech in order to be able to 

challenge the massive impact of colonial power and colonial discourse. 

ThisresearchhasalsoexaminedBhabha’stheories of identity (de)formation. His 

theories of hybridity, mimicry, ambivalence, and the uncanny emphasise the idea that 

the (ex)colonized fail to form stable and fixed identities. This idea is closely related to 

the dichotomy created in the Manichean world of the colonizer and the colonized. 

Bhabha focuses on the instability and fuzziness of colonial discourse. He puts forward 
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hisconceptoftheThirdSpaceorthe“in-between”space.Thelatterspaceisevident

in the confluence of cultures, and characterizes the lives of the (ex)colonized as well 

as the diaspora. 

This research has proved that the hybrid individual, text, or cultural expression is 

concernedwith ideasofexile fromone’snativeculturebroughtaboutbyalienation

from language, landscape. It is also related to ideas of displacement experienced by 

the (ex)colonized.  

Inhiscontroversialuseoftheconceptofhybridity,BhabhareferstoFanon’sideas

in Black Skin, White Masks to prove that liminality and hybridity are necessary 

aspects of the colonial encounter. Fanon suggests that the colonized subject 

experiences psychic trauma as he realizes that can never attain whiteness he desires or 

to rid himself of the blackness he grows to debase. Bhabha believes that this is what 

creates a stateofagonyinthecolonizer’sidentity.UnlikeFanonwhoseestheimage

of“blackskin/whitemasks”as“aviolatedauthenticity”,Bhabhaviewsitasasignof

hybridity and ambivalence not only of the colonial subject but also the dynamics of 

colonial power as an internalized discourse constructed historicall, politically and 

culturally. 

Bhabha further suggests that hybridity is a sign of resistance to colonial discourses 

of domination. He insists that neither the colonizer nor the colonized are independent 

of each other. In the act of mimicking the colonial Other, the (ex)colonized copies the 

colonizer but never attains sameness. This is very apparent in the example of the 

diaspora as (ex)colonized people face problems of cultural adjustment and adaptation. 

This is an evidence of the instability and agony that the (ex)colonized experience. 
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Bhabha believes that hybridity counters colonialist and nationalist claims to a fixed 

identity. 

It is evident that writings about the history of the (ex)colonized world made 

cultural recovery an urgent task. Indeed, the misrepresentation of Africa in Western 

discourse ledAchebe to counter the “monologic” formof theEnglish novel and to

write his own form of the “dialogic” novel. He was convinced that the colonizer

maintains power over the colonized through words and narrative. Achebe’s act of

emphasizing the Igbo culture as well as his resistance to Western discourse made his 

work unique and controversial. Through his infusion of the Igbo language traditions 

into literary English makes his work, he succeeds to create an African viewpoint, and 

creates a more inclusive narrative consciousness. 

The act of dropping his European name, his rejection of Westernization, as well as 

his writing of his first novel Things Fall Apart, can be considered an act of atonement 

with his Igbo past. Just like Things Fall Apart, Arrow of God reflects the Manichean 

worlds of the colonizer and the colonized: Winterbottom/Ezeulu (colonial 

power/traditional power); Nwaka/Ezeulu (political power/sacred power); John 

Goodcountry/Moses Unachukwu (desacralization/retaining the sacred); 

Oduche/Nwafo (conversion/fidelity). Thus, Arrow dramatizes the impossibility of 

compromising thecolonizer’s ruleand religionwith thenativecultureandheritage.

However, in Arrow of God, Achebe’s central focus is on the consequences of

colonialism and not its process. British administration disrupts the social and 

traditional life ofUmuaro, andweakensEzeulu’s power as the village priest and a

symbol of both sacred and traditional power. 
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As such, Achebe believes that the essential role of the African writer and his 

moral obligation is to work on correcting the false impressions of Africa in Western 

narrative. Achebe highly stressed the vital rationality of precolonial African peoples 

as a way to challenge racist stereotypes. In Arrow, it is through the character of 

Winterbottom that the idea of the white man’s burden to civilize the Africans is

expressed. To subvert these denigrating stereotypes, Achebe stresses the role of 

educationasapowerfultoolofculturalrecovery.ThisisexpressedthroughOduche’s

character as an attempt to reclaim African culture and history. 

Moreover, in Anthills of the Savannah, Achebe advocates a system of nation-

building through a new vision of the past. The past, Achebe, believes can be vital in 

remoulding his troubled community. As such, through Anthills, in the 1970s, Achebe 

moved from criticizing his society to participating in transforming it through tradition. 

The latter can be a good solution to the corruption, deterioration, division, and 

alienation of his society. The past is then employed in new and viable forms in the 

present. 

In Anthills, Achebe suggests that for Africans to ensure a bright future, they need 

to make a decisive return to the tradition. Rural Abazon is presented in opposition to 

the modern capital city, Kangan. Achebe introduced the character of the old wise man 

of Abazon, through his brilliant oration, to imply the feasibility of learning from the 

tradition, and using it in new ways by future generations. This is part and parcel of his 

project of mental decolonization and national consciousness. In Anthills, Elewa’s

baby is a symbol of hope for the future as well as a demonstration of the 

disappointments of the past.  
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Thus, the Igbo culture can be viewed as a vital element in the process of 

decolonization, and as an effective solution to the problems of modernity. Achebe 

believes that the cultural value system embodied in the traditions of the Igbo culture is 

a source of recovery and revival to the nation. This is expressed through the different 

characters in Anthills, who act as types of the various values of the Igbo culture. 

These characters talk about their past, reflect upon their political situation, and aim at 

building their community through tradition. Their social background, being from the 

ruling class and the African elite who had a European education, enable them to 

ponder upon this usable past. 

Tradition versus modernity is also highlighted by Achebe as a major theme in 

Anthills. Throughout the novel, there is this opposition between the traditional value 

system and modernity. The latter is presented as a source of corruption and 

disintegration for the Africans especially the elite. The character of Beatrice mirrors 

both systems of tradition and modernity, being a clever Westernized sophisticate and 

a village priestess. Besides, images of the delegation, the kolanut,aswellasElewa’s

baby naming party, are representative of the tradition and the desire to create a feeling 

of a unified community based on native roots. 

Because of their alienation from the tradition, Achebe’s characters in Anthills 

experience a state of spiritual exile and disenchantment. They strive for change and 

for creating new order to improve the lives of the people of Abazon. In this respect, 

Ikem, who reveres tradition, is the embodiment of social progressivism; he is a man of 

the people. He is an advocate of the tradition and the voice of the ancestors. 

Besides, in his Moving the Centre, Ngugi explained his aim to reclaim the 

African’srightto“nametheworld”.Heperceiveshiswritingsasnewliterature,and
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his characters as “the Okonkwos of the new literature”. He stands against the 

supposed universality of European culture and literature. He believes that the 

(ex)colonized have to rise against the metaphysical empire and to subvert the 

Eurocentrism is Western discourse of power. As such, Afrocentrism questions the 

discourse of imperialism and decolonization. This is what led Ngugi to renounce 

English and start writing in Gikuyu, his mother tongue. 

Just like Achebe, he aimed at recovering the African history. Because he saw that 

Achebe could not put forward concrete solutionstotheproblemsofAfricannations’

political economy, he dissociated himself from his ideas, and started his project of 

decolonization by questioning Western historiography, and launching a scathing 

criticism on political corruption and neocolonialism. In Devil on the Cross, he sets to 

criticise corruption in the postcolonial state and to target mainly the national 

bourgeoisie or the ruling class. 

It is Petals of Blood that Ngugi expressed his ideological shift. In Decolonising 

the Mind, he distanced himself from Achebe and classified him with those writers 

who use European languages and claim to be recovering African identity. This is due 

to his view of the essential role of language in shaping human life and empowering 

human consciousness.  

In 1979, Ngugi rejected the view that national consciousness was embedded in 

ideology, or in the literary practice, or even in the role of literature in education. In 

Decolonising the Mind, he asserted that African literature can only be written in 

African languages. As such, Ngugi believes that the choice of language is crucial to 

people’s definition of themselves in relation to the whole world. Besides, for him,
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language hegemony is a destructive means of imperialism and a very important 

vehicle of colonial power. 

Inaddition,NgugiaimedtorestoretheKenyanworkers’andpeasants’voice.He

believes that they are marginalised in the narrative history of the country. He wanted 

to recover the history and identity of the colonized and exploited peasants and 

workers. He believes that history is to be written from below by narrating the stories 

and the struggles of the workers and the peasants. He asserts that decolonization 

shouldfocusonthecolonized’soppositiontocolonialandneocolonialdomination. 

OneoftheaimsofNgugi’sdecolonizationprojectistorelateliterarystudiestoan

AfricanepistemologybasedonKenya’sandEastAfrican traditionalverbalartsand

culture. Thus, so as to limit the devastating denigration of African literatures in 

colonial discourse, the literary texts in the curriculum had to be selected carefully. His 

essays in Writers in Politics and Barrel of a Pen focused on interrogating the place of 

the dominant English literary culture in Kenya. Homecoming emphasises national 

culture and discards liberal culture since the latter supports bourgeois individualism 

over collective consciousness. Just like Achebe, Ngugi perceives culture as very 

important because of its relation to history.   

Because of his ideas about national culture, his peasant theatre, as well as his 

criticism of Kenyan capitalists in Petals of Blood, Ngugi gets arrested, imprisoned, 

and later forced to exile. He was accused of engaging in politics under the guise of 

culture. While in prison, he published his first novel in Gikuyu under the title 

Caitaani mũtharaba-Inĩ (Devil on the Cross). 

Ngugi’srejectionofEnglishasamediumofliteraryexpressionisanendeavourto

revalue the place of national culture in postcolonial Kenya. It is also a challenge to the 
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Kenyan state in her practice of fetishizing national culture. The latter was employed 

by the government as ceremonials of power to strengthen their political authority. 

Ngugi’s epistemological break with English and Englishness reflects his quest for

form or style to write his counter discourse novels after he gets dismayed by the 

tradition of the realist novel form.    

Ngugi argues that Africans are alienated from their language and culture due to 

colonialism. Nationalist literature, in its endeavour of decolonization and voicing 

African identity, employed European languages which carry the aspects of European 

cultureandideology.Assuch,Ngugi’sobjectiveistoenterintothesoulofthenation

and its realities in its local languages. 

In Devil on the Cross, Gatuiria ponders over the historical progress of his people 

from pre-colonial through colonial into a dim future. He echoes Ngugi’s strive to

decolonize African literature from the linguistic hegemony of European languages. 

Ngugi wrote Devil on toilet paper so as to challenge the planned custody of his mind. 

Consequently,Ngugi’schoiceof languageandaudiencehadallowedhimtopresent

theworkersandthepeasantsasactorsintheirownhistory.Ngugi’sconceptualization

of the place of language in literature cannot be detached from his politics. 

It isworth tomention thatNgugi’sdepictionof thepeasantsand theworkers in

his fiction is because of influence by Marxist thought. In his second-phase novels, he 

attempts to depict the social and cultural forces of his (post)colonial experience. He 

focuses on criticizing the exploitation of the peasant masses and urban workers by the 

ruling class. This is due to his formative years at Leeds which fashioned his 

ideological framework by reading the Marxist and postcolonial works of Fanon. That 

is why there is amarked resonance between Ngugi’s works and Fanon’s. Ngugi’s
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preoccupation with the entering into the soul of the people and the nation led him to 

question the place of English in his narrative. His criticism of the national bourgeoisie 

and its corrupt neocolonial practices, as well as his view of the native poet as the 

keeperofnationalculturealsohaverootsinFanon’swork. 

Onemajor influence forNgugi is Fanon’sThe Wretched of the Earth. Reading 

The Wretched, Ngugi got an insight into the politics of socialism and developed a 

language for representing colonialism and decolonization. Indeed, Fanon’s work

represents a farsighted study of the shift from colonialism to neocolonialism in Africa. 

Ngugi focused on the supremacy of national culture as well as the disenchantment 

with independence and the national elite. Fanon’s ideas in the “Pitfalls ofNational

Consciousness” enabled Ngugi to discover the feasibility of Fanon’s idea of

postcolonial betrayal to various African nations. This is what helped him analyse the 

failure of decolonization in Africa and launch an attack on the ruling elite and the 

middle class. The latter became worse than the colonizers in the exploitation of the 

local people. 

Ngugi’scriticismoftheAfricanpetty-bourgeoisie is articulated in his novel Devil 

on the Cross. In Devil, black bourgeoisie are characterised by their blind imitation of 

Western values. The character of Kihaahu symbolizes the alienated black who pursues 

whiteness in every way possible. He changes his name as an act of imitating Western 

values. He also started his nursery school project that is satirically depicted as the 

epitome of the desire for whiteness. 

For Ngugi, in order to raise awareness and national consciousness in anticolonial 

struggles, education can be a crucial weapon. The latter played a major role in 

anticolonial and anti-imperialiststruggle.Assuch,inNgugi’snovels,wewitnessthe



241 

 

rise of the educated as an activist. In Petals, Karega, nevertheless, is suspicious about 

theusefulnessofformaleducationinthenation’sstruggleforliberation.Hechooses

to be a trade union activist rather than a teacher.  

In Devil, Gatuiria ponders about the serious effects of Western education on the 

colonized.Muturiisbothastudentandaworker.Ngugi’sactivismismanifestinhis

use of popular forms in his narrative such as the meeting of thieves and robbers. His 

activism is also apparent in his rejection of English and embracing of Gikuyu in 

writing his play Ngaahika Ndeenda (I Will Marry When I Want) in 1977, and 

Caitaani Mutharabaini (Devil on the Cross) in 1982. 

In Petals, Munira falls in a state of disillusionment with independence. His 

character represents an indictment of decolonization. He is depicted as a captive of his 

colonial past as well as postcolonial betrayal. Thus, Munira symbolizes the crisis of 

national consciousness, and to portray the failure of the postcolonial state. Just like 

Munira, both Karega and Wanja witness the failure of the postcolony. Unlike Munira, 

they attempt to overcome this failure. Therefore, in creating subjects incapable of 

fulfilment, Ngugi implies the failure and the collapse of the process of decolonization. 

Moreover, as far as language and style, the Trinidadian writer V.S. Naipaul has 

affinities with the Joseph Conrad. Their use of a first-person unreliable narrator 

createsarelativisticatmosphereaboutthe“theworld’shalf-madesocieties”.Naipaul

considers Conrad his literary forerunner and a source of inspiration. He is very 

familiarwith the subjects in Conrad’s narrative; this iswhat led him to be critical

about the modern world’s social and psychological disorder. Naipaul admires

Conrad’sexaminationofmoralquestionssuchastheconceptsofaction, success, and 
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decision making. As such, they both write about the (ex)colonized subjects in an 

elusive modernist narrative style.     

Both Conrad and Naipaul use a foreign language to comment on the material and 

moralmeaningof theworld.Naipaul’snovel A Bend in the River echoesConrad’s

Heart of Darkness portraying Salim as a merchant in post-colonial mid-20
th

 century 

Africa. In A Free State isalsoaclearintertext toConrad’sbook. In“TheReturnof

EvaPeron”,Naipaulpresents the effects of colonialism inArgentina,Trinidad, and

the Congo. Nonetheless, The Mimic Men remains Naipaul’s work where Conrad’s

influence is very apparent. The Mimic Men resonateswithConrad’sNostromoinits

use of the fictional island, Isabella. Besides, the use of fragmentation and 

unchronological narrative are also evident in the narratives of both writers.   

Because Naipaul bears a strong likeness to Conrad, critics seem to disagree upon 

the view that Naipaul is an alternative ego for Conrad. In The Mimic Men, Singh 

shareshispointofviewoftheworld’s“half-made”societiesthatNaipaulwritesabout

in his fiction. Besides, the use of allusions, a fragmentary and unchronological 

narrative structure, as well as the unreliable narrator, render the narrative allusive and 

oblique in dramatizing the socio-historical, socio-political, as well as psychological 

effects of displacement. 

Naipaul is also aware about the relevance of history and the past to the 

postcolonial experience. In The Mimic Men, he presents Singh as conscious about his 

Indian origin and simultaneously as a victim of the collapse of his native culture. He 

does not feel to belong to the Caribbean. He also sees himself as an intruder in the 

politics of his country, Isabella. He feels excluded and a castaway. This is clear in the 

shipwreck metaphor which Naipaul employs throughout the narrative which 
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represents the abandonment he experiences as well as the emptiness in his life. The 

shipwreckmetaphor also symbolizes Singh’swretchedness and loss.His destiny is

located far from his Indian roots between the Caribbean and Europe.  

Singh’s fascination with America and Columbus indicates his view about the 

cruelty and the violence ensuing from the European colonization. His fascination with 

trees symbolizes his quest for wholeness and identity. The tree imagery is associated 

with the shipwreck metaphor as Singh relates himself to the trunks of great trees as he 

stands on a deserted beach. Singh wonders about the origin of the tree, which reflects 

his insecurity owing to his lack of racial purity and identity (de)formation. This leads 

him to fantasize about his Aryan past. This is very revelatory about Singh’s

displacement. 

In The Mimic Men, Singh also feels a state of disillusionment with life in London. 

He is presented with India as his home and his lost history. Just like Naipaul, Singh 

experiences a state of constant homelessness and exile. It is through writing that Singh 

quests order for his life. He also ponders upon the distressing experiences of the 

colonial and postcolonial world. As such, order is a main theme in the novel. It is 

described as absent in colonial societies due to the lack of cultural, racial, and 

historical homogeneity. This is what leads to a state of abandonment and alienation. 

Constant allusions to T.S. Eliot reflect Singh’s personal and cultural alienation.

TheseallusionsalsorepresentNaipaul’sliterary mimicry. He is educated in England 

and he also writes in English. He is massively influenced by the European tradition. 

He is cynical about the independence of postcolonial nations. He stresses the idea that 

(ex)colonized people are incapable of ruling themselves, and are in fact educated by 
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the colonizer. This idea is closely related to the idea of neocolonialism in which the 

local ruling elite become the major source of postcolonial disenchantment.           

PostcolonialreadingsofNaipaul’sworkrevolve around the divide between centre 

(England, imperialist, Western civilization) and margins (colonies, Third World, 

black). His works deal with the exploitation of subaltern subjects, the denigration of 

their history, and the (de)formation of their identity. This vision also governs the 

fiction of Achebe and Ngugi. 

In The Mimic Men, Mimicry is read in different ways by different critics. Bhabha, 

for instance, views mimicry as an act of challenging, destabilizing, and undermining 

the colonizer. This is because the mimic man remains different despite the likeness; 

he is never same. The mimicking subject haunts the colonizer and emphasises 

difference. As such, the novel is a great study of the other. On the other hand, Dennis 

Porter argues that Naipaul’s writings are in affinity with the discourse of power. 

GlyneGriffith asserts thatNaipaul’swritings side the colonizer, and that theWest

Indian selfhood and presence in the West Indian novel are limited. The (ex)colonized 

aremeresubjectstoothers’histories.            

Moreover, the writers of The Empire Writes Back seem to be suspicious about 

Naipaul’s tendency to side with oppressed in their quest for reclaiming national

cultures after political decolonization. Ashcroft et al. believe that Naipaul is drawn 

into the centre despite the fact that he seems to be creating the periphery. They even 

criticise Naipaul for betraying the West Indies and starting a career of writing in 

England.  

Furthermore, Said criticised Naipaul for not being on the side of nationalist 

movements and national decolonization. He believes that Naipaul is good at telling 



245 

 

the story of the (ex)colonized, but he fails to explain why the exploited subjects are 

doomed to live in oppression. He subsequently concludes that Naipaul writes 

according to the horizon of expectations of Western readers. Hence, just like Conrad, 

Naipaul is read and interpreted in many ways. 

This research has analysed the use of aesthetics as a means to counter Eurocentric 

discourse. All of Achebe, Ngugi, and Naipaul, employ aesthetic devices to voice their 

projects of resisting Eurocentric discourse. They use language as a weapon to counter 

the discourse of empire. 

Achebe started his project of appropriating the English language to write his 

works. He viewed highly the hybridity of African writers who used English to tell the 

story of Africa. He argues that contesting colonial discourse has nothing to do with 

the choice of language. He believes that writers using native tongues are not 

necessarily anticolonial or revolutionary.Theytoocanbe“contaminated”byWestern

forms and ideas.  

ThisresearchhasalsodiscussedAchebe’sdifferentiationbetween“national”and

“ethnic” literature.He believed that a national literature concerns thewhole nation

and is written in the national language. Conversely, ethnic literature is accessible to 

one ethnic group within the nation. Considering the case of Nigeria, national literature 

is written in English and ethnic literature is written in Hausa, Ibo, Yoruba, etc. Ngugi, 

however, looks at the nation in tribal terms. For him, Kenya is not a nation, but rather 

a country of different nations. As such, Kenya’s literature can be termed national

unless it is written in native tongues without English mediation. He believes that 

literature is the soul of the nation; and thus it should be written in African languages.                 
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Due to the diversity of experience, language, culture, religion, and style, it is 

preferable to use the term “African literatures” to refer to variety of literary 

expression inAfrica,acultural“bazaar”.To reflect theAfricanexperience,Achebe

starts his aesthetic project with the aim of creating a new language suitable to the 

African setting. This gives cultural substance to its narrative content and supports the 

writers’endeavourofculturalreclamation. 

As a result, Achebe aimed at Africanizing the English language through the use of 

orature to expresses the Igbo verbal style. Therefore, the appropriation of the English 

language aims at expressing communal views and unveiling the colonial impact on 

Igbo identity. This iswhat ledBernth Lindfors to describeAchebe’swor(l)d as “a

grammarofvalues”(Lindfors,1968,77). 

Hence, one important element in the postcolonial project of Achebe and Ngugi is 

that of the novel form. Achebe fused the forms of the oral tradition with the European 

forms of the novel. Similar to Ngugi, Achebe introduced a new epistemology despite 

the fact that it is moulded in a Western discursive mode, the novel. As such, both 

Achebe and Ngugi focused on indigenizing the form and the language of the African 

novel. They aimed at Africanising the realist novel through African oral tradition to 

counter Western colonial discourses about Africa and the Caribbean in Eurocentric 

discourse. Achebe employs realism to imagine African cultures. This new shaping of 

therealistnovelmightbecalled“thenewrealism”intheAfricannovel.Itisthrough

reference to Igbo settings and history that Achebe increases the level of realism in his 

novels, and succeeds to create his theme and world view. 

In Anthills of the Savannah, the fusion between realism and the oral tradition is 

mythically and symbolically presented in the image of drought as the clash between 
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the earth and the sky. The commuter bus, by which the characters go on a journey, 

represents the grouping together of the characters, and the portrayal of their ordinary 

life as different from the ruling elite. Ngugi, on the other hand, uses the matatutaxi to 

depict collective life in Kenya.   

Achebe transcends the form of the European realist novel which is characterised 

by social texture, three-dimensional and well-rounded characters, and social 

relationships with psychological depth. He transforms it into a more communal form 

employing elements ofepic,romance,andtragedy.Achebe’sdepictionofritualslike

themaskingceremonies, theYamplanting, the kolanutbreaking, and the seasons’

naming and harvesting create both a cultural and communal effect in the novel. 

Therefore, through his fusion between orality and literacy, as well as his focus on the 

communal rather than the individual, Achebe transforms the realist novel into a 

culturally hybrid form to restore Africa to the discourse of history. In Achebe’s

novels, the form and content artistically capture the key moments of African history in 

pre-colonial times, colonialism, to postcoloniality. 

ThesearchforauthenticityinAchebe’sworksisapparentinhisuseofproverbs,

“the palm oil with which words are eaten”. Indeed, proverbs are of a paramount 

importance to African discourse as they represent a compacted experience and a 

minimalism of thought. To indigenize the African novel, Achebe made use of 

proverbs. Arrow of God contains more than one hundred proverbs. In Arrow of God, 

Achebe sought to portray colonization and decolonization from the inside. He aimed 

at representing the Igbo identity as complex as any other identity of a changing 

society. 
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Authenticity in African literature is determined by the use of the oral tradition, and 

sometimes by its use of native languages. Achebe warned against dictating norms and 

criteria for African literature in the name of authenticity. Ngugi argued for the use of 

native languages as well as orature. Achebe also employs Igbo words in context to 

enable the non-Igbo reader to find meaning through making inferences. 

This research has also demonstrated that the oral tradition is a practice of the past 

and thepresent asmanifested inAchebe’s andNgugi’sworks respectively.Achebe

employs orality in his first novels to represent the complexity of the Igbo culture 

before colonialism. Conversely, Ngugi approached orality in Devil on the Cross as an 

element of Kenyan culture in the present. 

In Anthills of the Savannah, Achebe employs stories of the past as memory and 

historical testimony for the future. The Old Man of Abazon is the epitome of the use 

of orality in the novel. He is very skilled at storytelling and the use of proverbs. He 

considersstorytellingasthestoreofthecommunity’shistory. 

In Arrow of God, the fusionbetween literacyandorality ismanifestedEzeulu’s

act of sending Oduche to learn the literacy of the white man. The act of sending 

Oduche to a mission school reflects Ezeulu’s desire to cope with the changing

circumstances in his community. This is expressed through the metaphor of the 

dancing mask to imply the bewildering and conflicting times that the Igbo society 

undergoes between tradition and colonial modernity. As such, Ezeulu desires 

communal balance between the local and the foreign, the old and the new, the 

traditional and the modern because “a manmust dance the dance prevalent in his

time”(Arrow 189). As such, the colonized have to adapt to change. 
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In Anthills of the Savannah, Achebe depicts characters from all walks of the 

Kangan community. The Kangan women, the underprivileged, and the ancestors, all 

have a voice in the novel. Achebe also employed the narrative technique of multiple 

narrators to give voice to the voiceless subaltern individuals. 

Just like Achebe, Ngugi asserted that his Gikuyu-language novels rely a lot on 

African orature in their structure, theme, and style. He uses folktales, proverbs, myths 

and legends, dance, song, to comment on society. Ngugi used oral tradition to create 

communal transformation, to enhance change, and to voice an ideology. In his later 

novels, Ngugi used orature with an intention to address a different type of audience, 

namely the workers and the peasants. 

The oral forms in Ngugi’s narrative destabilize the discourse of power and

Eurocentrism, and emphasize African identity and creativity.  Because of his reliance 

on orature aswell as someWestern fictional forms like biblical allusions,Ngugi’s

works can be best described as hybrid texts. Indeed, he associated oral and popular 

forms with the written word. 

It is in Petals that Ngugi started experimenting on the novel form, employing 

Gikuyu phrases and nouns instead of English counterparts. This technique is also used 

by Achebe. It sets the text in Africa and shapes the Kenyan experience with 

neocolonialism. In Devil, Ngugi employed Kenyan oral forms, Mau Mau and other 

nationalistic songs, as evident forms of the African orature. He also used biblical 

songs and Christian symbols and concepts. The use of these symbols aims at 

criticizing imperialism and neocolonialism. 

This research has also shown that Ngugi paid a specific attention to depicting 

communal life in his novels. He employs scenes of community gatherings and 
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celebrations. Devil on the Cross was read by workers and peasants in buses, bars, and 

other public places. 

In Devil, Ngugi also used the device of the Gicaandi player, a traditional 

storyteller, as a narrator to reflect a Gikuyu worldview. The Gicaandi player has a 

wide knowledge of proverbs. These proverbs aim at addressing a Gikuyu audience. 

Hence, orature is used by Ngugi as a political instrument to advocate African 

socialism and confront neocolonial corruption. 

Therefore, the main distinguishing feature between African art from European art 

is its instrumentality. African art aspires to the social and religious needs of the 

community. It is read as national allegories, and act as instruments of knowledge and 

social change. Aesthetics in Ngugi’s writings act as ideological perceptions. For 

example, his use of the image of the land in his novels reflects social, cultural, 

historical, political, and ideological view.  

Consequently, Ngugi believed that the realist novel can be appropriated by the 

African peasantry and the working class to boost political liberation. In Devil, Ngugi 

enacted his break with the European conventional novel both in content and form. 

More than any other African writer, Ngugi sought to distance himself from the 

bourgeois novel genre. He employed orature and the art of the Gicandi player to 

achieve relevance to the audience of the peasants and workers. 

Furthermore, Ngugi relies a lot on allegory. It is by definition closely related to 

history. It aims at constructing a narrative that uses the past and history to create a 

commentary on the present. Echoing Plato’s allegory of the cave in his book The 

Republic,Ngugi’sDevil on the Cross can also be read as an allegory because of its 

symbolic representation of the social, political, and economic disorder in the 
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postcolony. Indeed, the novel is symbolic and allegorical of the plight of the whole 

nation and its art.  

In moulding of allegorical narrative, Ngugi depicted characters as symbols of 

social classes. They are in conflict with social classes or social forces. The use of the 

grotesque image of the body and names denote the values of a social group or class. 

Assuch,Ngugi’sallegoryisemployedasanti-imperialist counter-discourse to contest 

colonialist discourse.                  

Ngugi also used grotesque images to satirize the colonists. The grotesque image of 

bodily deformity is employed to criticize the mimicry of Western values by the 

African bourgeoisie. Moreover, Ngugi makes use of fantastic narrative in Devil on the 

Cross. The trope of “devil” and “ogre” is deployed to ridicule the political elite in

Kenya. They are depicted as agents of the devil. The trope of the Devil can also be 

read as a satire of neo-colonial capitalism.       

In addition to the use of characters as symbols of class, bodily deformity, and 

grotesque images, Ngugi employed the traditional oral narrative strategy of the 

journey or the quest. The device of the journey represents social transformation of the 

characters. It alsohighlights the changes in the community’shistory.The device of 

the journey also represents the characters’ moral responsibility. In this way, it is

through his transformation of form and style that Ngugi could create a narrative with 

an Afrocentric view. 

Naipaul’snarrativediscourseinThe Mimic Men also centres on the discourse of 

power. The novel narrates Singh’s life in Isabella and his experiences in exile in

London. Living in a depressing hotel room in the outskirts of London, he engages in 

writing his impressions of his life as an (ex)colonized subject. Naipaul juxtaposes 
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frequent images of the centre and the periphery throughout the novel. Images of order 

and disorder, reality and unreality, authenticity and inauthenticity, power and 

powerlessness recur in Singh’s narrative.Naipaul thus depicts Singh and the Third 

World as dependent on the centre. 

Singh’sdisenchantmentwithindependenceandtheThirdWorldisreflectedinthe

image of the shipwrecked man that is repeated throughout the novel. He believes that 

there is no escape from the disorder caused by colonial displacement. Due to his 

feeling of loss, Singh starts to dream about his Aryan past. Still, he is unable to escape 

the darkness and the postcolonial wreck. Nonetheless, writing his memoir, Singh finds 

in writing an escape from the physical and psychological disorder he experiences. 

What characterizes Naipaul’s characters is the state of doubt they experience.

Whereas Achebe’s and Ngugi’s characters are revolutionary, Naipaul’s characters,

such as Singh in The Mimic Men, tend to be hesitant and sceptical. They do not 

exhibit nationalist fervent.  

The state of restlessness and disorder caused by empire in The Mimic Men is 

presented in different ways. Naipaul thus employed a non-linear structure of writing 

the memoir and environmental imagery to create a sense of ambivalence towards 

postcolonial condition. Non-linearity and environmental imagery negotiate “the

history in the vegetation” (The Mimic Men 146) and generate a historical trauma 

where the impactof transatlantic slavery and racial identitydisturb theCaribbean’s

postcolonial present. As such, non-linearity and environmental imagery mirrors the 

“absurddisorder,ofplacelessness”(The Mimic Men 166) that typifies Isabella and its 

inhabitants. 
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One main environmental image that Naipaul uses is the image of the stump of the 

tree thathas tobe cut to start thebuildingofSingh’shousingproject.This cynical

project of modernizing Isabella is disrupted by the tree. He later came to remove the 

tree and keep a piece of it as “a reminder of violation” (The Mimic Men 63). The 

stump of the tree is a reminder of Isabella’s history and origin. As such, the tree

stands in resistance to Singh’s project of modernization. This idea is relevant to 

Fanon’s criticism of the national bourgeoisie in the newly independent colonies.

Besides, the tree represents the difficult task of overcoming the traumatic experiences 

and history of massacre and slavery in the Caribbean.The“monstrouswound”(The 

Mimic Men 63) of colonialism cannot be cured. 

This research has also demonstrated the impact of culture and Englishness on 

(ex)colonized subjects identity. Like Things Fall Apart, Arrow of God dramatizes the 

tragedy of a community. This tragedy is caused by the disruption of Igbo culture by 

the coming of the white man. The intervention of the colonizer in the Igbo affairs 

leads to the disintegration of the Igbo community. The will of the British colonizer to 

mould a different identity of the Igbopeople is echoed inNwaka’s tropeabout the

comingofthewhitemenwho“turnedusupsidedown”(Arrow 16). 

The destruction of the cohesive patterns of traditional Igbo society and the 

remoulding of the Igbo identity are epitomised through the characters of the District 

Officer,CaptainWinterbottom,andCaptainClarke.TheseBritishcharacterstendto

misleadingly and hypocritically stereotype the Africans. Their aim is to emphasize the 

false image that the European as an apostle of civilisation and that Africa is a place of 

darkness.Assuch,Achebe’snovelsareadirectresponsetothesestereotypesandan

attempt to repair the foundations of the past. 
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Besides, it is tobestressedthatAchebe’sdiscourseofnationandnationalism is 

based on the idea of finding security in precolonial roots. Nation building should 

never be separated from a careful consideration of ethnic identity. The debate on the 

language of African literature aroused by Achebe and Ngugi revealed the problematic 

nature of nation building. This is clear in the political displacement of the Igbo 

community in Arrow of God from a precolonial identity to a postcolonial national 

identity.    

This research has demonstrated that Achebe tends to be cautious about the 

Western model of the nation. He emphasized the ethnic model of the nation which is 

based on native culture and communal life (tradition and religion), rather than the 

Western model, which emphasises the territorial, political, and ideological 

considerations.   

The political attempt to unite diverse communities under British rule represents a 

disruption of the native ethnic system of the Igbo society and aim at replacing it with 

a Western one. The outcome of this political displacement is identity (de)formation 

and community disintegration. The collapse of the villages in Arrow of God 

representsthefailureoftheprojectofnationalism.Hence,throughAchebe’snovels,

we see how religion and tradition are indispensable to the unity of the villages. For the 

unity of the tribes, Achebe calls for an ethnic reclamation. 

In Anthills of the Savannah, Pidgin is employed as a significant marker of identity. 

Nigerian Pidgin is linguistically formed from different sources like African languages 

and English. The aim of using pidgin is to enable interethnic communication. 

Achebe’srecurrentuseofpidginalsoshowsthathisnarrativerepresentsachallenge

to the discursive and formal assumptions rooted in European discourse about Africa. 
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Characters with no Western-styled education use pidgin for they are not fluent in 

Standard English. In this case, pidgin is a marker of class identity. Pidgin is also used 

todesignategenderidentity.Therefore,pidginisveryrevelatoryaboutthecharacter’s

linguisticidentity.Achebe’sshift of registers in Anthills reveals the fragmentation of 

identity in the Nigerian society. 

Anthills also represents disenchantment with nationalism due to the ensuing state 

of political and economic corruption after independence. This research has shown that 

nationalism cannot be an alternative to imperialism because of the gender, racial, 

religious and cultural diversity of the people within the nation. These internal 

differences cause challenges to national unity. Thus, the discourse of nation and 

nationalism is fundamentally a Western idea. 

Fanon has asserted that anticolonial nationalism may lead to the replacement of a 

Western colonial ruling class with a Western-educated native ruling class whose aim 

is to disempower the people. Anthills dramatizes the disenchantment with anticolonial 

nationalism and revolutionary ideals. As such, the preoccupation of African writers is 

the clash of cultures and post-independence disillusionment. 

Just likeNgugi,Achebe’sportrayalof the rulingWestern-educated elite implies 

that the latter do not share nationalist ideals with the masses. This distance between 

the elite and the masses is presented through the use of English as national language, 

despite the fact that it is spoken by the minority. They tend to use pidgin to determine 

aspects of gender and class. As such, Anthills does not cater for a representation of the 

voice of the nation as a whole, which symbolizes the failure of nationalism. As a 

result, the novel is an indirect criticism to the Western-educated ruling elite, and 
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suggests a new way of nation-building. All the people should be involved in nation-

building. 

Ngugi’s Petals of Blood also manifests disillusionment with independence and 

nationalism. It is considered to be a transitional text in Ngugi’s oeuvre using the 

language of struggle. It is in Petals that Ngugi started distancing himself from the 

portrayal of vulnerable characters who are separated from their communities such as 

characters in The River Between. In Petals, Ngugi dramatizes the life of world 

historical individuals, like peasants and workers, fighting for the nation against 

foreign domination. Ngugi also shifted his theme from anticolonial struggle into 

neocolonial betrayal. This transformation is the result of his essential view that the 

role of artist is not merely to explain the world, but to change it. 

In Petals, Ngugi describes how Ilmorog is changed by the forces of modernity. 

Thedestruction ofMwathi’s place represents the damageof the old community by

industrial capitalism. As such, Petals is an effective criticism of the culture of 

postcoloniality. It criticizes how the national elite fetishizes culture and use it as a 

means of exerting power and authority on the masses. Their ultimate goal is get 

wealth and to stay in power.    

Ngugi is an advocate of the integration of traditional African culture in the 

discourse of nation. He believes that political and economic liberation should be 

accompanied by cultural liberation. Hence, in his later phase, Ngugi employs the 

element of culture to dramatize the pressing political and economic condition of the 

nation.  

Indeed, Ngugi did not tend to depict a stable Gikuyu identity as it is impossible to 

render African identity outside the colonial encounter. It is through the dialectic of the 
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colonial encounter that Gikuyu identity was reinvented. Colonial rule had affected 

Gikuyu identity considerably. It is ironical that nationalist supporters of the Gikuyu 

culture were themselves the most colonized because of Western education and 

Christian conversion.Ngugi’s imprisonment and later exilewas due to hiswritings

about national consciousness and postcolonial betrayal. 

Besides, Ngugi believed that the African writer should not present his art as a 

mere dramatization of a mythical past. He suggested that writing about the past should 

entail a negotiation of the present. Ngugi revisits the past with the aim of self-

knowledge and identity. Hence, he deals with the past in a new vision, a vision of the 

future. Just like Achebe, Ngugi tried to visualize a radically new African society 

through a usable African past. Petals depicts characters who spend so much time 

socializing and discussing their past in relation to their present. 

Petals urgesforaculturalregenerationthatstemsfromthepeople’susable past. 

In the novel, Ngugi establishes a communal voice with a scepticism and ambivalence 

towards modernity. Ngugi presents the attractions of modernization and scorns its 

connection with corruption. The traditional story of Ndemi in Petals unites the people 

andinspirestheirstrugglefortheirland.TheTheng’etaceremoniesarealsoemployed

to highlight communal life in Kenya and to show the lasting impact and usefulness of 

the past. As a result, unlike A Grain of Wheat, where the past is used to conserve 

Kenyan history, Petals presents the past as a means to understand the present. 

In addition, through his writings, Naipaul depicts the deformity of the present due 

to the enduring impact of colonialism and imperialism. His fiction stresses the idea 

that this world is characterized by hybridity and diaspora. Thus, difference and 

hybridity are the major characteristics of the postcolonial world. The theory of 
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hybridity came to re-examine the idea of fixed identities. The “Third Space of

enunciation” isdescribedbyBhabhaasa“stairwell” that symbolizes theprocessof

interaction between the native and the foreign, the black and the white. The 

movement in the cultural stairwell creates a balance at the level of identity as opposed 

to the traditional divide. It is worthmentioning that Fanon’sThe Wretched of The 

Earth and Black Skins, White Masks have prompted the study identity (de)formation. 

Hence, the mimicry evident in the behaviour of the (ex)colonized subjects stems 

from the internalization of the idea that their cultural values are inferior to those of 

(ex)colonizer. Bhabha explained that mimicry has a deep effect on dominant 

discourses. As shown before, Bhabha believes that mimicry arises from noticing a 

difference, which is itself a system of resistance to colonial discourse. The Mimic Men 

recounts the feelings of discontent, discomfort, and alienation of displaced expatriates 

in the postcolonial world. Singh lives in the in-between space of his native heritage, 

his Caribbean values, and his life in the Metropolitan city of London. This research 

hasdemonstratedthatSingh’sidentityisaffectedbyhisthree-time exile.     

Said, on the other hand, believed that Naipaul’s fiction merely mimic the

dominant colonial discourse that facilitated the preservation of Western hegemony 

over (ex)colonized others. In Mimic Men, Naipaul’s narrator, Singh describes the

Caribbean inhabitants in a denigrating way. The emphasis on the state of disorder as 

evident of Caribbean island reflects the idea of the “Caribbean lack” that the

(ex)colonizer seeks to internalize in the mind of the (ex)colonized as part of their 

psyche. This lack is usually expressed as a lack of power, language, order, stability, 

education, etc. 
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Indeed,Naipaul’s portrayal of the native subjects is humiliating as he describes 

them as miserably primitive or mimic men. Women are marginalized and dependent. 

These wretched subjects are rendered as mimicking Western civilisation viewing it as 

sanctuary. Singh views highly Western civilisation, and thinks that the Isabella people 

are merely consumers of what Europe produces. He believes that the textbooks taught 

the children to be mimics of the world. Singh also stretches his name as an act of 

imitating Deschampsneufs who has a six-part name. His acceptance of the colonial 

language is an indication of his identity (de)formation. Because of the impossibility to 

achieve whiteness, Singh experiences psychic trauma. He gets the feeling of 

alienation and loss in his room in London. The feeling of unease is due to his quest for 

origin, purity, and essences. 

To conclude, initiating a discourse of resistance, these writers have examined the 

problem of culture and the politics of language in African and Caribbean literature 

through their works. The research has analysed the ensuing identity crisis because of 

colonialism and imperialism. It thus focused on the ideas of mimicry, displacement, 

and disintegration in the selected novels. Despite their different views about the 

complex notions of culture, language, history, and identity, these writers have set out 

to dismantle the Manichean structures of power between the colonizer and the 

colonized and to offer ways of contesting colonial discourse and constructions of 

otherness and stereotyping.  
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 ملخص

تَهدف هذه الدراسة إلى البحث في قضايا الهُوية، و في كتابات رجع الصدى لذلك الخطاب 

تاب  الذي بات تحكمه
ُ
 الأوروبيّة، على هديٍ من مُدوّنة تنتقي خمسة أعمال روائيّة، لك

ُ
رْكزٍيّة

َ
الم

( لِـ تشينوا 1987(" و"تلال النمل في السافانا" )1964من أفريقيا والكاريبي؛ "سهم الربّ )

(" لِـ نجوجي واثيونجو" 1980(" و"شيطان على الصليب )1977أتشيبي، وَ" بتلات الدم )

ه في الحين الذي يضفي الخطاب 1967و"المقلدون )
ّ
(" " لِـ فيديادر سوراجبراساد نيبول. ذلك أن

سْتَعْمِرِ ومعتقداته وعاداته على حساب قيم 
ُ
الكولونياليّ صفة التفوق والامتياز لقيم الم

تّابا مثل أتشيبي ونجوجي يشدّدون على أهميّة التأسيس 
ُ
سْتَعْمَرِ ومعتقداته وعاداته، فإنّ ك

ُ
الم

ْ
ْ
ريخٍ مختلفٍ بما يقدّم أنموذجا تنافسيّا يجابه التمثيلات النمطيّة لـ أفريقيا والأفارقة على لـ"تأ

ي الناجم عن تحطم مؤسسة الكولونياليّة 
ّ
حدّ سواء، في حين يتناول نيبول الشكّ والتشظ

بصورة تجسد التناقض الصارخ لأفراد ما بعد الكولونياليّة في سعيهم الحثيث لبناء الهُوية. 

 إلى إماطةِ اللثامِ عن الطرق والتي يمكن من خلالها للأعمال الروائيّة وْ
ُ

من هنا يرمي هذا البحث

كاريبي يتيح تحصيل فهم واع للهُوية ما  -قيد الدراسة أن تسهم في إعادة كتابة تأريخ أفريقو

ة الذي بعد الكولونيالية. وبغية تحقيق هذه الغاية، تعتمد الدراسة منهجَ ما بعد الكولونياليّْ

يثير عددًا من الأسئلة المتعلقة بالمواجهات التثاقفية، وعلاقات القوى المتضاربة في خضم وما 

ر مستوحاة من فكر 
ُ
وراء التجربة الاستعماريّة. ومن جملة تلكم الأفكار، يستند التحليل إلى أط

هؤلاء "فانون" و"إدوارد سعيد" و"بحابحا" و"سبيفاك". هذا، وتخلص الأطروحة إلى أنّ 

الكتاب، وعلى الرغم من اختلاف مشاربهم وآرائهم اتجاه المفاهيم المركبة للثقافة واللغة 

سْتَعْمِرِ 
ُ
والتاريخ والهويّة، قد نجحوا إلى حد ما في تفكيك الهياكل المانوية للقوى بين الم

د عنه من نمطيّْ
ّ
سْتَعْمَرِ بما يولد إمكانات تتحدى خطاب الكولونيالية وما تول

ُ
ْ .ة وغيريّةوالم

 نايبول؛ الكولونيالي؛ بعد ما الخطاب الأوروبيّة؛ المركزيّة التحرير؛ أتشيبي؛ الكلمات المفتاحية:

ْ  نجوجي
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Résumé 

Cette thèse de doctorat traite essentiellement de la problématique de l'identité et de 

l'écriture en échos au discours eurocentrique dans un corpus varié se composant 

d’œuvres écrites par des écrivains  africains et caribéens, intitulées respectivement

Flèche du Seigneur (1964) et Fourmilières de la savane (1987) de Chinua Achebe, 

Pétales de sang (1977) Diable sur la croix (1980) de Ngugi wa Thiong'o et Les 

hommes mimiques (1967) de Vidiadhar Surajprasad Naipaul. Compte-tenu du constat 

attestant que le discours colonial privilégie les valeurs, les croyances et les coutumes 

du colonisateur au détriment de celles du colonisé, certains écrivains à l’instar

d’AchebeetNgugiontinsisté,autraversdeleursécrits,sur la nécessité de créer une 

historiographie différente et ce en contestant les représentations faites de l'Afrique et 

des Africains. De plus, V.S. Naipaul raconte le scepticisme et la fragmentation qui 

résultentdel’effondrementdel’institutioncoloniale en dépeignant l'ambivalence des 

sujets postcoloniaux qui se sont livrés dans une quête incessante pour construire leur 

identité. Cetterecherches’estbaséesurl'approchepostcolonialequiaideàrépondreà

une multitude de questions concernant les rencontres interculturelles et les relations 

de pouvoir conflictuelles pendant et après l’expérience coloniale. Ce faisant, les

œuvres sélectionnées sont analysées à la lumièredes idées et des théoriesdeFranz

Fanon, Edward Said, Homi K. Bhabha et Gayatri Spivak. Les résultats obtenus suite à 

cette recherche montrent, qu'en dépit de leurs points de vue différents concernant les 

notions complexes de la culture, de la langue, de l'histoire et de l'identité, ces 

écrivains ont procédé à un démantèlement des structures manichéennes de pouvoir 

entre le colonisateur et le colonisé et d'offrir ainsi des moyens permettant tour à tour 

la contestation du discours colonial  et la construction de l'altérité et des stéréotypes. 



303 

 

Mots clés: Achebe; décolonisation; Eurocentrisme; identité (dé)formation; discours 

postcolonial; Naipaul; Ngugi 

 


