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. . African spherc, scholars such as Clark (2013), Awodiya (2010),
\ave revealed that,

ta (1989), Etherton (1982) and so on, | _
dipo, Moscs Olaiya, wolc Soyinka,

o
withi? '(;2)09)* Amu
Hussein, Athol Fuggard,

T‘““"’r. hts such as [Tubcrt Oguqdc. Duro La

oéorc gutherland, Ngugi wa Thiong’o, Ebrahim _
Flud ‘F fisan, Olu Obafemi, Ahmed Verima, amongst others, have written p\_ays
pemi . C‘omribulcd immensely to the reflection and correction of socictal ills,
(hat have i the process, the voices of the subordinatcd majority. Cecrtainly, the
pmjcct‘  thesc dramatists have paid obcisance to the Utilitarian school of thought
works © art must «perform a relevant function in the socicty. It should not only
in “""Che ociety as the critical realist school of drama says but should go ahead

"‘ig";::p a resolution to the human in the play’
an
2014, p- 83)-

dilemma presented

od that, the context of “Enraged Voices” in this paper alludes to
LS ressed, the downtrodden; thosc, who are called “the Subalterns” in the
lhcstgzronial parlancc. Indced, rescarches from Bincbai (2017), Bressler (2011),
f\ozeez (011), Guha (2000), Bhabha (1996) and Spivak (1996) have confirmed
(hat those who own the enraged voices in our society are the oppressed,
d silenced. While some of these researchers, without exempting

suppressed an >
itted playwrights, have empathised with the

most Affican socially-commi
dwindling system, some arc extraordinarily concerned with the cffcct of such

menace at present and the coming gencration.

uld be not

It is noteworthy to mention that, terrorism has increasingly become a recurring
vice in Nigeria and the need to bring this issue to the front-burner cannot be
overemphasised. In fact, it is discovered from the critical study by Audu and

Hamza (2020, pp. 168-169) that:
The insurgents that have been active against government forces In
ion of Nigeria since 2009 are popularly called

the North-East Reg!
Boko Haram. However, the insurgents call themselves Jama atu

Ahlus-Sunnah Lidda’ AwatiWal Jihad. The emergence of Boko
Haram has been variously traced back to the 1990s, 1980s and

even as far back as The Sokoto Jihad of 1804. Howcver, the yecar

2002 is agreed to be a major watcrshed in the cvolution of the
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ed from Borno State of Hy; J

mov of; s
Islamic sect when they a scparate community jp Kann;(:ny%e
q

State wherc they cstablished
argues that the Bo‘lfo Haram Sect by

Shuiabu (2020, p. 199) hg_"g"f(‘;j;’s b)% averring that, “the ?}:Stl ‘;ategory ofeghqd
many other dangerous f"a‘ insurgents but another group that hag _brokcn aoko
Haram werc not the 3Cn‘i'ary 2012 knowx:l as thf: Jama’atu A{gsﬁ,:..m Mlls[',m.way
from Boko Haram 1n -bau belicves that this pamcul_ar group 1? rcspoflsibl "Fﬁ
Biladis Suda,;:’, Sht:;l]!t attacks and wanton destryctnon on lives ang o erig o
s caie;: Osfl.: Z]ncc‘i:isther parts of the North” (Shuiabu, 2020, pP- 199) iy
the North Ea

1 t group have madc sch
fviti the Boko Haram terroris ’ : -
Sadly, the aCthltlzi glt;d children found themselves in displaced camps i,
thousantirsy 02:; otI;1 the Boko Haram insurgency between 2009 and 20] Sy
the coun

. 180) also reveals that

2028, Pall): gr}x( rgr:lﬁgi%g’ Jul)z 2009 ... more Fhan 100 People Were killed
within 24 hours as the Boko Haram violence swept throy, b -

Yobe and Kano states. In Yobe state, the SCCt memberg rose i,

violent confrontation with the police near Potiskum e

Kano State, on the 28 July 2009, ?bof‘t 300 l?»oko Haram Membey,

engaged in gun battle with the police in Wudil.

Drawing from the two submissions above, it is no !onger news that, the Boko

Haram insurgency has continued to ravage the. Nigerian natjon for decades now,
Interestingly, Ahmed Yerima’s Payi and Temilolu Fosudo’s Another Episodegf
Trauma are play-texts that examine the Impact of the Boko Haram terrorist groy
on the citizens of the country. This study therefore, €Xamines enraged voices ayg
societal realities through the lens of Ahmed Yerima’s Pari and Temiloly Fosudo’s
Another Episode of Trauma.

Research Method and Theoretical Preamble

This study adopts the textual analysis method of research, and adopts the thf{O'Y
of Intertcxtuah'ty as modified by Mevliide Zengin (2016) as its theoreticd
framework. Cojned by Julia Kristeva jpn 1966, intertextuality is the shaping of
fext’s Mcaning by another text. Studies from Obafemi (2010), Adckoya (2006:
and Raji (1999) paye affirmed that the theory of intertextuality hinges on the.f:s
Foreres 'Y texts are materjalg upon which readers an.d critics appl)’s ::Sr; it
(19743}’ anons, Consequently,.the submissions from Norris (1996), De e

). Bakhtin (1981, ¢o mention but a few, have loc
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for the understandi
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s the underlying t
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2 The Sub-text: This 1
i | meaning beneath a text; and

w a text is to be produced and interpreted. 1t

metaphoric . :

The Meta-text: This explains ho

4lso means how a text makes commentary on itself or on other texts.
_texts for this study

awing from the

lity makes it

the analysis of the selected play
nts of intertextuality. DT

of the theory of intertextua

It is worthy of mention that
are hinged upon these four cardinal eleme
above, the theoretically expansive nature

relevant for this study in the following ways:

. itis borderless, limitless and unrestrictive W

of a text or texts;
external factors are ac

text or texts;
3, readers are placed in luminous and interpretative positions th

or expand;
: Entre;textual, textual, sub-textua
disczr:;i sas | necessary backgroun
within the literary and perfo

hen it comes 10 the interpretation

commodated in the process of shaping the meaning of a
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] and meta-textual deductions are allowed; and
d for textual discourses and countcr-
rmative space of postcolonial theatre.

amines enraged voices

Therefo .
re, relying on the intertextual mode, this study ex
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: realities 1 el 2
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nd Concept of Enraged Voices e Ly
= ncept of “enraged voices™ is used to Connote ¢},

Meaning the co
I 3 . ~ { . C voi
In this stclildé/1 e marginalised, the sxlemt:led ?lr mtthe Postcolonig] nomenocl1Ccs
sscd, ; ently, the term <« 2
oppre in the society. Consequ Yy Subaltermsm b ae atyp, e

subalterns 2 was initially

Binebai (2012’apz;3.’2ta§’)ierm for junior officer, it literarily Meang
The word was said to have been used first by the Mariglbordinal&
Gramsci. He intends the word to mean proletariag Wit}:ist Moy
linguistic parlancg. In present usage, it I:efers to the persne ang
persons from regions and groups outside the hegemonicwe"f
structure. In the 1970s, the terms “subalternism® began toc Do,
as a rcference to colonized people in South Asian SUbCOntinb;tused

It is evident from the ab_ove that the subgltems are subordina'ted.individuals in g

society whose identity 1s consta{mtly being questioned gnd _]ettl'soned due g the

class system and other hegemom? structures in the society. It s Worthy of nme

that several factors can be respogmble for thg'e enraged voices of the Oppresseq. Fuer
example, Onoge (1978, p. 218) is of thfe opinion tl.lat the voices of the OPpresseg
become enraged “through the systematic propagatlon' of a one-side ideology” in
which “the oppressor classes seck to penetrate the 'subj_cctwe' consciousness of g,
oppressed so that the latter may perceive their hxstonca} Circumstanceg through
non-realist, mythic, illusionist spectacles”. By so doing, the voices of the
marginalised are unified and echoed in their quest for ideological, socia| and
economic liberation which often leads to revolution. In addition, Awosann
(2007, p. 278) submits that the violation of a particular racial space or social clas
“by another — through any known methodology of conquest such as militarism,
slavery, colonialism, religious evangelism, and post-colonial economic and
industrial globalization — is an unmasked invasion of the mind of the race”, an
this can equally make the voices of the subalterns enraged.

:;;ftuiigsu&];:nt 3f this study is that “enraged voices” is another terminology tsh?;
the society »3;; cals, Struggles and social realitics of the subordinated _gfoul’oup.
Therefore emaoss existence is equally crucial to that of the majority lgsrwﬂ'
are Victim,s of sed voices js a conceptualization of the voices qf 1nd1v1dllﬁf e,
caste, age, gen dgeneral Subordination “whether jt is expressed in terms ©
$=erand Otherness jp any other way” (Guha, 2000, p. 3)-
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ris Journd

e Notes on 'lh;a)S.e.Igcted Play-texts
T e iy
il S« = 11d. cr 1 1
L’;nAn)n z{nd Tada, h‘as been captured by the Boko (l:ldr:;‘xw Thﬁll;\t:];fr‘;z;?;f\h.
Xitys sadness.,_ and ironies that take over the victims of terrorism using |
BOI\O H ram ter!'orlbt group lp ngeria as case Study Consequently the var\'\.‘ ,
iudes of life rcflcctc_:d in the play through the character of Pari cerlai
Psychofll’am.a with SCl'if)us social commentary. Ahmed Yerima Cmiﬁ;ﬁ‘
e plot in Pari .V‘Vhlch makes it readable, understandable and identifiable. 1
play“’figh‘, uses this play as a metaphor for the abducted Chibok girls in Nigo
cometime in 2014. Indeed, the Boko taram insurgence in Nigeria has remai:
sore for both the government and the governed, and any Nigerian reod
icks up the play can casily understand and identify with the situatio

akes it2

In Another Episode _Of Trauma, Temilolu Fosudo exposes through the tragic
a being experienced by victims of terrorism. Curiously as W cll.

mode, the traum

violence, destructiveness and loss of human lives are depicted in the play through
the family of Joseph and Mariam. Joseph’s agitation lcads to the exposure of what
it is to be terrorised, what it is to be a terrorist and what it means to experience

terrorism.

ces and Social Realities in Ahmed Yerima’s Pari

he enraged voices in Pari, as is also true of the inherent social
realities laden within the organic world of the play, Ahmed Yerima fulfils certain
creative responsibilities which are significant for us 10 examine within the sub-
textual, textual and meta-textual contexts of the play-text. They arc
characterisation; exposition; correction and critical reasoning; as well as

observation and interrogation.

Enraged Voi
[n affirming t

The characters in Pari arc Very symbolic and realistic. This verisimilitude 1s
necessary due to the seriousness of the issues reflected in the play-text. To begin

within, Ama (also called Agnes) is 2 45-year-old woman. She is married to Tada
’;1:(:) mother to Pari. She is a strong Woman who is ready to do anything at any cost
ring back her daughter. She moves from a religion to another in her quest 10

find her missing daughter.

ive and tenacious womai in her

ung man

Kw . :
acheche is a friend to Ama. She is a kind, act
turn home. Zeer is a yo

ate 4() ;
. She contributed significantly to Pari’s re
77
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)Q?‘
- ) 2 ~ house chores. Pari is the Lead characy,.,
s «sists Ama with the Adis ' : M
in his 20$.g|':::: 16 ycars of age and is also known as Nana Aisha. Pary ;4 the 'r
P A ‘ nd she goes missing for over two years during the ¢,
,dofhcrparcnisn s ¢ ; hiTd  for i 8 i
Ly h she becomes married to Ibrahim and becars a chi M. Due 4, |
s ~ 5 - - Fe
ic Ltic experiences that Pari had gone through, she has frequent mood SWine

[brahim is 30 ycars of age. He is onc of the members of the Boko H_nr.]m terros

~ group. He gets married to Pari whilc at the camp. He loves her and is ready ,,
everything to make her happy. Shaagu is 70 years of age. He is the seer .
reveals to Ama that her daughter will return. chcrcnd Luke is a minister |,

church who always joins Ama and Tada in faith for the return of the;r Misgn

~ daughter, Pari. Sister Hanna is a devoted cI?urch member. Kalagu is the |

' government chairman of the Chibok Community. :

The above-listed characters have been clearly dc!incatcd. cach hqving his dr,.

—tifs and all. The playwrights undoubtedly strike a lj>u|an<_:c with this by
isation by creating characters that are rooted in religion, the poly,.

or what may be called. “territorial politics”, womanist characye-

hal characters and youthful characters. The exposition introduces the -

 story. It shows how onc character rclates to/with the other, -

motivations, and moral stancc of the characters. The aud -

y get answered. Most importantly, the exposition allows
know the main character (protagonist). The dramatist expo
ety which leads to giving important information throuzh +.
ement of event known as plot. Ahmed Yerima, in
direction, begins Pari on a religious note, revealing in
yus concerns that the play-text will address, “When play bez~
 reveal Ama praying. In a scantily laid out sitting room ..." (Yerima. 20°

¢ binary opposition created by the playwright between Tada who =4
id a Dcacon for that matter, and his wife, Ama, who has f;;:
me a Muslim convert sets the play in motion. In this expost®
represented — a family that is on the verge of being >h“‘k

15 due to the kidnap of their only child and daughter. Par
o mi?

JVWIs

,ﬁ“- ¥

3 1 t social malady in the Nigerian society while al
0 Cnitically reflect on the issues raised in Pari, the p!
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i, @ dramatic and satirical creative work is meant to correct
g {he \‘thn such works arc rcad or seen, the consciousness of  th
’,wﬂ lls ™ o is awakened to react to the social issues. The 74-page play, Pari
' akabl the rC(lllllC:S‘ 1h.nl have characterised the Nigeria of today
@ g -“"M African countrics in which terrorism thrives. The playwright

' ation of terrorist activitics in the nation, arguing in th

Ict“L Lo in
( C_o\("" A ~ .
orrcction of this menace.

-“.| llli

her than mz_lkc.lhis correction quite overt, the playwright advocates
‘pegotiation between the lCI'l'()l'lSl.S and their victims. This 15
jor 9" S the play-text at the moment when Ibrahim, one of the terrorists, traces
cted 10 rents’ house, after which it is revealed that Pari carries his child. The
e oh f' :ics 1o bring the focal lenscs of his rcaders and audicnce to the fact
P,ﬂywng of the {errorists arc humane, and only agreed to be part of terrorist
have no choice. This is secen in Ibrahim’s explanation on

jal O™ use they

vilies :C:: what he called, “The jihad™
all started the night my mother was buried. |
d her death more. | blamed myself for her death

o he 0! [BRAHIM: It

regrette

becausc it wasn’t that I was away when she dics. 1 was
there ... useless ... but T was just a dcad person there. She
needed food and medicine ... and none was within my
reach ... so I watched her ... with tear-filled eyes. |
watched life ebb out of her veins ... then her eyes closed ...
her heart stopped beating ... and she was gone. After her
burial, I tricd to find a tastc to my mouth. T did not cven
cry, I could not cry and T did not even try. Even if T had,
there would be no tears. My friends, Zaki and Yakubu, had

begged me to join them.

TADA: Join who?
IBRAHIM: The jihad. The Sunna Lidda’ Awah Wal-Jihad.

TADA: Boko Haram?
AMA: Who?
IBRAHIM: Yes. Young men living in hopelessness, angry at

nothing in particular. All smoking and drinking. Then when
we were thoroughly soaked in everything, the talk started.
I;fzf sounded wise ... so profound. At the end of the day,
oot (;:((:in the women and dfmks, talks and drcams, [ felt 1
= o something, What it was, I did not even know. All
CW was that [ was angry. At everything.
79
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A: What about Allah? :
t about him? Him, too. Wc had predicam
God stoo Cntg

M: Wha
all over --- and d silently by... (Yerj
46-47). e,
¢ above that, Ibrahim is also a victim of terrorism but, ; I'
< initiated and ;mmersed into the group culturc 01;1 the
This group culturc, according to Scribellito (2020, p- 171), “cmer e
lops towards functional complexity and differentiation ... thgcs =
f several cultural levels; in short, the culture of the Clan hat. |
. Drawing from the above, Ibrahim becomes befoSS |
f the Boko Haram te ng;%rfi?d
st

and totally engrossed 1n the ideologies do

group SO much that, “we were ready tO b ow up the sky wher

belicved He lived in smugncss and allowed life to pass us by. With time we

aljana we believed was created. It was nowhere but where we Si,o t}:lc
0 wl

what we
(Yerima, 2016, p- 47).
challenges readers to grapple with the followi
ing

vident from th

Itis €
he becomc

process,
terrorists.
a society deve
have the emergence O
group will present itsel

Certainly, the playwright
questions:
Do all terrorists become terrorists out of their own
Arc there terrorists by proxy?
\(3;1 T(/ie all stand our grounds not to be terrorists at gunpoint?
u - - »
o \;ve or would we not l?ecome terrorists if terrorism is the onl
S v&'h:t poverty, social stratification, unending oppression and tot 1y b
. point does a victim of terrorism segue or transition 'it 1ac‘;k‘?
into being a

terrorist?
sily dcnounce our religion when faced with

6. Would we or would wc not ca
issues of missing child(ren), kidnapped family members?

volition?

B WN—

critic )
Furthaelrlxicr)icf:] CCAthupo(rjl V;lthin the frescoes of our minds
ke , Ahmed Yecrima ob 4
primarily affect Yerima obscrves, cxplores '
;:hild, Panl maketgfll]:hgcnan socicty in Pari. In thacn(rj)l"lmil’mgatcs t
2 r 20 = av-1ic [}
qc:)ok for her daughter \%'it}:ohthe extreme to see her dau '){lt X5 A-ma 8 ‘O.VC
es not give up, h er last breath beca ghter again. She is ready ©
fpccla“y withi the daughter will return luj e she believes that as long & ¥
1th 5 € Co - 1n Ced o |
ough this tremrey oioxt Of Affocentricity is th b 15 (T F Motherho®
ithin the motif of t 4 S-t e overriding theme of the play:
crrorism. It is motherhood that ™ g

hc 1ssucs that
for her
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“ hcrp\:/aoyrdlsr: the name of Allah, forsaking her former religion,
me Y-
2|,ri5“3mty AMA: F.rom now on, I swear by Allah, this is what [ will d 1
pelieve it 18 the _rlght thing to do. If you take what | =t
forcefully, and claim that it is right in the sight of your oc;S r\r{\::;
od... And get away with it, then 1 want to know wh % 1 want to
Know what humanity they stand for. (Yerima, 2016, py9)

squently: pari employs simple language structure which makes it easy for
o0 rall Jevels to grasp the messages inherent in the play-text. By using both
fed eEngliSh and Hausa languages, the playwright ‘glocalises’ the theme of
the om in the pla)"tc’“’ commemmg on the fact that, terrorism is 2 global
1err00m non that should be curbed in all human socictics. Without sacrificing the
phef on-vcrbal language forms of communication such as gesturcs, mimes, ctc,

pun @ pywright also calls for the celebration of humanism and collectivism,
cating the postmodem fallacy of posthumanism.

e

» from the above, the enraged voices of Pari, Ama, Tada and lbrahim are

win 2 )

Eer;bratzd as archetypal Steref)t‘ypes in the ferocious game of terrorism. Of course,
pari occupies the central position here, but the spiral effect of terrorism does not
urc any mem ictim’s family, which is thc basic conccm of the
playwright- Thus, pari’s not only the embittered being here, but also her parents
and pusband.

s in Temilolu Fosudo’s Another Episode of

Faraged Voices and Social Realitie

Trauma

Temilolu Fosudo’s Another Episode of Trauma is a 59-p
is et in Northern Nigeria. The play centres On Joseph, a young man who believes
n in the country all by himself. Joseph is created

that he can put an end to terrorist
2 a character who is driven, to a fault, by hatred for injustice, terrorist activities,
miesome massacres of innocent citizens in his country. Indeed, Joseph cannot
bear, “the thought of women being made widows, of children being made
gfphans, of innocent men and women being slaughtered and their body parts
nt:;;ﬁed like offal” (Fosudo, 2014, p. 3). Mariam, Joseph’s pregnant wife and
100;;?_]955.'03, however fears that her husband has embarked on a grievous,
tling journey:
MARIAM: Joseph, 1 dread what is to co
this path, I fear 1 might losc you.
JOSEPH: Erasc your fcars my dcar, you shall no
81
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me if you continue to tread
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: : ou harbor pity for the women who have |, .
MAR[/;%},;;uiﬁz )\/vidowhood anq the children who have t‘;:
madc orphans. Do you now intend to put me, Jessicy £,
our unborn child in this category?

JOSEPH: How can you ask such a thin? ]

MARIAM: Then desist from your campaign.

JOSEPH: What you ask of me is impossible, I cannot play blipg :
the calamitics that have befallen our pcople, our race i°_
endangered by bloodcurling violence, and our peace has'
been mortgaged by the re-occurrence of senseless po gro S
(he massacres, the bombings ... No Mariam! Please le;
(Fosudo, 2014, pp- 4-5).

It is clear from the above that, Mariam is not in support of her husband’s scricg of
campaigns against the activitics of terrorists in the country. To convince him
further, she cites the examples of heroes such as Ken Saro Wiwa, Fela A“ikulapo
Kuti, Martin Luther King, Emesto Che Guevera and so on, and how they
ended up. She believes that revolution is not realisable for a one-man army whicy,
is the belief of her husband.

Zarin J

ms,
e

It 'should be stated that both Joscph and his wife, Mariam ar¢ dominant characters
with enraged voices in Temilolu Fosudo’s Another Episode of Drama. For

Joseph, his voice becomes enraged due to the nostalgic memories created as a
result of the brutal death of his sister:

JOSEPH: ...My little sister, since the death of our parents |
al.ways wantcd to be a fortificd wall of protection for her.
tried to be a father, mother, brother and friend to her. It was
I who single-handedly fostered her education all through
secondary and tertiary levels. Following her graduation
from the University, she was posted to serve here in the

north, much .to my delight. Had I the slightest hint that that
(\;vas.a rather inauspicious outcome; I could have averted her
a:;g;::n Onc regular afternoon, I sat alone in the veranda,
aaces ‘g myself on how well T had been able to look after
ph(;ne Tﬁzn ered, | received a harrowing message on ™
ey lea\(/:ia;np on Biu road, Maiduguri had just bee
and horribly disgﬁgz;rclgrous youth corps members hfe!:j:

el and it so happencd that my I
of the unfortunate victims of this attack. That

innocent i :
and boisterous girl was effaced from amongst
82
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W— ng b
2 Jiving by ... by ... that day my sis i
y sister died was th
heart turned to stonc (Fosudo, 2014, pp. 43-49)S R A

joss of his sister during the terrorist attack on Biu road, Maiduguri
mbers of Joseph’s anger, thereby making him, not or;ly enraged,
ot s']ling 1o see 1o it that thc 'harb_mgt':rs of these attacks arc brought down. For

willl"® eph’s attempt t0 rid Nigeria of sordid terrorism” has turned him into
M“”ﬂmf,amcl con cr?wlmg to get in range to catch its prcy, you have slowly but
.. 8 ira nstFmed into a h.ldeous monster ready to take lives you did not make”
sure]yo 2014, P- 48). Manam does not see any light at the end of the tunnel that
(Fos;h i; ploughiﬂg, which makes her the more enraged.
Jose

1c tragedy tha't befglls Joseph and his family leads to Mariam and

ng bc.mg killed by a group of assassins. Joseph, broken,
wn life too .after seeing his wife and daughter dead. He
by firoppmg the dagger with which he plans to take his
life experiences, which can be interpreted within the
a (2017, p. 66) calls “Hypothetical Laws” or
is largely representative of the African tragic ethos.

ALUES ?{eslth, havi
Jessicd 10 take his O
deade; chooses to live
howel‘ilfe’ [ndeed, Joseph’s
ov;['ts of what Kofoworol
2Exlp1anation of Phenomena”
n and Recommendations
This study concludes that the two selected playwrights — Ahmed Yerima and
Temilolu Fosudo - are ideologically committed to their arts. While the former
belongs to the third-generation playwrights and the latter can contestably be said
0 belong to the recent generation of playwrights in Nigeria, there is hardly any
dfference in both playwrights’ view of and disposition towards socictal wrongs,
Which in this casc allude to tcrrorism, womcn victimisation and motherhood.
Similarly, both playwrights adopt the tragic mode to chronicle the dramatic and
societal concerns of their play-texts. Subsequently, certain critical intersections
ae conspicuous in Ahmed Yerima’s Pari and Temilolu Fosudo’s Another
Episode of Trauma with respect to both playwrights’ attempt to dramatize the wry
rfzszzlarclld'enra.gcd voices of the victims _reﬂected in their pl.ay-texts. It i§ thcref.ore,
inhere;cn in this paper that, in dramatizing the enraged voices and social realitics
in our country, Nigeria, the selected play-texts:

Conclusio

I di S e
| c(')SnCSqu the intricacies of culture and religion;
" ider the existentialist philosophies of being and nothingness especially as
- YTelate to choice and angst;
loyment, discussing in the

, lmcfl'o : -
Droccssgatt; the issues of joblessness and unemp
» NCIr attendant social aftcrmath;
83




— ‘

Yol. 12, No. 2, Dcccmhcr 2 |
a 024

Zaria Journal of Liberal Arts (ZAJOLA)
rars

——

4. examine the high tide of insurgency, insecurity and terrorism in the Coung
5' explore the notions of poverty, social stratification and the foibleg of a ¢} :

] : as
society; . - %st
contextualise the psychological effect of terrorism;
appraise the notion of motherhood with its attendant pains, sacrifice

8 .

ordeals; and ang
8. invcstigate issucs of politics and over-ambition.

6.
7.

The above-listed eight icons are drawn out of the metaphoric Ingenuity |,

intertextuality in Ahmed Yerima’s Pari and Temilolu Fosudo’s Anothey Epi;‘nd
of Trauma. By so doing, it is discovered that both playwrights are coﬂSCio{lsO i
the apparcnt misnomers that have ravaged the Nigerian socicty and have rcf‘lcctof
the same through the focal lenses of their play-texts. Without any doypy t;d
topical issucs stated above are evergreen and should be the concern of é\,ec
playwright across time and space who has his or her ailing society at heart
Beyond the dirge for Isaiah llo’s “post-indiginist realism” (lgili, 2017, p. 46&
which is a form of language aesthetics which requires that playwrights shoulg
write using the communicative fervour of their indigenous languages, Ahmeg
Yecrima and Temilolu Fosudo adopt both the English language and the indigengyg
language in their plays. While the former bequeaths his characters wit ,
particular dialect of Hausa language, the latter does the same with the Yory,
language. This understandably, is to enable all readers to clearly comprehend the

enraged stances and social realities documented in their play-texts.

It is also worthy of notc that, tecrrorism has beccome a major aspect of the 21
century social thought not only in Nigeria but in Africa as a whole. This is
because issues pertaining to African socialism, political and social consciousness,
religious sensibilities, class question in the African liberation struggle,
multiculturalism and interculturalism as well as citizenship in the controvertible
space of postcolonialism have become recurring themes which are too significant
to be ignored in our present dispensation.

Consequently, through the dramatists’ creative inventiveness of rei}usm
fﬁl:ractgs, topical themes and identifiable settings, the two selected plays dlscu55‘
Hengzo ileirsnoll))emg experienced in Nfgena which has not left anyone Untol‘;‘;mm
Bt A ?:lell;ye;i that the recognised root of armed robbery and Bokot i
jobléss popplo CSlC _Cﬁ:atcs idlencss and the loose border systcm..MOSWith
e gctlin;; : pc;cna y the youths are lured into these socictal vices -~ ool

Job, having a good life and being upright with the so-¢2
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