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Abstract -

The prevailing soclal simation in 2 society al any given time determines
the temperament of i13 literature, African literature of the post-independence
period s generally reactive in temperament. This emergent trend in African
ferature iz 83 & result of the prevailing economic, social and political
slfuations in mest African pations, In Migerian socicty, for instance, there 5
inequatity, injestice, unemployment, hunger, marginalization, environmental
degradation, corruption, political instability, socio-economic ills and religious
violence. Obviously, these suffocating experiences are bound to generate
protests and conflicts arising from people who are dissatisfied, Drama and
prase have been mostly deploved to comfront these unjust and inhuman
situstions. However, this paper focuses mainty on the selected plavs authored
by Zulu Sofola and Tess Onwueme. The study is basically a survey of Zulu
Saofola and Tess Onwoemne's selected plays which explore the thematic concern
al this paper. Content analysis of the plays reveals that protest can be used to
resist and protest all oppressive structures in society.

Keywords: Protest , women, condlict, inequality, drama
Introduction
Protest 1s an asserfive demonstration of commitment to the continuous

growth and progress of any society. Tt 1s usually the last legitimate alternative
that humans deploy to confront unjust and inhuman situstions. I is used as a



200 Proves;ang Canflect in Africen Litraimry C-TEL, Volursr 4, 373

medium of human interg, tion, drama can be used as g meins of propagating
idevlogies and fhe Struggles for the control of the tonscience of man, Thys,
drama can be employed as an *deological weapon of collective strugple and

2eing fully humap, Jooner or later, being less homan leads the eppressed to
Struggle againat thoss why made them 50" Protest is deploved to accomplish
this liberation task, which Freive (1975 21), calls "the great humanistic and
historical task of the Oppressed.”

Mohan advanees severa] reasons and conditions that are bound to trigger
off a protest action. According to the auth :

The awareness of profeslt arises when man confronts an
"njust and in human sineation, It takes birth when m1an
decides to get rid of the slave mentality. The foundation af
Protest is laid when map becomes conscions of his rights
and for their attainment puts himself body and soul inte the
ftruggle; consciousness towards fundamental rights, teadency
fo struggle and & seqze of independence and liberty are the
basic ingredients of protest which are lishle to come into
conflict with the dpead Pover of the establishment And in
this process, human anguish comes into bemng which raises

protest, (Mohan 1975. 93},

Protes, therefore, is simply & means of effecting change and establishing
8 sciety where justice and foir play will prevail, 1t 45 Bound to talke place when
People ave dissatisfied
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The History of Women Protest in Nigeria

Women involvement in social protest has been an age long tradition, In
Nigeria, for instance, women have risen at different petiods to protest for their
rights. In 1929, the Aba Women riot, which s also known as the Women’s
war of 1929, was witnessed in Nigeria, The riol was carried out by market
women and house wives in Owerri and Calzhar to protest against the unjust
imposition of taxes on women by the colonial autharity. The protest succeeded
i giving women representation in BOvErnment.

This feat was replicated by Abeokuta women during the Abeakuts
Womens Revalt (also called the Egha Women’s Tex Riot) which wae o
resistance movement led by the Abeokuta Womer's Union (AWU) in the Jate
1940z, under the leadership of Fumilayo Ransome-Kuti, The union revolted
against the imposition of unfair taxation by the Nigerian colomial government.
The women dbserved that under colonial administeation, their ecomomic roles
were declining while their taxes were increasing, The women also insisted that
until they were granted representation in the Iocal government, they should
not be required to pay taxes scparately from men. As a result of their prolests,
four women were given seats in the local council, and the taxation of women
was stepped.

Wamen of the post-colonial Nigeria have also taken up the responsibility
of ensuring favourable conditions for their communities, In 1984, Ogharefe
wumens uprsing attacked and seized control of 3 US, cil corporation’s
production site. Ekpan Wamen also acted similarly by shutting dewn the core
of the whole region’s industry demanding compensation for the destruction of
their land, and jobs in the edl industry for their children, In 2007, the Ado Ekiti
women in Nigeria protested against the evil of electoral malpractice perpetrated
in their Local Government elections. The elections which were a revun after
faulty clections in 2007 concluded without the release of results coupled with
the antics of officials suggesting an attempt to thwart the democratic will of the
people. The naleed women, who were mostly older women, took 1o the streets
to challenge the delay in refeasing the results of the election, It s unfortunate
that these women had to resort 1o this traditional taboo in order 1o have
their opinions heard, However, the protest is crucial for the entrenchment
of democratic principle because it fislfils & crucial aspect of demacracy- the
people voicing their opinion in an effort to afect political eulcomes.
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The "Bring Back our Girls" protest of 2014 is stil] fresh in our memaory.
On the 5% of May, 2014, Channels Television reported that apgrieved
maothers, fathers and relatives of the young school girls abducted on April 14
by suspected members of the Boko Haram sect from their school in Chibak,
Borno State, gathered at the Eagle Square, Abuja, asking the government 1o
take drastic actions to rescue the girls, From the Square they took their protest
to the National Assembly in the hope that their efforts would see to the release
of their children. This protest generated a popular message, "Bring Back Qur
Girls", world over.

One of the most dreaded protests held in recent time was the “¥EndSass"
protest of Cictober, 2020. The protest which swepl across the country was
siaged by several thousands of Nigerian youths and women against police
bratality, The youths took to the strests after g video went viral of 2 man
allegedly being killed by the notorious special Anti-Robbery Squad (Sars)l |
The efforts of the youths finally translated into whas appeared to be a nation-
wide demonstration of October 2020,

Literature and Protest

Literature cannot be separated from society Al any given time, Hterature
mirrors the current soclal situation of any given place. According ro Wellek
and Warren {1956: $4), “literature is 2 social institution, using 2% its medium
language, & social creation”. Literature and prolest therefore, are both social
phenomena, since they emerge from socicty. The prevailing social situation of
a society at any given time determines the temperament of its literature.

Cerrobarating this position, Mao (1967 25) posits that:
In the world today all culture, all literature and art belong to
definite classes and are geared 1o definite political lines. There
13 in fact no such thing as art for art’s sake, art that stands above
classes or art that is detached from or independent of politics.
Laouls {1%68: 10%) reiterates this position malntaining that;

In situations as explosive as that of Africa today there can be no
creative literature that is net in some way political, in some way
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protest. Even the writer who opts out of the social struggles of
his country and tries to create & private world of art, i saying
something controversial about the responsibility of the artist to
society,

It is clear from the ahove quotations that protest and literature are
cosely related as they share similar aims and objectives, Literature is a body
*of written, verbal or performed work which exerclses the imagination and
secks to offer insights into the nature of the world and the place of humans in
il. Protest on the other hand, can be said to refer 1o those mass movements,
private initiatives, demonstrations and other activities which support or
oppose specific development or situations in & given society with a view to
changing them for the better, Thus, Louis' argument that protest is always
present at same level in any work of lilerature, regardless of whether It is stated
ar implied has become clearer.

Nvrazuloha Sofola (Zulu Sofola) was the first published female playwright
in Nigeria. It is 2 credit to Sofolas legacy as the first femnale playwright in Nigeria
that she invaded a "male genre® {as a dramatist and a direcior), disrupted the
monologlst discourses of male playwrights like Sovinka, Clark, Osofisan,
Sowande, among many others, and deposited powerful women an the African
stage. As a female writer, she questions the cholce of spouses in Wedlack of
the Cods; shows polygamy as a conilict situation for women in King Emene;
Frowms againgt marriage as a social obligation in Memgries in the Muoowdight;
unravels the negative impact of European culture in The Sweer Trap; ridicules
the moral bankruptey of the elite in Seng of @ Maiden; celebrates the power of
courageous women in Queer Omu-Ako of Oligho and raises an alarm on the
exploltation of women in The Shewers and Lost Dreams, (Emenmyi, 2005:90)
In her artistic creations, Sofols epholds the sustaining power of tradition and
condemns female assertion outside the African cultural contest,

In King Emene, a newly enthroned king has been warned not to perform
the rites ushering in the peace week because of a heinous crime that has been
committed in the king's palace, Emene’s mother has actually killed the rightful
heir to the throne in order for her son to become the king. Emiene is not sware
of thig, but instead of him, having been alerted, to investigate the matter, he
accuses the elders of plotling to overthrow him, He continues with the rites
but is driven off the shrine by a boa after which he commits suicide,
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King Emene is a tragic play which deals with a serious and sorsawful
subject matter - the catastrophe of a foclhardy king. There is a conflict of duty,
Druty to the King's immediate relations conflicts with duty to the state and its
legally constituted authority which must be obeyed, for the stability and safety
of every community depends on this. The King’s stubborn determination to
protect his mother 1s morally unsound. His resentment of the criticisms of
the elders and the subsequent clash of personalities, principles and intentions
* culminate in his personal catastrophe but the whele community is affected as
well {(Unohi981: 105}

In the Wedlock of the Gods, Uloko and Chgwoma, the radical couple,
although genuinely in Jove, cannol marry because Uloka cannot afford the
bride price. Since Ogwoma’s parents nesd money at the time to cure her sick
brother, she is married to Adigwu, a bigher bidder, but much against her
wish. Shortly after the marriage, Adigwu dies and the lovers resume their love
relationship without waiting for the traditionally prescribed mourning period
to lapse. This attracts the wrath of Ogwoma's mother-in-law, Odibei. In order
to enzhle tradition to run its course and also to avenge the death of her son
who she believes is killed by the lovers in order thar they might have their WaY,
Crdibel uses her magical spell to destroy Ogwoma. Uloko however, avenged
Ogwomszs death by killing Odibei and cormits seicide after that.

It le clear from The Wedlock of the Gods that the playwright herself
helieves that it is unjust to snatch Ogwoma from Uloko simply becanse he
cannot afferd the bride price. When Ogeli cries of shame after it has been
discovered that her son has impregnated Ogwoma while still in her period of
mourning, Uioko querics her:

It was in your presence that Ogwoma was forced from my
hands and given away to Adigwa, Did you speak for me? Did
vou let Ibekwe know that an injustice was being done 1o you by
his action? Did you let anyone know that, for money, the wife
whom you had planned for your son was being forced from
your hands and being given to someone else? (42)

This is Sofolas voice protesting through Uloke againgt the injustice done
torthe couple. But inspite of this, Sofola still believes that they must die. Going
againit the traditien is a prime crime for which one must pay the supreme
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price. Agin, during the family discussion over the disgrace brought by
Ogwema to the family, Udo, ane of ghe family memibers, obssrves:

It was he who gave her away. Brother, when the marter &lmuost
caused trouble between me and Thekwe, T swallowed everything
else, Ogwoma was led o her husband stil] Protesting and T did
ot a5 much as look {italics mine) through the door 1o see if she
wias tied and carried (o Adigwu or whipped along the way Like
a ram to the altar. (26)

woran whe, according to Genesis 1:26-27, is a manifestation of the “Godhead:
Ged said, let us make man in our mage, after oy likeness., ™ Using Mrs.
Adebekum and Mrs. Oter, the Playwright porirays the neglect of women by
their husbands during childbirth as well as reflects how “fathers literarily have
their daughters for the highest bidder” in marriage transactions. The Showers
i mot just an Exposition of femgle exploitation, but a Frotest meant bo sensitize
the public on the need 1o averl an impending national crisis,

Tess Onwueme, a professor of global lerrers, i arpuably ane of the leading
Nigerian female dramarists foday. Her plays highlight issues that impact
on women particularly and the society in general, The Broken Calabash
is indubitably Onwuemes proper arrival into the radica] feminist realm,
The play dramatizes family tensions underlining the subject of the clash ar
conflict between the vatoes, institutions and practices of old Africa and Lhose
altendants on the growing westernization of the African, In the play, Ona, a
university undergraduate, is an Tdzghe or "male daughter” who services the
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nasa choice of marrying another female into the family to rescue herself, if she
chonses to get married to  man.

Onasconcept of freedom afwill andindependence make these alternatives
ansxvoury and she rebels, She would rather like 1o marry DHak, a man of
her choice, according o the dictates of western romance. She thinks that bry
marrying Diaku, she will break away from the decadent tradition. To Oina,
“amything that cannot stand the force of change must be uprooted or blown
into oblivion by the storm heralding the new season™ {63). But as an only child
of her parents, she is an Ideghe, which implics that she must marry friom her
family and procreate within it in order o maintain the purity of her family
blaod. To compound her casa, Diake, her loved ane, is an Oy - a member
of a group of outcasts, Her father, Courtuma Rapu insists that teadition be
opheld, while Ona would prefer to have her way in line with the changing
timnes. This condlict, notes Chidi Amuts, at first domestic and filial, graduates
inle metaphysical proportions as it comes to symbolize the conflict of will
between twa antithetical cultural values; the one receding and stubborn, and
the ather, equally strong and growing (Amuta 1989:54),

Atfirst, there would appear to be an underlying conflict 41 the emotional
level between Diake and Courtuma for Omas affection. But Courtumals
relationship with his deughter, as Amuta {1959; 55} observes, “hay somethi ng
of an incestuous streak about 1t with him thinking of and talking to his
daughter in térms everloaded with Freudian overtones”:

Oina: Papa, you muost let me £0. Otherwise, I cannot recejve holy
Communion on Sunday.
Courtama: - Drort let it bother vou. [ brew the best palm-wine in lsah

and we can bay bisewits too..,. White mans communion? |
have seen that cassock my dear child, and | can show that
what that priest has in them I have 1o, If he, another man
can forgive your sin and hold you captive with his biscuits
and wine, wiat wonder would the power of juice from- from
a loving father not do (PP 32-33)

Consequently, Courtums’s possessive attitude towards Omna derlves from
a combination of fidelity to tradition and certain subdued libidinal impulse.
He invokes tradition to frostrate Disku to marry Uge, one of Onas friends,
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The injured Ona wreaks vengeance on her possessive father by accusing him
of the responsibility for her pregnancy, Caught in the pangs of shame and
indignation, Courtuma commits suicide. This tragic ending, according to
Amuota (1989 55), "5 celebrated in the play as a victory for madernity albeit
3 blood - stained victery” This is a way of Mustrating the truism that a1 socka-
cultural change is inevitably o comiradictory process: “The Moon is full, The
old seazon dies, A new crop is sown, What harvest do you foresee? Today is
the climax of the festival ending the drudgery of the old season. The MEW yarm
will be eatan but it streaked with blaad™ f Lir e 48

Contextuzlly, Amuta notes that in The Broker Calabash, the death of
Courturma is symbolically interpreted to mean the death of tradition which he
represents and the victory of medernity which Ona represents {Armuta 1989;
53).

Amn:;g other thematic concerns, The Broken Calabash explores the
waman question as regards the empowerment of women, the imposition of
gender rales in a changing society, family values pivoted on the need for a
mile progeny and a conflict between Christian and traditionzl lgbo values. In
resabving this conflict, tradition is given an upper hand, although its rigidity is
subtly lamented and regarded as decadent. Furthermore, constricting fatheriy
sove is given some focus, while the absence of freedom of choice by individuals
is emphasized and the need for change stressed. In the introductory notes to
the premiere of The Broken Calabash, Onwueme says the play;

- Explores the theme of vevell of intellectual madernity
against a decadent traditional value of the cast order, the
individual conviction of the insurmountability of genuine love
for another person in spite of traditional and unhaoly attitude of
dizerimination.

AL the leve]l of grtistry. Omwoeme s, first and foremost a symhalist
dramatist. She exploits the lmmense power of symbolism, the ehility to nse
the particular to mediate the geseral in order to clevate her drama above the
merely bilateral and specific levels. In The Broken Calabash, Courtuma Rapu
breaks the calabash of wine which Disku’s family members had broughe 1o
seek Onas hand in marviage, This is seen as a taboo because a calahash of wine
braught by any suitor must not be broken in lssh land.
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According to Amuta, this calabash b the playk crucial sign, as it reflects
the seeking of Ona’s hand in marriage by Diaku's people. In his words, “the
breaking of the calabash reveals the female protagonists shattered emetional
aspiration and stability 25 well as the tradition which Courtuma strives so
hard to defend” (Amuta, 1989: 58}, Courtumna's action results in & cocke-crow
at noon — the cock is later discovered to e Courtumas - another taboo which

sefs in mation a series of catastrophes for. Courturma’s family and the land of
Iszh.

To explain these actions, Courtuma confers with Ona, stressing the need
for her to procreate in her natal family, which Ona regards as "sanctioned
prostitution” (Péd). This is akin to the type of siteation which Ogpwoma is
faced with in Zulu Sofola’s Wedlock of the Gods. Perhaps to pay Ona for her
family’s actions and also due te his impatience or the likelihood that ke does
not want o saddle himself with a tragic wife, or because of the fact that he,
an Osu, cannol marfy outside his caste, Diakou marries Ugo, Ona's best friend.
This breaks Crnas heart just as the calabash was broken. To repay her father,
Oma accuses him of making her pregnant, another taboo in the Jand of Isah.
Courtuna becomes the scapegoa for cleansing the land during the Ine festival.
According to Amuta, it is "shame and tndignation”, which make Courtuma
to take his life, another taboo in the land. He further asserts that as a tragic
resolution of the majer conflict in The Broken Calabash, Courtuma's suicide is
avictory for modernity.

Thus, the events at the end of the play prove Onokowu, the goddess of the
sea right. She had advised (liakn against having a child, but she turned a deaf
ear o Onokwu's pleas. Perhaps it would have benefited Courtusa’s family and
the land of Isaky if Olialu had no child for Courtume. This shews that change
in whatever form it may take, occurs with some degree of repercussions.

In The Broken Calabash, Ona and Ugo are treated as important characters.
Uga is Una’s best friend and both of them are seen in the opening of the play.
She is also @ university undergraduate, but unlike Ona, she is 1 “go-getter” and
a hedonist who secks for enjoyment at most times (Evwierhoma 2002). Uge
i i pragmatic girl who advises her friend Ona te show her father a fiancé to
prove she has corne of age. Ona takes her advice and introduces Diaky to her
parents whao reject the suitor’s request because Ona is an Ideghe; a daughter
whe must remain within the household to propagate the line, Ugo, however,
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turns aroand to marry Diaky, showing that both herself and Diaki who have
been rejected by Courtuma' family have found a place for each other, Tt is her
treachery that forces Ona to label her father with the sin of incest. Perhaps=
Ugo married Diaky in order to spite Ona and her famnily,

But one may alzg regard the action of Uno as & revals against the forceg
of tradition; a feat that Ona could not achileve. She marries Dvako, an Oy,
rejected by Ona% parents, Although Omna is cmpowered by university
education and an elevated consciousness; she bows to tradition in the end in
three regards. Firstly, according to the dictates of the traditional caste system,
she is not expected 1o marry Dialos, an Osu, and she does not in the final
analysis, Secoandly, she is proneanced an il-fated child before birth and she
fulfils the oracular verdics of “complicating™ her parents lives (P29). Thirdty,
she fights the Jdeghe system and ends Up a5 one herself having succumbed o
the systern at the end,

The three factors enumerated shove prove that ancient traditions held
sway over all the eharacters in The Broken Calgbash, Ona is a tragic character

her father who has cxperienced the benefits of modernization who censures
the likelihood of Ona Belting westernized (P.32). Ona decides to punish her
father for letting her fiancd, Diaky mirry Ugo, her best friend, by placing the
responsibility for her pregoancy on him. This single act on her part brings
catastrophe to lsah land. This turn of svents causes Courtuma to commit
suicide, finally bringing about the defeatof tradition in the face of an inevitable
socio-cultural change.

Then She Said It is set in o fictional state called Hungeria_ In this play,
the playwright expresses her concern for the sustenance of the family and the
collaboration of the sexes 1o combat issues of oppression and bad leadership in
Nigeria and the entire developing world. “Hiding™ under the umbrella of the
feminist discourse, Onwueme exposes the ills of the [ocal and internationa
politics of oil exploration in the Niger Delta area of Migerta, The concern for
women is obvious in that they turn 1o be the uitimate victins, losing hushands
and children, suffering rape along with their daughters, amaong others, in the
fictlonal nation of Hungeria.
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The environmental degradstion and misuse of the eco system by ofl
companies in the area deal a heavy blow on the econarnic activities of the
people living there. As a result of this, they are reduced to the beggarly status
of scrounging for jobs in these il tompanics. Their farms can no longer
vleld any harvest because the soil hag been affected by ol pollution. The
Fivers are also not vielding any harvest of fish, given that most of the walers
have been palsoried by this same chemical pollution as a resalt of careless
and indiscriminate oil spillage, They do not have clean drinking water. The
dialogue between Obida and Niger captures this sorry state of affairs:

Obida: They've killed everything with their pollution and odl
spiliage. We cannot breathe clean air, Fish dle or get fried in
- the simmering rivers. Water-water everywhere, But we have
na clean water to drink! And now we have no land too!
Niger: No firewood because the plants and trees ars soaked in oil.
What do they expect usto cook with? (P15)

Unwueme uses the names of rivers to Tepresent characters in her play.
Cﬂhlﬂ:-rt'.liﬂ'i-". Lji indicates the southern Eastern Igbo speaking area; Oshun
symbolizes the Western axis of Nigerla; Kainji, the middle belt; River Benue,
the MNorthern region of Migeria. Methuselah (2010:118) opines that “the
selection of natural formetions cotting across the gamut of Nigeria signifieg
the national outlook of the problem in question” He further states that
Atlantic, in the play, 2n apt signification of the Western industrialized nations,
as presented by the ol corporations in concert with the local lesdership, are
purveyors of nothing bur sufferings.

The role of traditional rulers typified by Ethiope, who also colludes with
thesc agencies of exploitation, is discussed. The Playwright indicts these royal
personages, chowing them to be part of the probiem, even when they are
supposed to be protectors of the people. The issue of oil, a very contentious
and highly emotional issue within the Nigerian political arena, pil pollution
and envirenmental degradatlon all come 10 Play a significant role in this
thoaght-proveking play

The play. notes Methuselah (2010 118} "is a celebration of the coursge
and resilience of a people as they revoit agzinsl tyranny and oppression of their
leaders.” The play supports the argument that the collective will of the people
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cannot be silenced, no matter the level of intimidation. Tt is also a warning that
there iz a level 4o which a pecple can be suppressed. The apocalyptic vislon of
this play captares the preseat reality of the Niger Delta problem. Although the

play was written about ten years ago, the playwright was able to foresee the
deteriorating situation that has become so much a centre of attention texday.

The play opens in an stmosphere of frenzy and chaos. The military are on
rampage, kllling and maiming people in 2 commando style reminiscent of the
brutish and repressive sttitude of many African leaders who will rather roll
out tanks against poor defenceless people, instead of rolling out development
plans for their betterment. These rampaging armics of destruction often find
women and children as their easy prey becanse of their vulnerability in-times
of hostilities. Consequently, they run for cover, cowering in fear and confusion,
In this circamstance many of them get Lilled, raped or brutalized one way or
the other, Onwueme in this play imbues the women with an intrepid spirit
and a resolve o fight these forces of oppression against them. This courage
alse helps to propel the struggle forward, galvanizing the mass populace and
rousing them from the state of inertia and fatalism,

Women play a pivotal role in the struggle against the forces of oppression
in Then She Said It, Omwaeme establishes this right from the start of the
piay. Indeed, the effort to free Hungeria from the forces of oppression is
championed by women and the youths. Methuselah (2010: 121) sees this as
great indictment of the older generation who has been projected as colluding
on the opposite side with multinational companies to keep the people
perpetually enclaved and emasculated”, Instead of populating the play with
the wsual titanic male heroes engaged in daring adventures, a characteristic
of most plays of the carlier generation, the revolt against oppressive powers in
the Thes She Said It is masterminded by women.

The stentorian voices of dissent by these women ran through the gamut
of the play. They are not passive but actively plan and strategize with the
yoaths on how 1o address the terrible situation people in Hungeria have found
themselves in. In Movement three, a typical situation attendant in Hungeria
is revealed. The situation is that Hungerians experience long queves in petrol
stalions. The point of emphasiz by the playwright perhaps rests in the mle
women play within this dispensation. This is portrayed even by the stage
direction in the beginning of the movement:
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{Obida pushes her way throogh the chaotic line, goes over,
pumps and plays with the enpty fuel hose. A male voice shouts
"Yes Sigtah. Pump am! Pump am well-well! 1 dey your side”
(R14)

Thus, while the men remain in the side-lines unable 1o initlate BIY COliTse
-ofaction, women summon the courage-to protest: These women are portrayed —
as being resilient and daring in their confrontation, Methoselah paints a
pictare of the women's courage and ther daring attitude at the scene of the
petrol glation when he says

They do not grovel at the feet of the petrol altendant wh
attempt b intimidate them, Fearlessly, they dencunce him and
when he threatens to whip Obida, they resist this by forming a
human shield around her. His belligerence fails 1o frighten the
women. Instead they succeed in discovering where the petrol is
and initiated the process of pumping it. (2010:121}

Even the arrival of the police afficer at the scene does not silence the
wamen. There is confusion once again. In the ensuing scuffle, Obida, in her
youthiul exuberance grabs the policeman' gun and would have used it against
him but for the quick mtervention of Niger who warns that too much blood
has already been spilled. Obida, in her revolutionary zeal, urges the women
1o free themselves from the dutches of servitade, The Police are called in, and
in their usual predictable fashion, they use excessive force and brutality to
disperse the crowd.,

O¥bida, who has clearly demonstrated her leadership qualities, is however,
undaunted, In spite of the clash, she had with the police earlier on, the next

time we see her, she is organizing the women and youths 10 protest in front of
the GRADI] club,

Oehun, the mistress of Atlantic, forced into that life because of the
drcumstances of nnemployment, also playsa pivotal role in the struggle against
cxploitation. She manipulates Atlantic and gets her boyfriend a job in the oil
company, She does this so a3 to be able 16 keep tahs on Atlantic, In spite of her
disadvantaged status, she never hesitates to confront Atlantic and remind him
of his brutality on her people. Oshun i among the numerows young girls in
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Hungeriz who are exploited by the rich and pewerful foreigners who faamt
Faoney o trap them into sexwal relationships. She, therefore, represents the
exploited people of Hungeria whe have been rendered powerless in their own
country, Atlantic, on the other hand, represents the powerful lorgign investors
whe exploit the people in their land,

However, it must be noted that Onwueme Ls not encoursging prostitution
here. Rather, she has “realistically captured the desperate situation that
Young pirls like Oshun is subjected 10" Methuselah (2010). After graduating
from school, many of them are unable 10 securs jobs. They are forced inio
unwholesome trade to be able 1o keep body and soul together. Young girls like
Cihun in frustration are willing to sell themsetves off: a direct indictment of
the saciety by the playwright where hard work does not necessarily pay In the
words of Methusalah, Oshon like Obida

Is not the usual run-of-the mill, plishle female character. Sheis
2 hard nut 10 erack; ferocious and conrageous. She is not cowed
by Atlantic in spite of his clevated status, She sees herself as an
equal to him and so does not grovel at his feet, (2010 : 123},

Mevement Nine presents a very powerful maoving scene where the
women lncensed by the brutality of the government now organize themselves
in fury and everrun the GRA/OIL club, Even though they are met with police
supetior fire power, this does not deter them in any way. In a true spirit of
heroism, the women march an gallantly to the GRAOTL club. In spite of the
disproportionate use of force by the law enforcement agents, the women are
able to kidnap Atantic bat the sheer foree of the police overwhelms them.
Many of them are arrested. In the international court, however, they are
acquitted of any wrong doing. The pallanery of this motley crowd of wemen
yhelds great results as they succeed in bringing to justice the plunderers of
their country,

According to Akeh, Then She Said It “is built un the factual story of the
trdeal of the women in Odi and Choba i Rivers and Bayelsa States of Nigeria®
He further stresses that Onwueme nses the Play to interrogate the paradox of
Nigeria 23 an oil producing nation and yet suffers from it Metapherically, the
women's position represents the playwright's castigation of local collaborasors
i the enslavement of the nation by the foreign powers. Atlantic, the foreign
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the power" (B53%, The playwright's message then becomes clearer beyond a
ferninist revolt to a call to all in the fight against all farms of dominations. This
is why the elderly women recancile with their educated young and rebellious
davghters 1o discard the usuval “man-woman palaver” (B60) 1o seek g better
life for all oppressed men and women,

Conclusion

From the foregoing, it is dear that Nigerian writers, especially female
dramatists, have shified progressively in their creative advenpure from
historical documentation to radical praxis in her artictic eredtions. Fulu
Sofola apholds radition and condemns female assertion cutside the African
cultural context, Tess Onwueme alio Protests against the forees of Oppression,
eiploitation and dehamanization in her works. The paper maintaing thay
[rotests act as warning that impacts fungre attempis by leaders to circumvent
and subvert the will of the pecple,

Maoteg

L Azeczat Olacluwa {2020) "ENDSARS Protest: The Nigerian women
leading the fight for change” Reported by Azeezat Olaoluwa, Women
Affairs Reporter, BEC News West Africa on the December 1, 2020

2. Tess Onwueme (1984), Introductory notes to the premiere of The Broken
Calabash, P11
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