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Abstract

The subject treated in this dissertation is about Ayi Kwei Armpah and Ngugi wa Thiong‘o as novelists writing in order to raiuse the consciousness of their respective societies or nations  in relation to what went wrong and has generated the present anomy as far as the socio-political and economic conditions are concerned. The latter is characterised by oppression at the political level and the disintegration of the tradtional African societal organisation which used to emphasise the common good. This social organisation has been shaped now after the modern trend of individualism and the Western commodity culture.

         Armah and Ngugi  begin first by depicting the status quo in Ghana and Kenya respectively ; in their respective endeavours, they express their dissociation from this very status quo to project a vision, stemming from their ideologies, of an ideal society whereby the mode of conduct would be to contribute to the common well-being. Thier ideologies are a synthesis of their traditional thought (the Akan in the case of Armah and the Gikuyu in the case of Ngugi)  and the Western world view, though Armah quite singularly, tends to deny any Western value that would influence positively his society. Armah’s ideology of the ‘way,’or reciprocity, could be considered as the oppositional voice to Western hegemony. He claims it to be superior to the Western view or the ‘gleam’ as he calls it in The Beautyful Ones Are Not Yet Born. Ngugi’s ideology for its part combines traditional culture that clings to land and the Western philosophy of Marxism which, contrary to Armah’s belief, can share a common ground with the African communalistic spirit.

           At the narrative level, Armah and Ngugi’s narratives, because of their version of the novel genre that straddles the oral as well as the print tradition of storytelling, are meant to seek, following Fredric Jameson’s demonstration in his The Political Unconscious, resolutions of a contradiction of the social organisation in Africa. Thier narratives resist, yet at the same time  benefit  from the Western form of storytelling. This also reflects the writers’ resistance of the nation-state political form and yet, because of its Janus-face, accepting it and defining their nations in accordance with.

         Also,  following Karl Mannheim’s Ideology and Utopia, the writers ideologies are, like utopias,  incongruent with the status quo. Thus they constitute an ideal that is meant to be approximated because they embody the form of society wished for.

       Although Armah’s depiction of the status quo in his first three novels The Beautyful Ones Are Not Yet Born, Fragments and Why Are We So Blest ? give the impression of disillusionment, they incorporate an attempt at explaining and analysing the African situation and the African psyche. Both at the narrative and the ideological levels, in Two Thousand Seasons and The Healers, Armah seems to be engaged in the rendition of the primal wisdom in his society and the creation of new  values, a new perspective incorporated in his ideology of the ‘way.’

       Ngugi adopts a similar approach in his later novels Petals of Blood and Devil on the Cross, by depicting the unsatisfying situation in Kenya and analysing at the same time the underlying causes that led to it. Meanwhile adopting his society’s traditional culture (shedding light especially on the resistance movement) and Marxism as an ideology, he sketches characters who are involved in raising the consciousness of their fellow citizens about the ideals of a communalistic self-contained Kenyan nation.
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Introduction
Ayi Kwei Armah and Ngugi wa Thiong’o are both outstanding African writers who take the art of novel writing not only as an aesthetic expression originating from the Western tradition but also as an endeavour to provide an insight into the ways likely to address the unsatisfying socio-political conditions in Africa. Their self-appointed task is then to depict and analyse the present situation in a critical way. In their later novels in particular they portray characters who are involved in defending a certain ideology or world view that contradicts the hegemonic position of other characters who represent the comprador class. These characters are presented as protagonists tracing the roots that led to the present situation to show that the comprador class of elites perpetuate, consciously or unconsciously the enslavement of the people started by the colonials These protagonists try in their respective ways (and by extension in the writers’) to guide their societies and prepare them to reach the ideal philosophy of life that they have in mind.
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           Armah and Ngugi differ markedly in terms of themes treated in their novels. Ngugi follows the step of a revolution that starts with the Mau Mau struggles and continues with the people’s resistance to the capitalist and despotic post-colonial rule of the comprador bourgeoisie. Armah, for his part follows a similar trajectory concerning his country Ghana, featuring a dramatic colonisation and disillusionment with African leadership. He also probes the coloniser-colonised relationship to show how Africa became a mere follower of Western commodity culture and African leadership and elites mere factors playing an intermediary role between the former coloniser and their people. In his later novels he moves to an earlier historical period in the early encounter resulting in the fall of the Ashanti Empire. In so doing he dramatises slavery and the historic moment when the Ashanti chiefs betrayed their people by selling them to ‘the predators’. In his later novels Ngugi turns to the postcolonial era and gives Marxist analysis of how Kenyan society came to be divided into a dominant class and a proletariat one and how the former are stealing the wealth of the nation. Both writers are known for their commitment and their denunciation of the colonial and neo-colonial exploitation of African societies.

The concern of this research is to demonstrate that Armah and Ngugi in their novels not only depict realistically the present realities in their respective countries but they also transcend this reality by projecting a vision towards the future. Their frequent explorations of the colonial and pre-colonial times show an attempt  at the psychological level, following Freud, to correct the present unsatisfying reality and at another more impersonal level to show people ,as Achebe makes it, ‘where  the rain started to beat them’. In the latter endeavour the writer wants to make use of creative writing so as to help shape the future of his country. In so doing, he considers himself as an artist philosopher who knows very well the causes of the disease that infected his society and of course the way it could be ‘healed’. In this respect Armah comments on the role that creative writers could play in the building of their societies’ future: 
One of the virtues of creative writing is that apart from letting us see the way things happen to be now, it also opens our vision to the way things were in the past, and the way they might be in the future. In fact Creative Writing engages the reader in a constant interactive process between the past, the present and the future, calculated to make educated persons not passive endurers of present conditions, but active protagonists aware of past causes and willing to use their awareness to help shape future results. (qtd. in Wright,1992:34)

Indeed, we find him at first attempting to diagnose the disease by depicting the present unsatisfying state of his society and analysing its sources by returning to the earliest stages of history of his people when the disease started to enter the body of his society; then he prescribes the remedy which is in the form of an ideology that seems to straddle the traditional African culture and the modern European thought.                               Ngugi stresses the importance of rituals such as circumcision and Thengetha drinking ceremonies in consolidating people’s love of land and their readiness, as a result, to defend it. Meanwhile, he makes use of Marxism as a philosophical medium of analysis and a possible way to heal the social ills in his country. 
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          Although the narration  in Two Thousand Seasons and The Healers gives the impression of rejecting the influence of western thought, Armah’s ideology of ‘the 
way’, besides its (ostensible) drawing upon traditional thought (like healing, reciprocity and the sense of community), seems also to have been greatly affected by Judaeo-Christian thought.

           Furthermore, in each of Armah’s novels Two Thousand Seasons, The Healers and Ngugi’s Petals of Blood, Devil on the Cross we note a group of people who, thanks to their conscious state of mind, are opposed to the status quo, and are trying to raise the consciousness of their people. In Two Thousand Seasons there is Yaniba and Anoa who are involved in the work of ‘persuasion, work of remembrance, work of preparing paths to the way again.’ In The Healers there is Damfo, a teacher of the practice of healing, and Densu, a newly converted into the group of healers. These characters notice the change embodied symbolically in the new sense of the ritual games. Therefore they are attempting to bring their society back into its past ideal-and somewhat mythical- state. In Petals of Blood as well we find a group of people involved in the task of raising the consciousness of their fellow peasants and workers by means of providing a pragmatic analysis of history linking it to the problematic situation in socio-political terms of present-day Africa. These are Karega, Abdulla, Munira and Nyakinyua. The agents of change in Devil on the Cross, which is written in Gikuyu, are Wariinga,Muturi and Gatuiria. Each in his own way (but thinking collectively) is trying to promote and support a revolution to oppose the neo-colonial phase of ‘theft’ of the people’s wealth.
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            Labouring under the idea that intellectuality and art could entitle them to be guides for their respective societies or artist philosophers, both Armah and Ngugi set about depicting the status quo, meanwhile seeking ways towards a regeneration, a rebirth. Armah, for instance, records and analyses the present unpleasant situation (which he mostly reflects through the medium of despair and disillusionment) in postcolonial Ghana in his early novels The Beautyful Ones Are Not Yet Born, Fragments, and Why Are We So Blest? But in his later works Two Thousand Seasons and The Healers he turns ‘the dual role of recorder analyser’, as Kofi Anyidoho makes it, into that of ‘the visionary re-creator’. For the sake of our analysis, we shall refer to Armah’s early works, even though the focus of our discussion on Armah is the later two novels mentioned. (Wright, 1992, 34) 

          Ngugi pursues a similar process in each of his later novels Petals of Blood and Devil on the Cross. By this I mean that he describes the status quo, analyses it and provides possible ways to regenerate his society in each of these novels. Ngugi’s analysis is explicitly Marxist, a doctrinal posture which he is said to have through his readings of Frantz Fanon (Killam, 1980:27)
           We shall study in this dissertation how these two writers, Armah and Ngugi, in their rendition of the predicaments their respective societies undergo at the time of writing the novels in question, tend to transcend the time bounds of the present and the past to project a vision of a society in which there are protagonists acting with a timeless ideology before their eyes to guide their society towards a superior stage of socio-political organisation.
          Idealism and the search for ideal visions as a theme is not a new one. It could be traced back to the Greek era when Plato stated in his The Republic (4th c BC) the scheme of his ‘utopian’ state. According to Socrates, the principal speaker in this work, in order for a state to provide the most possible happiness for its citizens it has to be ruled by philosophers who, according to him, being wise, know best the interest of people. As explained in Encyclopaedia Encarta he divides his ‘imagined community’ into three classes:

The philosopher-kings would exercise political power in the service of justice and wisdom; the soldiers would protect the state as a means of acquiring honour; and the civilian population would provide for the material needs of society. A large part of The Republic is devoted to a detailed presentation of the rigorous intellectual training of future rulers. This section also contains a fundamental analysis of metaphysical and scientific thought. The government of the state acts to enforce the virtue, and consequently the true happiness, of the individual citizen, and an orderly and productive public life is the result. 
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Georg Wilhelm Friedrich Hegel (1770-1831) is also one of the leading figures in idealistic thought in western philosophy. He came up with what he called the ‘Absolute Spirit’ (truth) which he deems it should be the objective of any philosophical thought. For Hegel, as Robert M Baird argues, the individual is relevant in so far as he is involved in his society and the state for him is 

the manifestation of the general will, which is the highest expression of the ethical spirit. Obedience to this general will is the act of a free and rational individual. [But] . . . the abridgment of freedom by any actual state is morally unacceptable. (Baird, 2007)
          Western literature has also touched upon this subject in diverse ways. In Narrating Utopia-Ideology, Gender, Form in Utopian Literature Chris Ferns discusses how writers such as Thomas More (1478-1535), Edward Bellamy (1850-1898), H. G. Wells (1866-1946) demonstrated, each according to the era in which he lived, a utopian state where things reach their perfect shape.

          Thomas More is best known for Utopia (1516), a satirical account of life on the fictitious island of Utopia. On this island the interests of the individual are subordinate to those of society at large, all people are to do some work, universal education and religious toleration are practiced, and land is owned in common. As for Bellamy, he published in 1888 his most important work, Looking Backward, 2000-1887, a depiction of an ideal socialistic society in the year 2000. H. G. Wells’s The Time Machine is a portrayal of a utopian society in terms of the advance in technology. Bellamy’s Looking Backward and Wells’s The Time Machine are both dreams of a society that has reached the last phase of technological development where we could find underground network of pneumatic tubes, the engineering of Men like Gods, plants and vegetables free from harmful diseases by the use of insecticides and so on. 
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           Utopias in these writers’ works reflect, as Chris Ferns argues, the ideological climate of their day, which implies the socio-political and economic circumstances of the time. Above and beyond, they demonstrate their awareness of previous ideal narrative constructions such as The Republic. In addition to his being influenced by Plato, More, while writing his Utopia, had in mind the aftermath of the discovery of the New World. Also, as Chris Ferns suggests, utopian thought is plausible; for instance, the notions propagated before the American Civil War, the French revolution were considered highly theoretical. Also, by the time Bellamy’s Looking Backward was published(1888), ‘much of the wishful imaginings of Campallena and Bacon had already become realities with dramatic advances in hygiene, medicine, long-range transport and communications, and even some sort of flying in the air’(Ferns,1999:68-9)
          The purpose of this short review of some of the utopian thought figures in the West is to link it to the African situation. By this I mean that if More and Bellamy’s narratives were shaped by the socio-political and economic concern in their era, African narratives and the wishful imaginings underlying them are also expected to be informed by the socio-political and economic circumstances at the time the works in question were written. Despite the fact that the print tradition was something new to the oral societies in Africa, African writers have readily adopted western literary genres such as the novel as a frame for their literary expressions. But given the fact that artistic expression, as we shall see, is considered by African traditional societies as functional besides its aesthetic element, the novelists in question decided to make of the western form of the novel a means to perpetuate the social function of art. This has the implication that the novel is looked at by African writers as a way to provide a resolution of social predicaments that persists in contemporary Africa. Moreover, their artistic expressions reflect the deep psychological impact that colonialism and its preceding as well accompanying images and ideas found in eighteenth century philosophy left in Africans. Also it reflects the social ills that are as well related to colonialism. 
So there is a suggestion here that the novel and the philosophic and ideal notions it contains are reflective of the time of their writing in terms both of the predicaments prevalent in Africa and the liberation tendency that was not far back from the publication of these works. Above all, there is an envisaging of what the future is desired to be in Africa.
          Furthermore, I will be sometimes using the term artist philosopher adapted from Plato’s the philosopher king. My suggestion here is that African novelists feel burdened with the responsibility of explaining to their respective societies what went wrong that has brought about the present unsatisfying situation in Africa. Above all, they derive from this explication remedies in the shape of visions of their societies towards the future.
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To do so, I will rely on the Marxist theory, using more particularly, Fredric Jameson’s The Political Unconscious-Narrative as a Socially Symbolic Act as a frame of reference. This indeed seems to be appropriate for my research in that Armah and Ngugi’s narratives could be examined through the use of Jameson’s Marxist theory as incorporating symbolic elements that manifest their ‘political unconscious’. In other words, by following Jameson’s viewpoint we might come to the conclusion that Armah and Ngugi’s narratives are a ‘symbolic enactment of the social within the formal and the aesthetic.’(Jameson, 1981: 77)
               Their novels should be seen as an attempt, both at the narrative and ideological levels, to find a resolution of the social-and by extension- the political contradictions found in their respective societies, which could not be resolved in a direct manner. The resolution at both levels shows its resistance of the nation-state model of political organisation and try to transcend it through providing alternative discourses and ways of narrating the nation.
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            Also, I find it appropriate to make use of postcolonial theory (which is greatly influenced by Marxist theory) in my study. This is represented in the following works: Edward Said’s Orientalism and Culture and Imperialism, V.Y Mudimbe’s The Idea of Africa, Benedict Anderson’s Imagined Communities. This choice is based on two motivations. First, we can see that Said and Mudimbe’s use of Michel Foucault’s power/knowledge dichotomy, and they extend their analysis to the relationship between the phenomenon of colonialism and knowledge. The latter incorporates images, stereotypes and descriptions of the ‘other’ done for the purpose of dominating him. Secondly, it helps us also to show how African writers, being aware of the danger of ideas, images and ideologies, set about providing their people with alternative discourses, images and ideologies that stem from their people’s standpoint. Second, because of the strong relationship that could be noted between narrations and nations in and from which they spring, Benedict Anderson’s Imagined Communities would be useful in exploring this relationship. For Anderson’s analysis fits some of our premises that the writers’ ideologies (infused in their narratives) reflect a state of mind carrying imaginings of the wished for society. Anderson’s opinion is that nations are a creation of people’s imagination because none could see (nor could have seen) all individuals that constitute one’s nation.
           Furthermore, I will be making use of Karl Mannheim’s Ideology and Utopia. This is so because ideology, as we shall see later, is incongruent with the status quo besides its affiliation with the world of ideas, images and representation that the writers in question seem to be involved in creating and perpetuating in their respective narratives. Being so ideology is similar to utopia which is in addition to its being incongruent with the status quo it is a creation of the mind.
            Myth in Africa by Isodore Okpewho is of great importance to us in this research because of its approach to myth. Okpewho discusses myth through different theories to come up in the end with the view that myth is a story that (because of its oral traits) resists all restraints of time and space. This is appropriate in our analysis in two accounts: the first being the strong link that could be noted between the oral style adopted by Armah and Ngugi in their narratives and the function of imagination, representation and images created in their novels. Second, the resistance to time and space that myth is characterised with constitutes the centre of narrating a nation that resists the drawn territories that betray any claim of real liberation or decolonisation. 
           It is also important to situate and read the novelists works in a way that is in line with the writer’s ‘world’, his ‘verbal signposts’ and ‘intuition’ as Abiola Irele argues in his The African Experience in Literature and Ideology (Irele,1981:32)Therefore, critical essays besides the narratives are crucial for an efficient reading. ‘Essays and the creative writing are, as Killam argues in his An Introduction to the Works of Ngugi, companion pieces, the one explicating the other.’(Killam, 1980: 07)Indeed, major concerns such as African culture, nationalism and identity and their relation to colonialism and neo-colonialism are all issues that are discussed in their respective essays and form the focal points in their creative works. In several of their non-literary works, both writers warn their respective societies against ignoring their culture and consuming others’. As quoted in Derek Wright’s Critical Perspectives on Ayi Kwei Armah, Armah, for instance, argues that:
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Such a society does not create and re-create its own values. It is content to borrow those of other societies. Like all borrowers in a merciless world, it ends up paying high interest rates and exuberant loan service charges in the cultural form of irrational consumer habits and suicidal behaviour patterns (qtd in Wright, 1992: 34)

Ngugi draws our attention in Decolonizing the Mind to this same problem of a society becoming a mere consumer of the western language and culture so much so that children in it define themselves in a way that does not reflect their identity:

The dissociation, divorce, or alienation from immediate environment becomes clearer when you look at colonial language as a carrier of culture. Since culture is a product of history which in turn reflects, the child was now being exposed exclusively to a culture that was a product of a world external to himself . . . the images of this world and his place in it implanted in a child takes years to eradicate, if they ever can be. (Ngugi, 1986:17)

    My choice of this theme is based first on my personal leaning to philosophy and philosophical subjects. Second, for a more objective drive (though related to the first reason) it is the will to explore the connection between the motives lying behind creative writing and the philosophic and metaphysical notions that inform it.

          In the first chapter of this research I will examine  the motivating forces that stimulate the creative act which are related to the present situation when the work is done.Besides,I will be trying to show how these early works are dominated by a sense of disillusionment and despair like in the case of Armah and bewilderment and confusion in the case of Ngugi.Works discussed in this chunk are Armah and Ngugi’s three first works, that is Armah’s The Beautyful Ones Are Not Yet Born, Fragments and Why Are We So Blest? and Ngugi’s The River Between, Weep Not, Child and A Grain of Wheat. Then in the second chapter, I will be discussing Armah’s ideology of ‘the way of reciprocity’ in Two Thousand Season, and last and not least the ideal society in The Healers. In the last chapter will be examining the transcendence of reality in Petals of Blood and Devil on the Cross.
Our research will be guided by the following set of questions: 
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         To what extent did Armah and Ngugi’s endeavour to record present realities made them tend away from it to project an ideal or a utopian vision of their respective society or nation? Also, we might ask, what are the ideologies of both Armah and Ngugi and what are the utopian forms that they both imagine for their respective nations? Do these imaginings stem from the writers’ traditional societies (the Akan in the case of Armah and Gikuyu in Ngugi’s case) or do they resort to other African and non-African cultures? To what extent could these utopian forms be congruent in the modern material world? We shall attempt to deal with these issues in the following chapters, while bearing in mind the high level of identification of Armah and Ngugi with their respective societies’ sufferings and their desire to see change come about in modern Africa.
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Chapter 01:

Present Realities, Bleak Visions

…. American, French, or Indian students who are taught to read their national classics before they read others are expected to appropriate and belong loyally, often uncritically, to their nations and traditions while denigrating or fighting against others…..French artists whom I admire took issue with the notion of ‘subject’ or ‘inferior’ races so prevalent among officials who practised those ideas as a matter of course in ruling India and Algeria. They were widely accepted notions, and they helped fuel the imperial acquisition of territories in Africa throughout the nineteenth century. Edward Said, Culture and Imperialism
1.1. Disillusionment, Despair and Alienation in Armah’s early novels       

        In this part of the study, we will be focusing on the prevalent sense of disillusionment,despair and alienation that Armah’s early three works give out.It is our intention,however,to relate these feelings to the motives that lay underneath the writers’(Armah and Ngugi)desire to project a vision of an ideal African society.This i.e. the link between the unpleasant realities depicted by both writers and how they provoke them to attempt artistically  to  sketch a society free from its shackles will be discussed  later.
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    Armah’s first three works, The Beautyful Ones Are Not Yet Born(1968),Fragments(1970),and Why Are We So Blest?(1972),have all in common a predominant sense of disillusionment,despair and alienation,which in later novels Two Thousand Seasons and The Healers give way to hope and a sense of ‘social metaphysical totality’ as Derek Wright argues in Critical Perspectives on Ayi Kwei Armah (Wright, 1992:16).In his later works Armah  seems to be engaged in the act of re-construction of his society , if we regard the motivating psychological state as arising from the destructive forces of colonialism and its aftermath i.e. neo-colonialism.For the African people soon realised,with the insisting symptoms of injustice,that the ideals of nationalism raised by African leadership notably Nkrumah are ,as Armah sees it in his essay ‘African Socialism:Utopian or Scientific?’ mere ‘sloganeering gimmick’ which were forgotten shortly after attaining power.(qtd.in M Keith Booker,1998:108).Armah’s early works are novels  wherein ‘images of desolation and despair permeate’ as Oyekan Owomoyela sees it in A History of Twentieth-Century African Literature(Oyekan Owomoyela,1993: 29). The Beautyful Ones Are Not Yet Born has the most portions of these images in a sense that on reading it one’s ‘senses . . . are vigorously assaulted to the point of being numbed by the insistent imagery of decay, putrefaction, and death’. We meet at first a child whose nose is spilling over with mucus and his mother sucking it; then we meet a woman whose body is disfigured by ‘creases of a prematurely tired skin.’ (Wright, 1992:102.) Yet we are not sure as to her being a human  or a horse,or whether she is dead or alive.As to the streets they are full of litter that overflows from dustbins onto the pavements.Banisters are described as being coated with dirts that accumulated on it over years.Everybody is coughing,spitting and sweating(Wright, 1992:102.)‘All around decaying things pushing inward and mix all the bodies’ juices with the taste of rot’ (1969:40)
         Many critics agree that Armah through the use of images of desolation, decay and rottenness wants to show the disillusionment Ghanaians felt after independence in 1957.This feeling was made worse by the 1966 coup which made no difference as to the prevalent phenomenon of corruption and immersion in materialism.Shatto Arthur Gakwandi deems the novel as depicting ‘by far the bleakest picture yet painted . . . about the sourness of African independence’ (Wright, 1992:102.)      
          Keith Booker agrees with Neil Lazarus in saying that The Beautyful Ones(1) should be read in the light of Frantz Fanon’s classic essay on ‘The Pitfalls of National Consciousness’.This recommendation is significant especially when we consider that Armah himself in the above mentioned essay suggests that Fanon’s work is a plea for an African socialism. Fanon warns against the disastrous result in post-colonial African nations in case the colonial bourgeoisie is simply replaced by an African bourgeoisie, while the wide majority of people remain in place. Fanon maintains that the African bourgeoisie are mere imitators of the European bourgeoisie.For the former lack the historical vivacity the latter entertain after they defeated the feudal-aristocratic predecessors and claimed power in the seventeenth to nineteenth centuries. The African bourgeoisie were doomed to failure because when they replaced the European bourgeoisie the latter were already decadent. 
Therefore, for Fanon the African bourgeoisie  
Follows the western bourgeoisie along its path of negation and decadence  Without ever having emulated it in its first stages of exploration and  invention . . . .It is already senile before it has come to know the petulance,the fearlessness,or the will to succeed of youth(qtd. in Keith Booker,1998:109)
The African bourgeoisie prematurely decadent can never bring hope to Africa and lead its societies towards a better future. Thus Fanon suggests their displacement from power.

          These decadent leaders are described by Teacher as being  old before they had even been born into power and ready only for the grave (1969:80).There is a striking image of this premature decadence in a picture Teacher saw when he was at school.This picture was in a book of ‘freaks and oddities’.It  showed a seven-year-old child who has already grown old with grey hair.He was ‘born with all the features of a human baby,but within seven years it had completed the cycle from babyhood  to infancy to youth,to maturity and old age,and in its seventh year it had died a natural death(1969:63).This image is significant historically speaking in that it could be linked to the 1966 military coup in Ghana, which was unlikely to bring about any change. Thus in post colonial Africa, as Joan Solom makes it, ‘only disillusion is to be had from faith invested in leaders’ (Wright,1992: 116), and blamed those who despise greed and acquisitiveness:
  . . . There will never be any saviour if each will not save himself.No saviours. Only the  hungry and the fed.Deceivers all.Only for that is life the perfect length.Everyone will tell you,pointing,that only the impotent refuse.Only those who are too weak to possess see anything wrong with the possessing fashion.Condemning,coming from those who have never had,comes with pathetic sound.Better get it all first,then if you still want to condem,go ahead.But remember,getting takes the whole  life(1969:67)
The protagonist in The Beautyful Ones ,the ‘man’,shares his people their disillusionment,yet he is unique in being alienated.For  people now are all blinded by the ‘gleam’.It seems they came to  believe that the only way for survival and making a living is gaining money no ‘matter how they get it.’
          In post-independence Ghanaian society even moral codes are reversed.Now the attempt at clinging to one’s integrity ‘is one of the crimes.’(1969:54)Even his wife,Oyo,blames him for not accepting bribes offered him in his work place.She accuses him of being a chichidodo, a bird that ‘hates excrement with all its soul.But the chichidodo only feeds on maggots,and you know the maggots grow best inside the lavatory’(1969:45)

Consequently, the man is to choose between two things: his want to preserve his integrity in his society-where people retaining their honesty and integrity are condemned-and answering the needs of the ‘loved ones.’
          What stresses the protagonist’s alienation is his namelessness; he is simply called the ‘man’.This may suggest the man’s unwillingness to identify with a society which condemns him for not being able to adapt to its new trend. He does not seek what others are after, and this makes him feel different from all those around him in the work place and even within his family. This unwillingness to identify with others makes us think of Baako, the protagonist in Fragments, who refuses to identify with western culture and is proud to have retained his African name. On his journey back home Baako meets an African been-to, Brempong, who on hearing his name could not hide his surprise: ‘‘is that your Christian or your surname?’. ‘No Christian name  . . . I am not Christian.’Again Brempong finds Baako’s family name, Onipa, ‘unusual.’’
       Brempong’s exclamations could suggest that Africans, particularly the been-to, have completely been brain washed and could identify themselves but to western culture and world view, which Baako is aware of and repudiates.
         The man refuses to be associated with the new trend; that is, following the western culture of commodity which Armah calls the ‘gleam’ in The Beautyful Ones. 
       Furthermore, the odd behaviour of Teacher (staying aloof, for instance) could be attributed to his feeling of being useless in a society that disdains people of thought because of its being totally blinded by the ‘gleam’. Signa Fatima in her book Post-colonial African Writers: a bio-bibliographical source book posits that ‘Teacher’ as his name suggests ‘is the educator and the mentor of the society, the type that in the Far and Near East countries is reserved as a guru’. But this guru is marginalised in the Ghanaian society. For his society ‘shuns the ethic of reflection he seeks to introduce and prefers the ‘fineries’ of the west’ (Signa Fatima, 1998:47)  


         Fragments, Armah’s second novel, is not so different from The Beautyful Ones in terms of the atmosphere of despair that runs through it.Baako,the protagonist in Fragments,suffers from the same alienating forces in postcolonial Ghana. He came back home after finishing his studies in the U.S full with enthusiasm.He aspired to use his art, creative writing, for the benefit of his society. Being aware that it would be a waste of time if he tries to write for his people,for most of them  are illiterate, he decides to write scripts for films:‘I can write for films instead of wasting my time with other stuff-it’s a much clearer way of saying things to people here’(1970:114).But he came to realise that what he aspires to cannot be put into effect.For he is in a place where people expect him ‘to forget everything good’ he learnt(1970:119);and he has to accept the fact that he is ‘a writer in the country of the blind’(1970:165).Moreover, the ‘loved ones’ have not been waiting for him to bring them the wisdom he learnt in the west,nor do they want their been-to ‘to  degenerate to a devotee of an esoteric godling called creative writing’(Wright,1992:16) ;rather they wish he ‘had brought a tux,or at least a suit’; they want ‘things that shout they’re rich,they’re powerful’ 
        It seems that Baako’s ‘loved ones’ become so engrossed in wealth gathering that while receiving guests, who are expected to give money lavishly, in the traditional outdooring of Baako’s sister’s new born baby, the latter is left wrapped up in layers of kente traditional cloth and no one close by to attend. Consequently, the infant dies. This makes the grandmother, Nana, asks ‘What new power has made them forget that a child too soon exposed is bound to die?’Then she makes it that the child was ‘a sacrifice they killed, to satisfy perhaps a new god they  found much like the one that began the same long destruction of our people’(1970:284). Baako’s family deem their been-to in the end to have gone completely mad and decide to tie him, whereupon Baako finds himself compelled to escape. 
         Why Are We So Blest? portrays would-be revolutionaries (Solo and Modin) in the postcolonial era, each struggling with the loss of their idealism.  Another central point in the novel is the complex coloniser-colonised relationship which is historically a past experience but, as Edward lobb argues, is ‘psychologically present in any relationship between an African and a European’ (Wright, 1992: 242).Indeed, Armah in Why Are We so Blest? probes this relationship and tries to analyse the causes that led to the present situation in Africa in general and in his country, Ghana, in particular.This reality is characterised by the betrayal of the ideals of nationalism. This is the apathetic stance that Africans stand in relation to their culture and their ignorance of their roots, which made the African enslaved in his officially independent country.  Solo, the main character in the novel, notes in his diaries his utter disillusionment with the revolutions in the ‘periphery’.In the opening of the novel Solo expresses his perplexity at how and why should a revolution be betrayed by a ‘man of the people’:
It is true that if I ever wrote the things I have seen and the stories that have passed through my mind, they would immediately come to me, asking with unbelief how any son of the land, no matter how low he had fallen, could do such a grave disservice to the revolution and so callously mutilate the embryo of the future country in the pursuit of personal vocation (1974:13)
         Solo’s disillusionment is made worse when he meets the ‘man with one leg’ in the hospital library. The one-legged man was reading a book on revolutions perhaps in an attempt to find an explanation to the dire situation his country put him in. Like Abdullah, the maimed former militant in Petals of Blood, the one-legged man feels betrayed, for he offered his life to the revolution (and he is carrying now the living witness); yet there was nothing for him in return.Instead, to his agony, he sees that the ones who are reaping the ‘fruits of independence’ are not those who fought in the revolution:
Those who offer themselves up to be killed ,to be maimed and driven insane, those who go beyond what is even possible of the revolution,they are its essence  . . . But. . . who gains?Aftrewards who gains?. . .It’s not the militants!( 1974:26)
Solo in trying to explain what happened to the maimed man draws a striking parallel between things of the matter and abstract things such as the revolution.
The track represents society. Any society. Heavy with the corrupt ones, the opportunitists, the drugged, the old, the young, everybody, in it. And then there are the militants, pushing the whole massive thing from the lower to the higher level. But they themselves are destroyed in the process (1974: 27)
    In Aimee and Modin’s relationship the author makes us explore the psyche underlying the black-white relationship, their perception of each other: more importantly the fear that black people are infused with when they face the whites. In simpler terms the inferiority complex that, as Fanon argues in Black Skin, White Masks ‘has been created by the death and burial of its local cultural originality’ (Fanon, 1986:18) 
            Through Aimée’s diary we are made to know about an interview in which an African Mzee Nyambura and a European with an African name take part.     Mzee Nyambura explains to the white European woman that even if she has taken an African name, she will always stay a European who has against him a kind of innate imperialist drive based on the idea of superiority of the white man or the white man’s burden.He would always introduce himself as a guest then he would do ‘everything guests are forbidden to do [to] their hosts.’(1974:39)After that he tells her about the fear, as we mentioned shortly, black people feel whenever the white man is in question.
They feared the white man. Which of us after all cannot see the white people are bent on our destruction? But more than their fear of the white race was their distrust of us their own people (1974:26)
Modin’s idealistic perception of the black-white relationships came to be that of suspicion when Naita, as Jan Brazie argues,’ the voice of reason in the novel advises . . . [him] that the only thing that can come out of his interaction with the white people would be destruction.’ 
Modin and Aimee’s relation symbolises the colonised-coloniser relationship which is that of an exploited-exploiter. For, as Oyekan Owomoyeta argues in A History of Twentieth Century African Literature, Modin ‘loses his identity and manhood while successfully bringing out Aimee’s femininity and identity’(Owomoyeta,1993:30) Modin is very much aware of the process of alienation from his identity.He is conscious of his being now a mere intermediary, a ‘factor’, between his people and the Europeans who are benefiting from his supposedly familiarity with the language of his people to exploit them.Yet, he also knows that ‘there is no sanctuary’ and that he is now spiritually dead (1974:159)
         So far my focus has been on disillusionment, despair and alienation in    Armah’s first three novels. On tracing the protagonists’ actions we are made to feel their despair and disillusionment with the present situation in Ghana and in Africa in general. Besides, their alienation should be understood first in terms of their being individuals in the society and as intellectuals who studied abroad and were as a result alienated from their culture and as artists who undertake the role of raising the consciousness of their people as to the reasons underlying the malaise of the Africans today;nonetheless,their role is hampered by the fact that their people think of education and knowledge as something that should be forgotten once daily life and practical aspects of life are in question.
       The alienation of the individual in the African society lies in the fact that he senses his insignificance as far as his personality, sentiments and principles are concerned.
        To relate this to the novels mentioned above, the ‘man’in The Beautyful Ones is seen solely as a bread winner; as a husband who must do anything, cheat, receive bribes and so on, to feed and make the ‘loved ones’ satisfied.Simultaneously, his dignity and want to preserve his integrity is assaulted by his wife and society as a whole.The man is loved by his family members so long as he brings them food and commodities. He becomes, to use Fanon’s term, a ‘non-being’ as long as he does not embrace the ‘gleam’ creed.
      In like manner Baako, in Fragments, being a been-to is expected by his family to return heavy with the western ‘gleaming’ things.His family has been waiting longingly for their been-to not because they saw in him the potential guide of society since he has learnt the white man’s wisdom; rather his role shrinks to that of a wage earner; someone who cares solely about his family in terms of its welfare and the community as a whole becomes subordinate:
Now it’s taken this modern form.The voyage abroad, everything that follows; it’s very much a colonial thing.But the hero idea itself is something very old.It’s the myth of the extraordinary man who brings about  a complete turn-about in terrible circumstances.We have the old heroes who turned defeat into victory for the whole community.But these days the community has disappeared from the story.Instead there is the family,and the hero comes and turns its poverty into sudden wealth.(1970:146-47)

      In Why Are We So Blest? Dr Earl Lynch is an African American member of the elite who, after twenty five years,is expected to be the first ‘black full professor at Harvard.’However,he is completely alienated from his culture whose meaning for him is little more than ornamental objects or souvenir on the shelves of his library. Instead of his culture he embraced the western culture in which he has become so much engrossed that ‘even in his secret dreams he could not escape’ its hold.Modin asks Dr Earl Lynch as to what  the traditional ananse design he perceives on his bookshelves mean for him.The university teacher answers simply: ‘It doesn’t have a meaning.’(1974:32)
          Armah in The Beautyful Ones, Fragments and Why Are We So Blest? has rendered reality as seen by him in post independence Ghana. The three novels have in common the description of an unpleasant present status quo characterised by the immersion of Africans in materialism; the search for power and for personal aggrandisement and a contemptuous attitude to the past and to traditions. This results in the feeling of disillusionment and alienation from a society whose values have been adulterated and defaced. These feelings are impersonated in the protagonists (like Baako, Solo and Modin) who, given their western education and ‘love of their place’ feel a responsibility towards their society. This responsibility is like that described, for instance, by Baako in Fragments when he made mention of what constituted the hero in the bygone days, who used to be a saviour for the whole community, and the perversion and confinement of this concept now to make it mean solely a breadwinner for his family and as a result the ‘community has disappeared from the story.’

      But the artist figure in The Beautyful Ones, as Kofi Anyidoho argues, is a ‘recorder of history’: ‘The sweet sadness of Congo music’ or the slow, sad high life songs ‘that said too painfully much to the listening ear’ may make us wonder about the few people who are seeing things and saying them.’ However, Kofi Anyidoho considers the artist attempt at recording faithfully and beautifully the unpleasant reality is doomed to failure: ‘Poets who have failed.’ This is so because the artist’s work of recording these realities ‘induces despair, sometimes becoming an escape into impotence.’ (Wright, 1992:61)
              In Fragments Baako, as an artist, intends to use his art to convey a message to his society. This is through writing TV scripts. But his attempt fails. From Melanesian cargo mythology he should have learned that it is enough to merely wait for a future fulfilment of dreams: ‘the phenomenon of hope is incomplete without an incorporated act of faith’ (1970:228)

Solo the artist translator in Why Are We So Blest? ‘desires to dedicate himself to a life of beautiful truths’. But he has this same lack of an incorporated act of faith which makes him aware only of despair, trying in vain to escape from his ‘guilty feeling of impotence.’(1974:55)Solo’s impotence is intensified ‘because he hears his call to arms so clearly:

…In the world of my people that very important most act of creation, that rearrangement without which all attempts at creation are doomed to falseness, remains to be done. Europe has hurled itself against us-not for creation, but to destroy us, to use us for creating itself. America, a growth out of Europe, now deepens that destruction. In this wreckage, there is no creative art outside the destruction of destroyers. In my people’s world, revolution would be the only art, revolutionaries the only creators. All else is part of Africa’s destruction. (1974:231)
Armah’s emphasis here is on the ‘artist as a recreator of new values’, which both Baako and Solo fail to be because they remain as mere recorders of failures. They record and analyse both their own and society’s failures. ‘But they are overwhelmed by a sense of terminus and futility; they lack energy to create new directions into a fruitful future’ (Wright, 1992: 35-6)
1.2. Bewilderment, Confusion and Anticipation in Ngugi’s pre-independence Works: The River Between, Weep not, Child and A Grain of Wheat
           In this section we will delve into Ngugi’s early novels to examine the writer’s stance between the modern trend represented by the western culture and the traditional one that is related to his people Gikuyu.My concern here is to show how Ngugi,given his education and the circumstances of the production of his early novels, i.e. the cultural and historical,was unable to decide about the aesthetic form of his first works.The protagonists in his early works are seen to be trying unsuccessfully to find a compromise between two worlds:the world of modernity and the world of tradition.The ambivalent stance these characters take is due especially to the fact that they consider themselves as saviours of their society,as guides who should be followed.They think,perhaps like Ngugi does,that the western education they received could now be reconciled  with the  old criterion of wisdom which the elders embody. Elders are in fact given prominent roles as guides of their societies.
       This ambivalence could have arisen from the fact that the writer himself is in a state of undecidedness because he is not as yet provided with an ideological or a frame of thought through which he could explain what is going on,for he believes there exists one that could serve his  purpose.Indeed,in A Grain of Wheat, his third novel,Ngugi is said to have been introduced to Fanon’s African Marxism,as it were,which is demonstrated in a change in his style and analyses of ‘reality.’This change reaches its peak in his fourth and fifth novel Petals of Blood and Devil on the Cross.

       It is worth noting, however, that Ngugi made his works’ major concern change in accordance with the history of Kenya as witnessed by him. Therefore, we find him tackling the land problem, which began in the colonial time, in The River Between and Weep Not, Child decolonisation, the Mau Mau struggle and an anticipation of the post-independence era in A Grain of Wheat, and the betrayal of nationalism and freedom fighters, the loss of an ideal past and the new materialistic values that replace it in Petals of Blood and Devil on the Cross.
            We said earlier that Ngugi’s works are shaped by his early education and the circumstances of their production.In effect, literary theory and criticism has tended since the 1970s to move away from reading literary works against the biography of their authors. This moving away has helped much in the ‘liberation for the study of literature.’ Nonetheless, as Patrick Williams argues in Ngugi wa Thiong‘o, there are certain authors whose lives-even if they are not directly transcribed into their works-are so thoroughly related to the circumstances of  production and,sometimes,even to the its form ‘that any attempt to ignore the facts of biography would be foolish.’(Williams, 1999:02)
          In this sense Simon Gikandi has it that there are three overarching cultural institutions under whose pressures Ngugi began his writing career.There was first the Protestant Church,the mission schools and the Gikuyu independent schools.These institutions,each on its part,‘held promises of emancipation from the bonds of class and ethnicity’,yet they also resulted in ‘unexpected  dilemmas.’For instance, Protestantism was linked to the bourgeois mode of life.For one was not Christian merely because he embraced a certain belief;rather, being Christian was related to how far one was able to lead a modern way of life which  constituted, as Simon Gikandi states in Ngugi wa Thiong’o , a ‘new monetary economy,mode of dress,set of cultural values,and even architecture.’ (Gikandi, 2000:39)
        However, if Christianity was the connecting point to modernity this has the implication of  ‘a self-willed dédoublement from a set of cultural values’ that are at the basis of one’s traditional communiy’s identity,which the Gikuyu were not willing to do.Ngugi thus was born into a community that had the eagerness to enter modernity,but one that had serious doubts as to the wisdom of the  total ‘negation of its newly collective identity’.Indeeed,one of the major themes in Ngugi’s early works is this desire to be modern and the pull of  what seems to be an obstinate past.Education and the hunger to acquire it is another major theme in these writings.This interest in education can find explanation  in two factors:  Ngugi’s biography and the ‘culture of colonialialism’:Gikuyu joined Christian-based educational institutions ‘in the belief that it was only through a mission education that conversion could be rationalised and effected.’The connection between Christian conversion  and colonial education-which was held to be the way to modernity-was so strong that Gikuyu  Christians were called athomi which means the  people of the book.( Gikandi,2000:39-40)

         But underneath this promise of modernity was the fear that this meant a radical departure from the  identity of traditional communities,which the protagonists in Ngugi’s early works were aware of.This anxiety was responsible for the foundation of Gikuyu independent schools in the 1930s which were built as Simon Gikandi reports ‘on a very problematic philosophical foundation’:that one could be educated in colonial schools and still be able to retain his affiliation with Gikuyu traditional culture.We learn in The River Between that the very idea of community is at odds with the individualism on which modern identity is based.Ngugi’s early works The River Between,Weep Not Child could be incorporated in what Raymond Williams called the border country ‘between custom and education,between work and ideas,between love of place and an experience of change’(qtd. in Gikandi,2000:40).
           The conflict between love of place-that consists of love of land that was of paramount importance to the Gikuyu-and love of change that is matched to the context of the time his early works came to being;that is ,the rise of nationalism and the ‘advent of decolonisation’ could be traced even in Ngugi’s later works.There is a difference of tackling the theme,however,in terms of the writer’s vision that is much clearer in Petals of Blood and Devil on the Cross.This is because Ngugi then has at last found the ideological frame for his artistic works which were meant essentially as we will see later to enable society to see what lays beyond their malaise in the post-independence era;besides,they were meant to provide solutions in the shape of artistic representations of  how things should be.Nonetheless,Ngugi’s early works were characterised by being ambivalent and confused with conflicted values, as manifested in his protagonists:Waiyaki in The River Between,Njoroge in Weep Not,Child  and Mugo in A Grain of Wheat.There was always this conflict between modernity and tradition in which the individual is caught and has to decide his affiliation to one or the other. It is the attempt of combining the two that generates the protagonist’s feeling of being lost.For they learn sooner or later the impossibility (at least at this juncture as far as Ngugi’s early writings are concerned) of being modern without the loss of one’s cultural identity.This makes them feel completely paralysed especially because they think of themselves as the saviours whose community has been waiting for to be led to salvation.

          Ngugi’s love of his home place and his experience of change produce a certain aesthetic form: his affective relation to place makes the physical and cultural Gikuyu landscape (with its accompanying conflicts of identity) central in his early works.However, the writer’s desire to ‘capture this disappearing landscape in writing is often in conflict with his inherited notion about’ what constitutes good writing. For in order for the writer to capture the Gikuyu identity as defined by nationalism in 1930s he must make his characters affiliated with Gikuyu traditions and rituals such as those of circumcision and at the same time involved in modern elements such as education and the cash economy.But communal affiliation was very much at odds with writing a modern novel whose prerequisite is the existence of an individual who rejects communality.
        Ngugi had been taught at Makerere University (Uganda) that what makes good writing is to depict the individual’s troublesome relation to his landscape.Thus Ngugi’s early works are a reflection of this conflict reflecting the writer’s desire to be affiliated through his works to the Gikuyu landscape and ‘the impossibility of representing this desire in modernist form.’(Gikandi, 2000:41-42)
            While Simon Gikandi focuses on the three cultural institutional powers (the Protestant Church, mission schools and Gikuyu independent schools) that formed Ngugi’s literary career, Patrick Williams considers land expropriation, which resulted in the disintegration of traditional community and the offence on the traditional family unit, as a crucial historical fact that informed and occupied a great part of Ngugi’s colonial and even post-colonial works. The expropriation of indigenous people’s lands by Europeans was part and parcel of colonialism.One of the areas mostly known for extensive theft of land was the ‘White Highlands’.Ngugi was born there in the village of Kamiriithu.The British land grabbing turned Kenyans into what came to be known as ahoi, ‘landless tenant farmers working for others or renting their lands.’(Williams, 1999: 02) Ngugi’s father was one of the ahoi.This was a deliberate British policy to make the Kenyan farmer part of a greater economic control as long as the peasants in Kenya worked for a wage or became part of the cash economy instead of living off their product or the barter system.The effect was disastrous on Kenyans especially the Gikuyu,given the spiritual dimension given to  lands.The Gikuyu believe that God gave land to their ancestors Mumbi and Gikuyu,whoms Ngugi mentions  in his early works and we think it worth quoting at length from Weep Not,Child:
. . . At the foot of Kerinyaga, a tree and grew up . . . a holy tree . . . This was Makuyu, God’s tree.Now, you know that at the beginning of things there was only one man (Gikuyu) and one woman (Mumbi).It was under this Mukuyu that he first put them . . . And the Creator who is also called Murungu took Gikuyu and Mumbi from his holy mountains. . . God showed Gikuyu and Mumbi all the land and told them,’ This land I hand over to you.O man and woman.It’s yours rule and till in serenity sacrificing only to me, your God, under my sacred tree. . .’(1969:23-4) 
    In Facing Mount Kenya Kenyatta explains how the British perverted the real meaning land meant to Gikuyu.The land was  an individual’s property and honour but he would rejoice in allowing the community to benefit from it.But the British claimed that ‘the land was under communal or tribal ownership,and as such the land must be mali ya  serikali,which means Government property.’Labouring under this coined term,the British Government began to expropriate land from its ‘original owners’(qtd.in Williams,1999:03)
          We said earlier that Ngugi’s love of place and experience of change generated a state of undecidedness concerning the aesthetic shape of his writings.This was manifested in the protagonist’s inability to find a way that combines modernity and tradition.For instance,Waiyaki in The River Between finds himself completely lost in his attempt to unite the two factions that are in conflict though belonging to the same tribe.The struggle between the two sides was symbolised by a geographical rift  of the community into two ‘ridges’,separated by the Honia river,which ‘faced each other like two rivals each ready to come to blows in a life or death struggle for the  leadership of this isolated region.’(1965:01)Kameno was the ridge to which the protagonist belonged and Makuyu was the opposite ridge.The former represented the traditionalists and the latter the Christians.
   Ngugi endows Waiyaki with two jurisdictions,as it were,to allow him to be the prospective unifying leader of his people,one was related to traditional religion and the other was Christian education.Chege,Waiyaki’s father, learnt about a prophecy that there will emerge a saviour among the Gikuyu to rescue them from the invaders. He wished he would be that saviour.But his people’s rejection of him made him conclude that he would not be the saviour, so he kept the hope that his son, Waiyaki, would fulfil the prophecy:
‘ Now listen. . . my son. . .carefully, for this is the ancient prophecy. . .I could not do more.When the white man came and fixed himself in Siriana,I warned all the people.But they laughed at me.Maybe I was hasty.Perhaps I was not the one.Mugo often said you could not cut  the butterflies with a panga.You could not spear them until you learnt and knew their ways and movement.Then you could trap,you could fight back.Before he died,he whispered to his son the prophecy,the ancient prophecy: ‘salvation shall come from the hills.From the blood that flows in me,I say from the same tree,a son shall rise.And his duty shall be to lead and save the people!’’(1965:20)
    Aware of the fact that the British could not be fought with a ‘panga’ or be speared,Chege sends his child to learn the white man’s ‘ways’,which indicates education.However,when he does so,Waiyaki finds himself in a dilemma as to which way to choose: the Christian mode of life (which implies, as we said earlier, modernity), characterised by the rejection of basic traditional rituals such as circumcision, or the traditional way of life which is at odds with modernity.Circumcision was important to Gikuyu in a sense that it was the marking ceremony of age groups, it was the symbol of initiation of male into manhood and the female into womanhood.More importantly, ‘the connection to land was made physically through the shedding of blood in the rituals of circumcision and clitoridectomy undergone in adolescence’ (Williams,1999:02)

          Waiyaki is aware of the importance of these rituals, yet he is hesitant in refusing radically the claim made by the Christians that these rituals were ‘cruel’, hence his wish that there should have been a deep study of his people’s customs so that if change was to happen it must take a step-by-step process during which new values, that should perhaps be in tune with Gikuyu traditions, could take the place of the old ones, provided of course that they would have the same effect:
Circumcision of women was not important as a physical operation.It was what it did inside a person.It could not be stopped overnight.Patience and,above all,education,was need.If the white man’s religion made you abandon a custom and then did not give you something else of equal,you became lost.’(1965:142)
Likewise Waiyaki is not ready to repudiate the Christian faith totally for he knew that 
not all the ways of the white man were bad.Even his religion was not essentially bad.Some truth shone through it.But the religion,the faith,needed washing,cleaning away all dirt,leaving only the eternal.And that eternal that was the truth had to be reconciled to the traditions of the people.A people’s traditions could not be swept away overnight.That way lay disintegration.Such a tribe would have no roots,for a people’s roots were in their traditions going back to the past,the very beginning,Gikuyu and Mumbi’(1965:141) 
In his endeavour to unite the two ridges, Waiyaki falls in love with Nyambura, Joshua’s daughter, which is taken by his opponents, Kaboni and Kamau, as an act of betrayal and denounce him to the tribe as a result.He is asked, consequently, to stand before the Kiama and defend himself against the accusation:
And how could he tell them now that he had not betrayed them, that this was not what he meant by unity; that he was not in league with Joshua? How could he tell them that he meant to serve the hills;that he meant to lead them into a political movement that would shake the whole country,that would tell the white man ‘Go’(1965:151) 

         Nonetheless, neither his being a teacher in the white man’s ways,nor prophecy seem to have  served him in his efforts to unite the traditionalists and the Christians.Thus he stays uncertain whether or not he is the alleged saviour of his people:
They called him a saviour.His own father had talked of a Messiah to come.Whom was the Messiah coming to save?From what?And where would he lead the people?Although Waiyaki did not stop to get clear answers to those questions,he increasingly saw himself as the one who would lead the tribe to the light.(1965:101)

          In the end, we are left uncertain as to what would become of Waiyaki and Nyambura after they were ‘in the hands of the Kiama,who would  decide what to do’.The protagonist’s mind is also left ‘full of many thoughts and doubts that came and went.’(1965:152)

           Weep Not, Child(1964) was Ngugi’s first published novel,although The River Between was written before it.David Cook in his Ngugi wa Thiong‘o: An Exploration of his Writings makes it that the setting of Weep Not,Child could be ‘fifteen years or so after the final incidents of The River Between.’;that is, ‘towards the end of 1945 and spans some ten years ,from the time Njoroge is about to join Kamea Primary School for the first time to the traumatic months after he has become a first-year drop-out from Siriana.’ (Cook, 1983:48.) The events of the story are, as GD Killam argues in An Introduction to the Writings of Ngugi, told from the point of view of Njoroge, the youngest son of Ngotho who, driven by the emergency period and its accompanying tough circumstances, and ‘denied the education by which he sought to fulfil himself and enrich the life of his family and his country’, attempts to commit suicide. (Killam, 1980:36)
        The central points in the novel are: alienation of people from their lands; the use of education to the regaining of these lands. Ngotho, Njoroge’s father, believes in a prophecy that says that there will come a time when the white people will go back from where they came and as a result lands will return to their rightful owners:

Then came the war/It was the first big war.I was then young, a mere boy, although circumcised. All of us were taken by the force.We made roads and cleared the forest to make it possible  for the warring white men to move more quickly.The war ended. . .We came home worn out but very ready for whatever the British might give us as a reward.  . . But N’go! The land was gone.My father . . . died a Muhoi on this land.’(1969:25)
Boro and Kori,Njoroge’s brothers have fought in the war too.They witnessed the death of their brother Mwangi for a cause that was not his.Boro wonders why his people are waiting for a prophecy to be fulfilled instead of fighting to retrieve their lands:
 How could these people have let the white man occupy the land without acting?and what was all this superstitious belief in a prophecy?
In a whisper that sounded like a shout,he says, ‘To hell with prophecy.’

Yes,this was nothing more than a whisper.To his father,he said , ‘How can you continue working for a man who has taken your land?How can you go on serving him?(1969:26)

But Ngotho goes on working for Howlands.His sons Boro and Kori go to work in Nairobi, simultaneously became involved in the independence movement. In an important scene in the novel Ngotho learns that the prophecy will not be fulfilled, for Howlands considers Kenya as his land:
Ngotho’s heart jumped. He too was thinking of his children.Would the prophecy be fulfilled soon?
‘Kwa nini Bwana.Are you going back to-? ‘No,’Mr Howlands said,unnecessarily loudly.

‘. . . Your home ,home. . . ‘

‘My home is here!
Ngotho was puzzled.Would these people never go? But had not the old Gikuyu seer said that they would eventually return the way they had come? And Mr Howlands was thinking, would Stephen really do? He was not like the other one.He felt the hurt and the pain of loss. (1969:32)

         We said earlier that the discussion of Ngugi’s early novels is significant in a sense that we will witness a huge shift both of style and the manner he treats and analyses the real implications and roots of the struggle and the relationship between coloniser and colonised.It appears as if Ngugi in these novels is rendering life from the point of view of himself as a child that saw things but could not find answers to many questions these things evoked.In this respect he says:
One did get the impressions. You are so young.You see your uncles being killed.British soldiers come to collect your uncles.You see some of your friends being taken from their homes.Thes things stay with you.You see an old man you respected being emasculated as a condition of war.These things leave you with the impression though you take these things for granted and just go on. (qtd. in Killam, 1980: 51)
The novelist thus in writing his early works was drawing on his personal experience and what it felt like being in war as a child:
In Weep Not,Child I just wanted to capture as much as possible the atmosphere of the situation,what it felt like to actually live in the small village at this time.So I wasn’t trying that was very deep,but I was trying to capture what it felt like to live in a civil war.So that even if I didn’t use my experience in many of the episodes,there are things which I have seen or heard or felt at the time.(qtd .in Killam,1980:51)

Like Waiyaki in The River Between Njoroge sees himself as a saviour of his people.This would of course come through the use of the white man’s wisdom   through education:
Only education could make something out of this wreckage.He became more faithful to his studies.He would one day use all his learning to fight the white man. . .When these moments caught him,actually saw himself as a possible saviour of the whole God’s country.(1969:82)
But his dream is destroyed when police officers come to take Njoroge away from school to his village.Ngotho has been castrated and the officers threaten Njoroge with the same mutilation.
When the novel draws to an end Njoroge tries to commit suicide.Only his mother prevents him.
        Many critics consider A Grain of Wheat ,the author’s third novel, as a big shift in his style and analysis.As we made it earlier Ngugi is thought to have been introduced to Marx through his readings of Fanon concomitantly with his writing A Grain of Wheat.The central theme in this novel is the struggle of the Mau Mau movement and its betrayal,the emergency period and the effect it left on individual’s lives.The general mood in the novel is that of anxiety and worry as to the anticipated state of post-independence Africa.
           Ngugi gives great significance to revealing the ‘psychological complexities of individual states of mind’; the moral choices that the character has to make and the underlying causes and consequences of his/her action.All this is put into effect in his craft of A Grain of Wheat where (influenced by Conrad) he seems to have found the right techniques to deliver it. (Killam, 1980:53) 
          In A Grain of Wheat, Ngugi is interested also in his character’s social aspect which is depicted against the background of the Mau Mau struggle.The story centres around the lives of five characters Kihika, Mugo, Mumbi, Gikonyo and Karanja.Kihika is a freedom fighter who believes in sacrifice as the only way to gain independence.

He visits one day Mugo and asks him to take the oath.Mugo does not show any sign of disagreement at this juncture, yet he betrays Kihika later by telling the British where he could be arrested. Gikonyo and Karanja are rivals over Mumbi’s love.When she chooses Gikonyo Karanja decides to avenge himself against him, which he does by seducing Mumbi in a moment of utter ecstasy in anticipation for her husband’s release from detention.This resulted in the impregnation of Mumbi by Karanja and giving birth to a child.
          The novel’s structure is a complex one.The plot of the story is interwoven with tales about Kenyan historical figures who scarificed themselves for the cause of liberation: Waiyaki, Harry Thuku and Jomo Kenyatta.
In doing so Ngugi seems to be confirming that the resistence of occupation is rooted in history since the white man came.Besides, it started very small with some individuals giving themselves as a sacrifice for the liberation of their people:
Then nobody noticed it; but looking back we can see that Waiyaki’s blood contained within it a seed, a grain, which gave birth to the political party whose main strength thereafter sprang from a bond with the soil. (1967:13)
Ngugi’s emphasis on history is, as we have said,an attempt to teach Kenyans that the struggle started right from the time the white man set foot on their lands.Besides,Ngugi in the preface of his play The Trial of Dedan Kimathi deplores the lack of books of history written by Kenyans to show the early struggle of such figures as Kimathi who  were part and parcel of Kenyan history. Even if there were any such writings, they would follow the same line of thought as European writings on  Kenya, if there was any resistance it was only in some spots scattered here and there whereas the majority of  ‘natives’ accepted  the occupation and cooperated with it:

There was no single historical work written by a Kenyan telling of the grandeur of the heroic resistance of Kenyan people . . . a resistance movement whose history goes back to the 15th and the16th centuries when Kenyans and other East African people first took up arms against European colonial power. . .  Our histories, our political scientists, and even some of our literary figures, were too busy . . . trying to document the colonial myths which had it that Kenyan people traditionally wandered aimlessly from place to place engaging in purposeless warfare; that the people really accommodated themselves to the British forces of occupation (1976:vi) 
         The Mau Mau war was also central in Weep Not Child; however, in A Grain of Wheat we are made to know more about the implications of the struggle and especially the psychological impact it leaves on the characters. We no longer  see the events, as in Weep No,Child, from a child’s point of view.Rather the central points are ‘represented by adults who are capable not only of feeling deeply (Njoroge could do that) but of giving expression to their feelings and of scrutinizing them.’(Killam, 1980:55)
          One of the essential themes in the novel is betrayal and the complex psychological impact this leaves on the betrayed and betrayer.The central character in this sense is Mugo who betrays Kihika and is seen ironically as having a ‘badge of courage’.It is his being considered as a hero while knowing inside him that he is (not only a false hero) but a traitor that deepens his torment and sense of guilt.
          The novelist’s skill is to make us sympathise with Mugo although we know as readers that he is a traitor and a murderer by proxy .This is intensified through giving us information about his childhood, the harsh treatment of his aunt to him, the utter poverty he lived in, and especially his seeking serenity and seclusion and intention to hurt no one.
Why should Kihika drag me into a struggle and problems I have not created? Why? He is not satisfied with butchering men and women and children.He must call on me to bathe in the blood . . . have I stolen anything from anytbody? No Have I ever shat inside a neighbour’s courtyard? No.Have I killed anybody? No.How then can Kihika to whom I have done no harm do this to me? (1967:220-1)
This very skill makes us sympathise with Mumbi who betrays Gikonyo.For we are made to know that Karanja tried to use his position in the British army to tantalise Mumbi into giving in to his advances, yet Mumbi resists and is tricked only when he tells her about the release of her husband. Karanja then takes advantage of this moment of extreme rejoice Mumbi feels and traps her into bed.
       There is another kind of betrayal in the novel which is neither that of Mugo to Kihika, nor is it that of Mumbi to Gikonyo.This is the betrayal of freedom fighters and Uhuru by people who did not take part in the struggle in a sense that it is those who did not fight who are going to ‘taste the fruits of independence.’
 ‘But now who do you see riding in long cars and changing them daily as if motor cars were clothes?’, Gikonyo says to Mugo(the wrong person)(1967:68)

The novel ends with Mugo’s prospective trial by his people for betrayal.This scene reminds us of Waiyaki’s end when he is waiting for the Kiama’s judgment. 
Margaret Jay Hey numbers other forms of betrayal in the novel.

Karanja betrays his friends(Kihika,Gikonyo) when he chooses to be the British collaborator,but he himself ‘feels betrayed when he realises that Thompson,his boss, is returning to England without having even informed him.’Gikonyo betrays the Mau Mau movement when he confesses the oath in order to gain his release from detention. Margaret Jean Hay argues in her African Novels in the Class Room that even Kihika has some shortcomings or ‘human failings’, as she makes it, in a sense that he ignored his family, friends and lovers when he commited himself wholly to the struggle.(   Hay,2000,193)
         However, I rather choose to say that Ngugi sketched this character in this manner to stress the point that sacrifice is not as easy as some people might think it is.For one has to leave ‘the loved ones’ be they friends, family members and lovers for the  sake of a greater cause-the liberation of  his country.Thus,for me, he is the only one among the main characters who did not betray in any sense, neither his ‘loved ones’,nor his people at large.He has been loyal to his cause and people until his death,which contributed to wrenching independence from the hands of the British government.
         In The River Between, Weep Not,Child Ngugi tackled themes that constituted reality for him first as a child who could not  fathom the implications of the Mau Mau struggle and the divisions within his society. This is shown through the bewilderment of Waiyaki and Njoroge who think of themselves as saviours of their society, yet they could not come to give a clear vision as to what is the solution to the present predicaments Kenyans suffered from. They could not, for instance, provide a persuasive method to reconcile what is traditional with what is modern; they could not explain either what it meant to be colonised and what it meant to be a coloniser and the relationship between them. Because of their immaturity, these characters are seen to have failed to materialise their dreams in the same manner the artist figure in Armah’s early novels did. For Waiyaki and Njoroge both describe reality faithfully as they witness it and are aware of their roles in society, yet they never provide a way out; rather they, like Baako and Solo, remain powerless.   

         Nonetheless, we have to admit that Waiyaki and Ngotho make attempts to combine elements of the Christian faith with elements of their religion.Waiyaki admits, as we mentioned earlier, that not all the white man’s ways are bad and that Christianity needed to be cleaned(adapted to traditional Kenyan society).His attempt to make a reconciliation between tradition and modernity shows itself also in his efforts to unify people living on the  two ridges divided by the river Honia.In Weep Not, Child Njoroge likewise  makes parallels between Gikuyu ancestors Mumbi and Gikuyu and  Adam and Eve in the Christian faith:

His belief in a family  and the village rested then not only on the hope for sound education but also on the belief in a God of love and mercy, who long ago walked on this earth with Gikuyu and Mumbi,or Adam and Eve. It did not much make difference that he had come to identify Gikunyu with Adam and Mumbi with Eve.To this God,all men and women were united by one strong bond of brotherhood. And with all this ,there was growing up in his heart a feeling that the Gikuyu people, whose land had been taken by white men, were  no other than the children of Israel he read in the Bible.(1969:49)

      However, these attempts fail in a sense that the protagonists are shown not to be sure of what they wanted and how they could achieve it.Waiyaki is held to be a traitor in the end and is about to be tried.Njoroge is on the verge of committing suicide after he has lost his education, his job and his family is scattered. In the end the reader is left perplexed and confused as to what the protagonists have been able to achieve after their juvenile attempts to explain what is wrong with their society. We must not ignore, however, that the historical context (colonialism), especially as seen from a child’s point of view, explains this perplexity and confusion.
            However, in A Grain of Wheat the story is told from the point of view of an educated adult who has found a frame of thought which enables him to explain what happened. This is Ngugi’s introduction to the ideas of Frantz Fanon and Marxism.However, Ngugi clarifies to some extent the implications of the Mau Mau struggle in terms of the psychological effects of that violence on Kenyans. It differs from earlier novels also in demonstrating the paramount importance of art, as it can be used in representing or rewriting, as it were, one’s history from an African point of view, which would contribute to a social consciousness raising. The narrative voice in A Grain of Wheat is engaged in recording reality and analysing its roots in history. In doing so he is like Baako and Solo in Fragments and Why Are We So Blest?.  The narrative voice in A Grain of Wheat makes us, as readers, anticipate what would happen in the future; meaning, what would characterise post-independence Kenya can be the betrayal of Uhuru and the militants by those who did not take part in the struggle in a sense that they would unwarrantly taste the fruits of independence and marginalise those who should rightfully be rewarded. The narrative voice does not, however, provide a vision as to what is the way out.
         The discussion so far of both novelists’ early writings is meant to show that the novelists tried to depict reality as they experienced it, saw it or heard of it. This leaves in them a deep impression that prompts them to try and give it an artistic mould. This is, as Walter Benjamin argues, the characteristic of the storyteller which differentiates him from the conventional novelist: ‘The storyteller takes what he tells from experience- his own or that reported by others. And he in turn makes it the experience of those who are listening to his tale’ (qtd. in Gikandi, 1987)
1.3. The Artist Philosopher’s Motives and Responsibility:
         We mentioned earlier how Armah and Ngugi are bent on depicting the present realities or events which they saw, experienced or were told about. Although the fictional aspect is predominant, their works chronicle actual happenings that occurred in their respective societies where they were born and where they grew up.
      The writer is indeed engaged in reporting some of the realities that he has seen, experienced or was told about, and how they left in him deep impressions. This commitment is to be realised through the modes of writing he has thought fit to carry his project. The kind of feeling left in writers is conveyed through the protagonists’ critical stance towards their societies’ immersion in materialism, their estrangement from their old ‘ways’, and divisions within the same nation. Those attitudes can only re-activate neo-colonial ambitions from the countries that formerly colonised Africa. Here we have reached an important point in this study, that is, the motives that pushed the writers in question to write.
      I would prefer to divide these motives into subjective ones that relate to them as human beings with feelings, desires and so on, and objective ones as artist philosophers and observers who, motivated by their feeling of responsibility towards their society, attempt to use their art to ‘heal’ their societies by first making their people know their disease, that is diagnosis, then providing a deep analysis of the causes of this disease and then providing insights likely to regenerate their societies.
       Sigmund Freud in an essay entitled ‘Creative writers and day-dreaming’ (            to be found in David Lodge’s 20th Century Literary Criticism), discusses the motives lying underneath the act of creative writing.For him creative writing is like a game played by a child:
Should we not look for the first traces of imaginative activity as early as in childhood? The child’s best-loved and most intensive occupation is with his play or games. Might we not say that every child at play behaves like a creative writer, in that he creates a world of his own, or, rather, rearranges the things of his world in a new way which pleases him? It would be wrong to think that he does not take that world seriously; on the contrary, he takes his play very seriously and he expands large amounts of emotion on it. The opposite of play is not what is serious but what is real. In spite of all the emotion with which he cathects his world of play, the child distinguishes it quite well from reality; and he likes to link his imagined objects and situations to the tangible and visible things of the real world. This linking is all that differentiates the child’s ‘play’ from ‘fantasying’. (Lodge, 1972: 36)
          According to him the motives behind ‘fantasies’ are ‘unsatisfied wishes, and every single fantasy is the fulfillement of a wish, a correction of unsatisfying reality. These motivating wishes vary according to the sex, character, and circumstances of the person who is having the fantasy.’ Freud argues that these factors, varied as they are, fall into two categories:’ they are either ambitious wishes, which serve to elevate the subject’s personality; or they are erotic ones.’
Further Freud discusses the importance of time in imaginative work in that:

The relation of a fantasy to time is in general very important. We may say that it hovers, as it were, between three times-the three moments of time which our ideation involves. Mental work is linked to some current impression, some provoking occasion in the present which has been able to arouse one of the subject’s major wishes. From there it harks back to a memory of an earlier experience (usually an infantile one) in which this wish was fulfilled; and it now creates a situation relating to the future which represents a fulfilment of the wish. . (Lodge, 1972:38)
 What is interesting in Freud’s discussion is the ‘motivating wishes’ among which is the ‘correction of unsatisfying reality’. The importance of time to imagination is also vital in that the African novelist (a storyteller), as argued earlier, relates reality as he saw it, experienced it or was told about it. His mental work, as Freud argued, is ‘linked to some impression’, a ‘provoking’ one in the present moment, which will cause the arousal of ‘one of the subject’s major wishes.’
          Freud’s student Carl Jung, however, developed from his teacher’s theory the concept of  the ‘collective unconscious.’The latter means a shared pool of memories, ideas, and modes of thought which,according to Jung:

Comes from the life experience of one's ancestors and from the entire human race. The collective unconscious coexists with the personal unconscious, which contains the material of individual experience, and may be regarded as an immense depository of ancient wisdom. Primal experiences are represented in the collective unconscious by archetypes, symbolic pictures, or personifications that appear in dreams and are the common elements in myths, fairy tales, and religious literature.( "Collective Unconscious." Microsoft® Student 2007 [DVD]. Redmond, WA: Microsoft Corporation, 2006)

Jung hardly recognises the ego and rather thinks that the ego and the superego are quite the same thing. So when the writer is expressing his desire to correct the unsatisfying realities he is at the same time representing his whole people’s desire to change these unpleasant realities. And as Freud argued, mental work is linked to some wishes ignited by a thought provoking experience in the present. Mental work then would resort to the past where this wish was fulfilled. After that it would envisage a situation in the future in which the wish is fulfilled. Likewise, the African novelist or the storyteller, whose ego is simultaneously the superego of his societies, seems to be depicting an unpleasant reality as experienced in the present, which in its turn provoked a wish. The novelist’s mental work, which bears the collective unconscious of his African people’s experience, goes back to the past to bring forth an experience wherein the wish was fulfilled. Then it would project a vision into the future. In this sense, Ngugi said in a paper given to the Kenyan Historical Association (Nairobi) in 1968:
I want to talk about the past as a way of talking about the present. Here I want to argue what has been-the evolution of human culture through the ages, society in motion through time and space-is of grave import to the poet and the novelist. For what has been, especially for the vast majority of submerged, exploited masses in Africa, Asia and black America, is intimately bound up with what might be: our vision of the future, of diverse possibilities of life and human potential, has roots in our experiences of the past . . . the novelist is haunted by a sense of the past. (qtd. in Okpewho, 1983:155-66)
      The novelist thus depicts an unpleasant present reality where African society has departed from a past tradition where life was perfectly African and peaceful. This would be touched upon, as is the concern of this research, in the two writers’ later works: Armah’s Two Thousand Seasons and The Healers and Ngugi’s Petals of Blood and Devil on the Cross. However, we must point out that Ngugi’s early works are important in our discussion for two reasons: first, we become acquainted with the novelist’s early childhood impressions and his cultural background, which would help us understand some issues that arise in his later works; second, discussing them makes us realise the huge difference between the protagonist in early works and in later ones in terms of  attitudes towards society and the vision each one tries to come up with to guide his society. In earlier novels, those attitudes are characterised with bewilderment, confusion and bleak visions which result in the inability to sustain one’s attempts to bring society’s different ‘ridges’ together. However, in later novels the protagonists-with clearer visions before their eyes- seem to be more confident and more resolute to continue their endeavours in order to regenerate their nation by reactivating the resistance spirit. 
     Armah’s first five novels, on the other hand, could be read as complementary. For in his early works, Armah had been engaged in recording the present’s unsatisfying realities; besides, he analyses the implications of these realities such as the complex coloniser-colonised relationship; then in Two Thousand Seasons and The Healers he seems to go back to the past to show us an African society which, imperfect as it is, is characterised by being purely African. On the other hand, Ngugi seems to be doing what Armah did in five novels in Petals of Blood and Devil on The Cross wherein he depicts the present unpleasant realities, then moves back to an ideal past where things used to be purely African. This weaving of past and present has in it also an attempt to project a vision into the future. It could be that Armah and Ngugi take the pain of doing this because they deem themselves as philosophers who must guide their society to its good.Of course we could not deny other drives that provoke the artist’s act of creative writing like self-assertion. However, it  would fit into our concern to consider creative writing as an attempt to correct some unsatisfying realities not much for therapeutic purposes  or what is called in Freudian terms ‘defence mechanism’ than it is an endeavour to see a world free from these unsatisfying realities. In this sense Achebe in his book of essays Morning Yet on Creation Day , in an essay entitled ‘‘The Novelist as Teacher’’, makes it clear that the novelist is someone who must use his art to make his people regain faith in themselves and try to help them be  back again on their feet:
. . . 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.And it is essentially a question of education, in the best sense of that word.Here, I think, my aims and the deepest aspirations of my society meet. For no thinking African can escape the pain of the wound in our soul. You have all heard of the African personality; of African democracy, of the African way to socialism, of the negritude, and so on. They are all props we have fashioned at different times to help us get on our feet again. (Achebe, 1975:44)
       Also, Edward Said in Culture and Imperialism in his discussion of Ngugi’s The River Between and Tayib Salih’s Season of Migration to the North comments on what Achebe shortly called ‘the pain of the wound’ in the African’s soul and deems that as an instigation of the act of writing a revised vision of the past which tends also towards the future:
Many of the most interesting post-colonial  writers bear their past within them –as scars of humiliating wounds,as instigation for different practices,as potentially revised visions of the past tending towards a new future,as a new future,as urgently reinterpretable and redeployable experiences, in which the formerly silent native speaks and acts on territory taken back from the empire. . .And now see these writers can truly read the great colonial masterpieces,which not only misinterpreted them but assumed they were unable to read and respond directly to what had been written about them,just as European ethnography presumed the natives’ incapacity to intervene in scientific discourse about them.(Said,1994:34-5)
     We have discussed in this chapter the prevalent sense of disillusionment and despair that could be noted in Armah’s first three novels The Beautyful Ones, Fragments and Why Are We So Blest? Also we made one of our concerns the confusion and bewilderment the protagonists experience in Ngugi’s The River Between, Weep Not, Child and A Grain of Wheat. This made the protagonists in both novelists’ early novels impotent, unable to act for the good of their respective societies.  Moreover, we tried to delve into the motives that lay behind creative writing. The focus on these mostly psychological and mental states is for the purpose of showing how the general state of pessimism and indecision that resulted in a state of impotence on the part of the protagonists in the above mentioned novels, would, as we shall see in the following chapter, give way in later novels to clear visions-embodied in utopian ideologies- rooted in the past and making advantage of modern thought for the sake of regenerating the writers’ respective societies. 

Chapter Two:

Ideology, Utopia and the search for an ideal society in Two Thousand Seasons and The Healers

After the objective  ontological unity of the world had been demolished, the attempt was made to substitute for it a unity imposed by the perceiving subject…..Henceforth the world as a ‘’world’’ exists only with reference to the knowing mind, and the mental activity of the subject determines the form in which the world appears. Karl Mannheim, Ideology and Utopia
1- Ideology and Utopia in Two Thousand Seasons
         We said earlier that an examination of Armah’s works as a whole is useful in that it reveals different roles that the writer appears to be assuming. He begins by rendering and analysing reality as it is or as he sees it. Then he shifts to the role of providing, as Kofi Anyidoho sees it, ‘preventive medicine’ by resorting to the past. This reality is the total immersion of Africans in materialism dictated by western commodity culture; the betrayal of the ideals of revolution by African leaders; seeking power for self-aggrandizement and so on. The reason as shown in Why Are We So Blest? is that those who were supposed to lead their people ‘have been conditioned to lose sight of the aim.’(1974:221) This is due, as mentioned in the previous chapter, to the inferiority complex that ‘has been created [in them] by the death and burial’ of their ‘local cultural originality’ as Fanon argues in Black Skin, White Masks (Fanon,1952,17) Moreover, African leadership is characterised, as Modin records in his diary, with  ‘its inability and unwillingness to connect organically with the African people because it always wants first of all to connect with Europe and Europeans’(1974:221)

         In the same novel Armah makes a contrast between these leaders who were made to lose sight of the aim and the Maji Maji ((( leaders who could drive people to resist the enemy by convincing them that extraordinary water, maji, had the power to make the warriors unaffected by gunfire. Armah argues that the Maji leaders were successful in two ways: first, psychologically, they removed ‘the fear of death’ or ‘the fear’, as he continues, ‘of white people, agents of death.’ Second, practically, they neutralised ‘the white people’s implements and strategies of death.’

       Armah argues that maji was an invented idea, but an idea that stemmed from the local background of Tanzanians. Truly this idea as Armah sees it is ‘faulty, magical, not practicable’, but it is the responsibility of African leaders to correct it through the use of their position in power. However, it is their inability and unwillingness to identify with Africans which now prevails, because their perfect paradigm of truth now is the European model; meaning, the pragmatic view of things in its negative sense. In other words, because of the lack of the historic vivacity that Fanon says is the characteristic of African neo- bourgeoisie the latter fail to see and as a result to implement the real essence of western tradition of modern state. Their lack of historical vivacity is due to the fact that these traditions are strange to Africans. They are traditions that were invented by the western colonial machine in order to facilitate ruling these ‘exotic spaces.’ This is done through their attempt at linking the ‘monarchical ideology’ to the African political, social and legal systems. When they found little connection between them, they set out creating new traditions that would link Africa to Europe for good. These traditions, as Eric Hobsbawm and Terence Ranger write in The Invention of Tradition are:
The acceptance that some Africans could become members of the governing class of colonial Africa, and hence the extension to such Africans of training in a neo-traditional context. . . and more common-was an attempt to make use of what European invented traditions had to offer in terms of a redefined relationship between leader and led. The regimental tradition, after all, defined the roles of both officers and men; the great-house tradition of rural gentility defined the roles of both masters and servants; the public school tradition defined the roles of both prefects and fags.All this might be made use of to create a clearly defined hierarchical society in which Europeans commanded and Africans accepted commands, but both within a shared framework of pride and loyalty. Thus if the traditions which workers and peasants had made for themselves in Europe did not exercise much influence on Africans under colonialism, invented  European traditions of subordination exercised a very considerable influence indeed.(Hobsbawm,1983:220)

    Moreover, ritual dances characteristic of pre-colonial era were redefined so that some of them became parades of cheering the king and symbols of power in Africa. This was followed by creating what is called ‘customary law, customary land-rights, and customary political structure’ (Hobsbawm, 1983: 250)

     As a result, traditions which were to give a historic vivacity to African prospective states’ leaders were made use of by the coloniser.

Having said that, African leaders fail to see any sense in their traditions but from the coloniser’s standpoint-that is, customs modulated to maintain their positions in power. They fail to see what the maji leaders saw when they created this spiritual kind of prompt to liberate their country.Armah is for ‘inventing traditions’ by Africans to help them achieve their aims:

The maji is not something existent, waiting to be collected and used. It would be something to be created, an antidote to the potent poison of European poison absorb so much of it ourselves, we become completely incapable of creating a real, workable maji.We are addicted to the poison that kills us. (1974:222)

        The act of subordinating the African is not done only through modulating the African customs so that they would fit the colonial purposes of Europe, this was also done, as Edward Said and Y V Mudimbe think, through the ideas, stereotypes of ‘the other’ (the Oriental and he African) that were created in western different disciplines of knowledge from the Greek epoch to the eighteenth and nineteenth centuries. These ideas were made concomitantly with the increasing knowledge that the West accumulated and constituted a power that was used to subjugate the “other.” 

       Edward Said in his book Orientalism uses Foucault’s dichotomy knowledge as power to analyse the relationship between the west, knowledge, imperialism and the orient. In line with the ideas discussed in The Invention of Tradition, Said views the ‘Orient, politically, sociologically, militarily, ideologically, scientifically, and imaginatively’ as an invention of the west to fit their interests at two levels; materially speaking, by perpetuating the dehumanizing manner in which the orient is depicted so that to make them believe in their inherent subordination to the master; and morally, by strengthening their culture and identity by setting it off against the orient ‘as a sort of surrogate and even background self’( Said,1978:3)

By analysing texts in different fields such as Balfour’s “Orientals”, Dante’s The Divine Comedy, Flaubert’s La Bibliothèque des idée reçues, Said comes to the conclusion that knowledge incorporated in these texts and others sets a paradigm or reality 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. (Said, 1978: 94)

        It is worth noting that Foucault calls a discourse what the Marxists call an ideology. A discourse, as he argues in The Archaeology of Knowledge, is that which is already said and not said at the same time. It is ‘a voice as silent as a breath, a writing that is merely the hollow of its own mark.’(Foucault, 1972:10) This means that manifest discourse is not always the same as that which lurks underneath the surface.

        Furthermore, Said indicates that people living in the Orient have been perpetually described by western scholars in different disciplines as lacking in he faculty of reason that is the common feature of the European mind. Said calls Cromer’s description of the Orientalist wisdom, traditions, society and possibilities a knowledge that Cromer inherited from ‘a century of modern Western Orientalism’,  and ‘he had put it to use in governing Egypt.’:
Sir Alfred Lyall once said to me: “Accuracy is abhorrent to the oriental mind. Every Anglo-Indian should always remember that maxim.” Want of accuracy, which easily degenerates into untruthfulness, is in fact the main characteristic of the Oriental mind.

The European is a close reasoner; his statements of fact are devoid of any ambiguity; he is a natural logician, albeit he may not have studied logic . . . (qtd. in Said, 1978:38) 

       In Culture and Imperialism Said delves into the relationship of the western novel to imperialism. In other words, he discusses how the novel can perpetuate and consolidate the idea of empire. Joseph Conrad’s Heart of Darkness, which seems at its surface level a depiction of the atrocious practices of imperialism, is the best work that illustrates this relation. In this novel, Conrad depicts the blacks living in Congo like animals with ‘tails’ and ‘lapping’ water instead of drinking it, they are ‘inhuman’. Besides, even if some impressive behaviour comes out of them it is the result of their being trained in accordance with the British efficiency. Moreover, Conrad in his seeming criticism of imperialism ‘could not then conclude that imperialism had to end so that the ‘natives’ could lead lives free from European domination. As a creature of his time, Conrad could not grant the natives their freedom.’(Said, 1994:34) 

         In The Idea of Africa Mudimbe as the title of his book suggests uses (like Said) Michel Foucault’s idea of knowledge as power to trace the origins of the ‘idea of Africa’ as shaped by a huge western library that is meant, as Said argues, to keep ‘the subordinate subordinate, the inferior inferior’. (Said,94:1994)This library, as Mudimbe affirms

represents a body of knowledge constructed with the explicit purpose of faithfully translating and deciphering the African object. Indeed, it fulfilled a political project in which, supposedly, the object unveils its being, its secrets, and its potential to a master who could, finally, domesticate it. (Mudimbe, 1994: xii)

       It is my intention here to show that Armah in the process of ‘writing back’ is involved in, as Ashcroft argues in The Empire Writes Back, an attempt to regain this congeniality between self and place which has been obliterated by the colonial enterprise:

a major feature of post-colonial literatures is the concern with place and displacement. It is here that the post-colonial special crisis of identity comes into being; the concern with the development or the recovery of an effective identifying relationship between self and place. . . A valid an active sense may have been eroded by dislocation, resulting from migration, the experience of enslavement, transportation or ‘voluntary’ removal for indentured labour . . . Beyond their historical and cultural differences, place, displacement, and a pervasive concern with the myths of identity and authenticity are a feature common to all post-colonial literatures in English. (Ashcroft, 2002: 4-5)

The attempt of ‘the recovery of the identifying relationship between self and place’ appears in Two Thousand Seasons in the form of a set of ideas that is counter to the invented traditions that are meant to maintain the ‘subordinate, subordinate and the inferior, inferior.’ It is in his early works that Armah focuses on themes such as the loss of identity, the immersion of African in the gathering of wealth be it what it may the manner, and the betrayal of nationalism. These are shown to have been the aftermath of the phenomenon of colonialism which invented traditions     would link Africa to the west even if the former gained its independence, which is apparent in the economic dependence of most independent African countries on the west as the main source of food, clothes and other commodities. What is more, Africa does not benefit from its wealth, rather, as Ali Mazrui argues in Power, Politics, and the African Condition, ‘the net beneficiaries of Africa’s resources lie outside the African continent’ (Mazrui, 2004:02) 
         Armah’s name for the set of ideas or the ideology he sketched out in Two Thousand Seasons is the ‘way’. This ideology is meant to be the opposite of the set of ideas, the invented traditions of subordination that gave rise to other phenomena dealt with in his early novels. These are the crisis of identity, the betrayal of nationalism and the emergence of a privileged class that lives after the western pattern of life and above all it exploits its people the way Europeans did. Meanwhile it contains the preventive medicine in the form of a vision of Africans in the process of coming together ‘again’. Also this ideology incorporates the high ethics (of reciprocity and generosity and so on) that Armah claims were the attributes of African societies before the intrusion of Arabs and Europeans in Africa.
       The concept of ideology, as Raymond Williams explains in Marxism and Literature, was coined in the late eighteenth century by the French philosopher Destutt de Tracy. It was a philosophical term that was intended to mean ‘science of ideas’. But this science was by no means related to the idealist and metaphysical senses. It was confined to Locke’s empiricism. (Williams, 1977:55.) According to Wikipedia Encyclopaedia, this concept of ideology was coined long before the Russians coined ‘intelligentsia’ or before the adjective ‘intellectual’ referred to a substantive person. Therefore, the term acquired a pejorative sense in France when Napoleon Bonaparte ridiculed his intellectual opponents by calling them ‘ideologues.’ 
       But in political thought particularly that of Marxism the term came to mean a system of beliefs of a certain class other than the proletariat that lead to false consciousness:

In a class society, all beliefs are founded on class position and systems of belief of all classes-or quite commonly, of all classes-or quite commonly, of all classes proceeding, and other than, the proletariat, whose formation is the project of the abolition of class society-are then in part or wholly false (illusory) (Williams, 1977:55)

Moreover, since Marxist thought is based on an economic perception of the world, ideology is seen as a superstructure and its base is production and the division of labour. The one engaged in forming the class system of beliefs is the thinkers of the class, for the active members of the class have no time for that:

The division of labour . . . manifests itself also in the ruling class as the division of mental and material labour, so that inside this class one part appears as thinkers of the class (its active, conceptive ideologists, who make the perfecting of the illusion of the class about itself their chief source of livelihood) while the other’s attitude to these ideas and illusions is more passive and receptive, because they are in reality the active members of this class and have less time to make up illusions and ideas of themselves.(Williams,1977:66)

       In Althusser’s view ideology is a ‘representational structure’ which permits the individual subject to envisage or see his ‘lived relationship to transpersonal realities such as the social structure or the collective logic of History.’Althusser thus has a structural reading of Marxism in which the mode of production or the structure, which is the entire system of relationships between the different levels (forces of production, relations of production, the economic, the political, the juridical, ideology and culture), is  ‘an absent cause.’ 

           Fredric Jameson advances in his The Political Unconscious that the sense of history as an ‘absent cause’ is accessible to us only in textual form. Besides, our approach to it and to ‘the Real’ itself necessarily passes through its prior textualization, its narrativization in the political unconscious.’ (Jameson, 1981: 36)

These ideas and system of beliefs of a certain class is represented as matching the interest of the whole society:

 Each new class is . . . compelled . . .  to represent its interests as the common interests of all members of society, put in an ideal form of universality, and represent them as the only rational, universally valid ones.(Williams,1977:66)

         Armah’s ideology thus could be seen, following Raymond Williams, as an ‘emergent’ ideology or an oppositional voice against the hegemonic culture of the newly class and African bourgeoisie.

 Furthermore, Emmanuel Ngara’s view of ideology as explained in, Ideology and Form in African Poetry is that it equals awareness and having certain norms through which one sees and judges things:

Ideology refers to that aspect of the human condition under which people operate as conscious actors. Ideology is the medium through which human consciousness works. Our conception of religion, politics, morality, art and science is deeply influenced by our ideology. In other words, what we see and believe largely depends on our ideology, ideology being the medium through which we comprehend and interpret reality. Reality itself exists objectively outside our consciousness and independently of any particular individual, but how one sees and interprets it depends in part on one’s level of ideological development. (qtd. in Ngara, 1990: 11)

             So, ideology could be taken as a state of mind that if inculcated into other class’ consciousness; for instance, by the dominant class’ educational, media and judicial apparatuses would lead to false consciousness.  On the other, it is the opposite state of mind that is meant to liberate the oppressed classes and shake the false consciousness that blinds them from seeing ‘reality’. It is the criterion that makes these oppressed people aware of what is wrong so as to right it. Moreover, an ideology, as Willard A. Mullins argues, is composed of four basic characteristics. First, it must have power over cognitions. It must also be capable of guiding one's evaluations. Most importantly, it must provide guidance towards action; and, of course, it must be logically coherent. Moreover, political ideologies must contain two dimensions: goals and methods; the goals being how society should function or be arranged. Methods involve the most appropriate ways to achieve this arrangement.
              The ‘way’ in Two Thousand Seasons should thus be seen as an ideology, an oppositional voice and a certain level of awareness that the Ghanaians in particular and the African in general should reach in order to be able to see things as they are, not as presented to him by the ‘invented traditions’ and the ‘idea of Africa.’ Armah defines his way as being that of reciprocity, production and unity. At the same time it is the source of power to destroy the oppressors:

Our way is reciprocity. The way is wholeness. Our way knows no oppression. The way destroys oppression. Our way is hospitable to guests. The way repels destroyers. Our way produces before it consumes. Our way creates. The way destroys only destruction. (1973:39)
The way represents also the opposite of all what the Arabs and Europeans do. Armah calls the other’s ideology the ‘road’. It represents reversing values (fraud for instance is intelligence), disrespect among themselves, belittling women to the status of things, cheating, robbing others by force, laziness and dependency upon others:

Fraud they call intelligence. Their road flies off opposite reciprocity. In their communion there is no respect, for to them woman is a thing, a thing deflated to fill each strutting mediocre man with spurious, weightless sense of worth. With their surroundings they know but one manner of relationship, the use of violence. Against other people they recommend to each other the practice of robbery, cheating, at best a smiling dishonesty. Among them the sphere of respect is so shrunken they themselves have become sharp –clawed desert beasts, preying against all.

They plant nothing. They know but harvest: rape. The work of nature they leave to others: the careful planting, the patient nurturing. It is their vocation to fling themselves upon the cultivator and his fruit, to kill the one, to carry off the other. Robbery by force: that is the predators’ road that is the white destroyers’ road. (1973:40)

          If Armah’s ‘the way’ is meant to be an ideology that contradicts the western view of things, it will follow that it represents the view of his oppressed nation as a whole. In other words, the way as an ideology could be considered as an expression of the whole historical experience of his nation. In this respect, Fredric Jameson in his The Political Unconscious makes use of Freud’s desire of repression (i.e. the specific mechanism by means of which individuals and societies alike suppress hostile and intolerable truths as a strategy for containing or postponing confrontations with reality).He also uses Freud’s student Carl Jung’s theory of the collective unconscious to make his thesis that the narrative is an expression of the author’s political unconscious. Moreover, Jameson is also indebted to Claud Levi-Strauss’s “The Structural Analysis of Myth” .In his study of the facial decorations of the Caduveo Indians, Levi-Strauss advances the thesis that the cultural artefact is nothing but the symbolic resolution of a real contradiction, a strategy of containing on the imaginary level an intolerable concrete dilemma-which is in this case class inequality or hierarchy. For him ‘asymmetry of class is balanced . . . by symmetry of ‘moieties’’.The Caduveo as Levi-Strauss argues

Were never lucky enough to resolve their contradictions, or to disguise them with the help of institutions artfully devised for that purpose. On the social level, the remedy was lacking . . . but it was never completely out of their grasp. It was within them, never objectively formulated, but present as a source of confusion and disquiet .Yet since they were unable to conceptualize or to live this solution directly; they began to dream it, to project it into the imaginary. . . . We must therefore interpret the graphic art of Cudaveo women and explain its mysterious charm as well as its apparently gratuitous complication, as the fantasy production of a society seeking passionately to give symbolic expression to the institutions it might have had in reality, had not interest and superstition stood in the way. (qtd. in Jameson,1981: 78-9)

If we apply this to the work in question, ancient experiences of Armah’s nation (which are slavery and colonisation) are represented in the collective unconscious by archetypes (the black Africans standing for good and the Arabs and Europeans standing for evil), which is affirmed by two symbolic pictures in the novel, the desert and springwater.

       The desert in the novel symbolises destruction. It is presented as a gruesome demolishing force that is converting its surrounding into its destructive and sterile self. Everything which threatened the vitality and purity of Africa was included under the desert image. Heading desertwards means heading towards destructiveness, decadence and death. Moreover, the desert is by implication the home of the Arab ‘predators’ who where the first ‘imperialists’ and it also refers by association to the white European destroyers.

      On the other hand, the water as a symbol represents Africa with its regenerating, life-giving force. The waters of Anoa in particular are honourably mentioned: ‘. . . the waters of Anoa –water suspended bubbling at the lip of its forest fountain, water falling like long, translucent threads airing in the wind before the masters of the weaving art take them for their use, water patiently rising till it overflows what can never stop it. . . .’(117)The symbol of water is associated with spring which is often contrasted to the desert. The springwater’s feature is generosity, life-giving and flowing for the good of people while the desert represents selfishness, dependency and destructiveness. The threat posed against African values, ‘the way’ and safety is represented by a strong image of the desert feeding on springwater:

Springwater flowing to the desert, where you flow there is no regeneration. The desert takes. The desert knows no giving. To the giving water of your flowing it is not in the nature of the desert to return anything but destruction.Springwater flowing to the desert, your future is extinction. . . 

Woe the headwater needing to give, giving only to floodwater flowing desertward.Woe the link from stream to stream. Woe the link receiving springwater only to pass it on in a stream flowing to waste, seeking extinction. . . It is for the spring to give. It is for springwater to flow. But if spring could continue to give and the springwater continue flowing, the desert is no direction. Along the desert road springwater is the sap of young wood prematurely blazing, meant to carry life quietly, darkly from roots to furthest veins but abruptly betrayed into devouring light, converted to scaling pus hissing its own vessel’s destruction. Along the desert road springwater is blood of a murdered woman when the sun leaves no shadow. (1973:ix-xi)

  The image of the sea appears when the idealistic initiates i.e. Isanusi and other characters flee slavery by sailing on a ship and starting thus a journey into liberty. On their way to the coast, these characters come to realise the difference between the calm river they have been rowing on and the raging sea they now face. While the river is indigenous and reassuring, the sea is alien and threatening. The violent meeting between the indigenes and the alien Europeans is represented by the image of the meeting between the river and the sea: ‘The seawater came in long, curling waves to a meeting with darker water from the land. In both waters there was an upward surge from clashing waves’ (1973:118)

          The novel’s symbolism and juxtaposition of ‘springwater and desert’; referring to black people with  the pronoun we: ‘we the black people’, and calling white people ‘predators and destroyers’, seems to suggest that Armah is speaking not only on behalf of Ghanaians but also on behalf of the whole black African race whose experience of slavery made it feel that they are one even though they belong to different climates, different cultures, speak different languages and belong to different tribes. In this sense Ali Mazrui explains in his Africanity Redefined that
The humiliation and the degradation of the whole Black Africans across the centuries contributed to their mutual recognition of each other as ‘fellow Africans (Mazrui, 2002:38)

If we apply Edward Said’s use of Foucault’s knowledge as power, the slave (like the Egyptian in Orientalism) who is supposed to be silent because he has no knowledge of himself, nor of his culture and language (hence he could not represent himself or speak for himself) and whose role in the Western novel was reduced to performing an ugly utterance such as that in Heart of Darkness : ‘Mistah Kurtz-he dead’ or a nameless character who is waiting for the master to give him a name like that in Robinson Crusoe ,is now speaking for himself ,preaching (the way) , expressing feelings and even revolting.  

       Of course when we talk of the political unconscious of Armah we are dealing not only with the past historical experience of his nation (marked by blunders, murders and abductions of indigenous people) but also with the present political and social situation that provoked his act of writing.

       As shown in Why Are We So Blest? the post-colonial situation is not much different from the colonial one. For there is much talk now of what is called neo-colonialism; that is, colonialism in its new phase. African leaders who were supposed to lead their people to freedom by treating them as citizens of their Fatherland are now playing a role similar to that of the factor in the slave trade.In other words, Africa’s leaders together with many of its elites are contributing to the enslavement of their citizens in a new manner:

Our history continues the same. Horrible thought. I am here because I am a factor. A factor in our history. A factor in our destruction. (1974: 160)The factor-he was a very important person, the one whose job it was to get the slaves from inland, and keep them in a place near here till there were brought into the castle. (1974:78)

This definition of who the factor is is given by the guide of an excursion that Modin had, obviously, in Ghana. This excursion was to Christiansborg Castle which is the symbol of slavery. This castle was the place ‘where newly arrived slaves were kept ready for transportation.’(77).By asking the guide whether the families of the factor are still living there, the teacher accompanying Modin means the contemporary African leader Nkrumah who settled down in this castle after independence: ‘That teacher asked a funny question. “The families of the factor-are they still around?”’
Thus after all the fighting, African leaders, have done against the white man, as Armah desperately concludes in The Beautyful Ones, they found out in the end that what they have been looking for was leading a way similar to that of the white man, living where he lives and doing what he does:

Life has not changed. Only some people have been growing, becoming different, that is all. After a youth spent fighting the white man, why should not the president discover as he grows older that his real desire has been to be like the white governor himself, to live above all blackness in the big old slave castle? And the men around him, why not? What stops them sending their loved children to kindergartens in Europe? And if the little men around the big men can send their children to new international schools, why not? That is all anyone here ever struggles for: to be nearer the white man. All the shouting against the white man was not hate. It was love. Twisted, but love all the same. (1969:91)

As Pietro Deandrea suggests in his Fertile Crossings, Kamuzu’s power-craze after the conquest of Poano Castle in Two Thousand Seasons could also be considered as representative of post-independence African leaders’ pursuit of power (Deandrea, 2002:12)
Kamuzu thought we should aim to keep the stone place permanently. He even called it after the manner of the white destroyers, his castle. In his opinion, the stone place was the new seat of power over our people in the new arrangements brought by the whites, and whosoever held it he would be the person in ultimate control. (1973:171)

Being a mere factor that plays an intermediary role in the enslavement of  the  people of his country, the African leader could be said to have breached or betrayed one important pillar of nationalism -freedom. This implies also that these leaders are using the western hegemony, the Western invented traditions of subordination against their people which the way of reciprocity is meant to oppose.

             So far we have discussed how the ideology of the way which is meant by Armah to oppose the western commodity culture symbolised by the ‘gleam’ in The Beautyful Ones. Moreover, Armah’s narration that incorporates his ideology is a symbolic act of his “political unconscious”.Armah’s art as advanced by Levi-Strauss in his structural analysis of myths is a symbolic enactment of a certain contradiction that exists at the political level or the social organisation in his society. This contradiction is the emergence of a new class whose relation to their nation is similar to the relation of the former coloniser to their nation. Besides, the world view in which this bourgeoisie believes is that of the coloniser, that is using power for their personal aggrandisement, exploiting their people by the use of western doctrines such as nationalism as a mask.
       Elie Kedourie explains in his Nationalism that as a doctrine nationalism emerged in western thought at the beginning of the nineteenth century. This doctrine claimed that ‘humanity is naturally divided into nations, that nations are known by certain characteristics which can be ascertained, and that the only legitimate type of government is national self-government.’ This doctrine came into being as a result of both the philosophical debate and events that took place in Europe during the eighteenth century. The philosophy of Enlightenment held that the universe was governed by a certain law of Nature. Through the use of reason man could discover this law, and if society is governed by its provisions, it would attain happiness. The latter could be obtained through the maximization of pleasure and the minimization of pain. The duty of the rulers is to ascertain by means of reason the greatest pleasure and welfare possible for inhabitants of their territory. (Kedourie, 1969:9-10)

       Kant is considered as one of the leading figures that helped in shaping this doctrine. He argued that morality had to be separated from knowledge. By this he meant that the methods by which nature was studied and hose by which man as a moral being was studied should not be one. Methods that govern morality should be independent. ‘Such independence is called freedom in the strictest, i.e. transcendental sense.’ For him man is free only when he follows the moral laws that could not be found but in what he called the good will inside man and that is not to be sought outside him. The post Kantians like Fichte and Schleiermacher advanced a theory of state based on their interpretation of Kant’s views. For them the end of man is freedom, freedom is self-realisation, and self-realisation is complete absorption in the whole or universal consciousness. Besides, man should obey the laws of the state because they could not have stemmed but from the good will. Moreover, both Kant and post-Kantians argued that freedom could not always be attained peacefully. For there are despotic states where politics is the manipulation of power. Therefore, Fichte called in his “Characteristics of the Present Age” (1806) for the abolition of Favouritisms and the establishment of equal rights for all men; besides, all individuals should be allowed to devote their powers to the state.
        Kedourie argues that in the western intellectual tradition politics which is a practical pursuit used to be distinguished from the intellectual life, and that philosophers used to look contemptuously at politics. But what led people of thought like the post Kantians here to try and theorise in this field? (Kedourie, 1969: 41)

The answer for him is that Schleiermacher and Fichte when they described how the state ought to be and how reality fell short of their vision, had before their eyes the circumstances in Prussia and the numerous other states in Germany. The rule in these states was absolute. Moreover, society was divided into castes the relation between which was that of hatred and jealousy. These writers belonged to a class which was relatively low on the social scale. They were mostly sons of small farmers, artisans and so on. They managed in a way to become university students. But when they graduated they found that they were ‘little better than superior domestics, or . . . famished writers dependent on the goodwill of an editor or a publisher.’(Kedourie, 1969:45)

        So what these writers feel towards their nation-state is rather what Armah does. We saw in Fragments how the artist Baako wanted to dedicate his powers to the good of his community or nation, but he is confronted by both the officials abhorrence of his use of talents for the good of his society and the ignorance of his ‘loved ones’ of the importance of the knowledge he learnt in Western universities. Furthermore, Armah concedes his alienation from his natural environment and cultural environment in Why Are We So Blest? and accuses the Western educational system implanted in his country of being the principal reason behind that. For the training that traditional societies such as Armah’s were providing to their youth could no longer cohere with the modern demands. Kedourie writes about    non-western types of traditional education and their
Conflict with western science and philosophy. But the western training which has replaced the traditional was devised for and adapted to the needs of quite another society; what it teaches is at variance with the actual, visible conditions of non-Western societies, and provides for the young not education but instruction; it generates in young minds an opposition between what is formally taught in the classroom, and what is inculcated by actual example in family and community. (Kedourie, 1969:112)

The “way”, as we suggested, is meant by Armah to oppose the western commodity culture and the clinging to power by African leaders mostly by promoting this commodity culture. It is also meant to re-establish the congeniality between Africans and their environment, the result of which as we just quoted is that it generates in the young’s minds a contradiction between what they are taught formally in class and what their families and their society are doing. However, this means that whoever believes in the way has to go ‘against the current’; meaning, in despotic countries the artist, the intellectual thought must match the ruler’s wants. In other words, the way that calls for this congeniality between the African and his environment implies the return, economically speaking to the ‘small, traditional economic units which contributed to preserve social coherence and stability.’ These units have been destroyed by the fact that ‘the levelling power of modern government is multiplied by the influence of modern industrial organisation which requires to operate within a cash economy and on a scale such as to upset the balance between population and resources’ (Kedourie,1969: 111-12), which we said earlier is being benefited from by the West. Of course if African leaders are mere agents or messengers, they would do what can guarantee and maintain Western interests in Africa.

       Favouritism (which Fichte decried) is the method that African leaders use in order to incorporate, the emerging voices of intellectuals and artists into their ideology, and which serves the end of their staying in power, while guaranteeing that Western powers will profit from the status quo. The idea of African leaders and intellectuals being mere factors may be found parallel to in Fanon’s Black Skin, White Masks when African interpreters in colonial time, who have this inferiority complex infused in them, felt a kind of honour when playing this intermediary role between their people and the European master:

They are used to convey the master’s orders to their fellows, and they too enjoy a certain position of honor. (Fanon, 1986: 19)

Also, in Fragments Armah distinguishes between two types of artists. The first type represents those who agree to go ‘in the current’; that is, their writings and originality is devoted to serving the current ‘factor’ and the former master. Their writings like that of Akosua Russell is about praising the white master:

Espied a handsome stranger from strange lands. . . 

How the damsel Ekua’s eyes

Went a sudden limpid blue with love. . .

Limpid pools of blue for eyes

The greatness of a thousand men,

Skin like the purest shiny marble. . .

And the damsel Ekua married him,

Blissfully, Blissfully (1970:161)

The writing of Akosua Russell reminds us of the coloured woman in Black Skin, White Masks whose dream is to be married to a white man.

She asks nothing demands nothing except a bit of whiteness in her life. When she tries determine in her own mind whether the man is handsome or ugly, she writes: “All I know is that he has blue eyes, blond hair, and a light skin and that I loved him” (Fanon, 1986:42)

The second type of artists is the one who goes ‘against the current’; meaning, he writes to show people where things went wrong, to tell them about their roots.Baako is representative of this type. He reads to Asante Smith his work which he entitled The Root.Baako explains that it is about slavery. Yet Asante Smith does not seem to be approving of Baako’s ‘abstract’ ideas. Then he asks him whether he has another work. Baako says that he has The Brand which is about ‘survival.’ In this work Baako speaks of the ‘centre’ which is meant for the West and the periphery, which is Africa. His work also treats the intellectuals’ impotence. Again Ashanti Smith who is representative of power in Africa shows great disapproval of this work.

           My aim so far has been to show that the way, as an ideology which seems to encompass the whole of Armah’s work, is meant to be an oppositional voice to the established western views and invented traditions about the Africans. It is an effort towards the retrieval of the lost congeniality of the African with his cultural environment. Besides, it is meant to be against the blind endeavour to obtain power. Two Thousand Seasons more particularly incorporates this ideology, as Isodore Okpewho argues in Myth in Africa, saying that this work
rejects the present social history of Africa as unrepresentative of its true character and so projects us ,in true prophetic fashion, to a vision of an African that is free of its shackles and guided by an ideology or religion -‘the way’(Okpewho,1983:205)

Thus we may argue that ‘the way’ as an ideology does not reflect the daily life situation, but it seeks to transcend the status quo by conjuring up the purity of the origins. It seems as if it is a dream or a wishful thinking rather than an exhaustive description of a social ethos. As such the ideology of the way may be contrasted to utopian thought.
        In this context, as Barbara Goodwin explains in her The Philosophy of Utopia, Karl Mannheim in his Ideology and Utopia discusses historically and philosophically the formation of the term ideology in order to contrast it later to the term utopia. He argues that although ideologies and utopias fulfil different social functions (the former operating as class devices, a set of ideas, thoughts, and beliefs in order to perpetuate a given social order, and the latter operating as devices of other classes to transform that order), they both derive from an ideal origin. They are ‘incongruous with’ the existing social situation , besides, ‘both have an ideal content, since they overlap with the structure of empirical reality by carrying within them discreet and opposing sets of representations of society and the world in general. For Mannheim the establishment of a theoretical ground of idealist philosophy by Kant together with other German philosophers like Hegel had a crucial role in the formation of the concept of ideology and by extension the concept of utopia. (Goodwin, 2002: 44)

           Moreover, in Joyce Oramel Hertzler’s The History of Utopian Thought (1922) utopianism is defined as ‘the role of conscious human will in suggesting a trend of development for society, or the unconscious alignment of society in conformity with some definite ideal’. And he ends after a long discussion of different stages of utopian thought and utopian concretion with saying that ‘after all utopia is not a social state, it is a state of mind’ 

          In the idealist philosophy, especially the post-Kantian, idealism means re-presenting the world through the mediation of images and ideas by the knowing subject who defines all things in relation to his being. Utopian thought, according to post-Kantian philosophers, is already found in the world of ideas and images with the difference that utopian ideas could not find correspondence to the empirical world of perceived reality. For Mannheim utopia is not only ‘incongruous with’ reality but ‘transcends’ reality. (Goodwin, 2002: 44)
        Consequently, Armah’s ‘way’ is an ideology which is not only ‘incongruous with’ the present reality in Africa (like utopia) but which is meant to transcend it. This is consistent also with Fredric Jameson’s view that makes of his interpretive endeavour a ‘positive’ Marxist analysis. For him the question which should be answered is how is it possible for a text that contains its cultural background and ‘fulfils a demonstrably ideolological function as a hegemonic work whose formal categories as well as its content secure the legitimation of this or that form of class domination’- how could it be possible for such a text to exemplify an appropriately Utopian impulse, or to reverberate a universal value which is not in agreement with the shrink confines of  class privilege that ‘inform its immediate ideological vocation?’(Jameson, 1981:288)

For Jameson the answer to this question is considering as utopia all that is ideology:
There can, I think, be only one consequent “solution” to the problem thus posed: it is the proposition that all class consciousness-or in other words, all ideology in the strongest sense, including the most exclusive forms of ruling-class consciousness just as much as that of oppositional or oppressed classes-is in its very nature Utopian.(Jameson,1981:289)

2.2. The Search for a utopia in The Healers:
          In his earlier works Armah adopts a stance of a recorder and analyst of facts in an endeavour to diagnose the kind of illness Africans suffer from, or as Achebe would say ‘to tell people where rain started to beat them.’ In his later “historical” works,  Armah takes up a new role which is that of a provider of remedy to the social ills in Africa in the form of the ideology of ‘the way’ in Two Thousand Seasons. 

      Before we get down to examining how the main characters in The Healers are trying to re-create a new society that is more satisfying than the existing one, we should shed light upon a pattern that exists in all five novels. This is being the insistence on the idea of two characters conversing over what is happening, what is going wrong. There is always a character that finds himself confused (although instilled with some moral values) within an unsatisfying social reality. The bewildered young man finds support in another character who is supposed to have explanations for the underlying causes of his confusion. In The Beautyful Ones Are Not Yet Born the Man, who is totally lost in a society which no longer cares about things of morality, finds help in the Teacher to whom he puts several questions which require explanations as to why a man of integrity like him is being treated in such an offensive manner even by his ‘loved ones’. We find the same pattern in Fragments where Baako, the ‘been-to’, finds his sole consolation in the nurse Juana who could to some extent understand his ideals. In The Healers we have the young Densu who tries to satisfy his search for answers and knowledge that could explain his sense of loss about the intolerable degradation of socio-political conditions and his seeking advice and comfort in the healer, Damfo. In Why Are We So Blest? Naita is the voice of wisdom unheeded by the young Modin, and in Two Thousand Seasons we are before characters, particularly the narrator, that seem to be instilled with ideals of revolutions and an ideology such as ‘the way’, articulated by the sage Isanusi.
      The Healers is another historical novel wherein the protagonists appear to be involved in an endeavour similar to the one characters in Two Thousand Seasons were doing. Damfo and Densu and others who form a group of visionaries like those in Two Thousand Seasons are engaged in trying to regain by-gone ideals. Both novels are set against pre-colonial Ghana. However, The Healers’ time is earlier because it deals with the British-Asante wars. Two Thousand Seasons is set against a time when ‘the predators’ have entered Africa and Africans are far from their ‘way.’ But the novels’ vision as Simon Gikandi maintains is the belief in African peoples coming together again. Since the creation of both novels is provoked by the prevalent disillusioning situation in Africa, they are both accordingly meant as corrective endeavours. Certainly, when Armah was in the process of creating these two novels he could not have before his eyes something different from the socio-political circumstances of the contemporary era and the experiences he went through as a black African. Armah’s attempt to relate the past which he did not witness could be provoked by two reasons. The first is his being the present living witness of the past-racism. This is so because there had been a European endeavour to link the fact of blackness to backwardness. This was through the philosophy of the eighteenth century when Western intellects such as Kant classified humanity in terms of the Will into two big blocks: those who have a Will and those who do not. Black Africans were thought to lack the Will. Hence, wherever the black African goes he will be confronted with the fact that he comes from a place where no civilizational achievements can be found in concrete terms. The reason of cultural paralysis according to the idea propagated is there in him-the colour of his skin. Moreover, it was this very reason that made Europeans enslave him. The second reason which is related to the previous one is the present unsatisfying socio-political conditions in Africa; that is, corruption, the mass consumption of western commodity culture and the unbridled strive after power. This is so because (according to Armah) the African is left after independence in a very tricky situation. He cannot live the way he or his ancestors used to before the coming of Arabs and Europeans (this way is seemingly satisfactory) because that proved to be ‘barbaric’ by the teachings of Islam and Christianity, nor can he live the way Europeans lead. For the latter’s way (meaning, the socio-political institutions set up in Africa after the European historical experience) stem from geo-socio and political circumstances that were shaped in their particular environment, therefore, it has, as it were, a historical merit or vivacity (that Fanon says is lacking in contemporary African leaders) only in their particular conditions in which (and out of which) it arose.

       Two Thousand Seasons and The Healers are thus imaginative symbolic endeavours meant to transcend this reality by creating a world in which Africans are depicted to be engaged in the act of thinking or practising philosophy (which eighteenth century philosophy said they lack because of an inherent deficiency in them); they are depicted on their way to regain their culture, identity and ‘world view’; above all, they are portrayed as being in the process of uniting. This is done in The Healers through sketching some characters that, instilled with a certain ideology, which we suggest is the way of reciprocity and unity, attempt to make it cohere with to the concrete world. The healers in this novel such as Damfo and the newly converted Densu to their way and others are, as Derek Wright argues, ‘a group of illuminates’ whose aim is to raise awareness of the society, to train extraordinary individuals to reorganize the political base of society and to rebuild a new life for the Black race. The practice of healing is the process by which this aim is to be materialised. (Wright, 1992:324)

    Healing is the exercise that Densu comes to know through Damfo.The philosophy that is behind this practice satisfies his metaphysical questions.

Right from the beginning Densu, the twenty –year old, is shown to be interested in knowing the source and meaning of the competition games in which people of Esuano held each chosen year. As readers we learn from the narrating voice in the novel (which is that of the traditional griot or Anansi(1)) that these are ritual games of remembrance that black people were one.Densu asks the elders about that, but it seems that no one heeds unity (the griot tells us), for now all people of this village know and are interested in is that they are Fantse and that there are other tribes with manners and languages not much different from theirs:

The older people, most of them, had not given much thought to that kind of question really. When Densu asked them what the games were for, some said they did not understand the question itself. Others asked Densu a question to answer his: why had such a question become so important to him? They asked, because at Esuano the remembrance of a larger community had become a faint remnant from a forgotten past. There were people who knew stories of a time when the black people were rather silent, as if the question raised in their minds a regret that overwhelmed their tongues.

At Esuano the people, most of them, were content to know themselves as Fantse people. They knew of other people with ways and language not really different from their own: Denchira, Wassa, Assen, Aowin, Nzema, Ekuapem, Asante.But they had not been brought up in the habit of thinking of all these as parts of a whole embracing themselves. The meaning of ceremonies of unity had faded. (1978:6)

The griot also relates that these ritual games, which were the symbolic rituals of people’s struggle to reach a common destination, are now a field where individuals demonstrate their strengths and one person in the end will be declared triumphant:

Something else. A few remembered the old ceremonies as rituals in which all people of Esuano had done things together to reach difficult destinations. But then that too had changed. The games were now trials of individual strength and skill. At their end a single person would be chosen victor, and isolated for admiration of spectators and the envy of defeated competitors. (1978:6)

       The healers give the impression that they are playing the role of guides of their community to the way again; that is unity; besides, efforts should be made towards the consolidation of community rather than for personal aggrandizement and will for power. Their creed (healing) is an attempt to heal first the individual by dint of reconciling his body and soul and making him discover his true self and not living the manner others fancy him to live. Then the healers are willing to lead the whole community to its ideal state. But before that comes to be realised there should be a preparation for this way again. This is by means of persuading some members of the society that have already some kind of readiness to accept healing ideas and values.Densu, for instance, who is keen to get deeper in matters, rather than accepting things as they are, asks Anan, a member of the healers, about ‘which thing made him the happiest.’
 ‘Seeing’ is the answer Anan gives to Densu, and after another inquiry from the part of Densu Anan clarifies that seeing that interests him is a special kind. It is the one that makes people understand things. This may suggest that Anan is encouraging Densu to observe natural phenomena around him and take things for granted. For this way of ‘seeing’ things would raise questions and that in its own right would lead to finding solutions to the questions. This method by extension could be applied to society.Densu demonstrates his readiness to be ‘converted’ to the healers’ philosophy when he refuses Ababio’s attempt to coax him to defeat the prospective king, Appia, in the games. Now Densu ‘desired a life lived with people who did not see other human beings only as materials they could use and handle. (1978:49)

This makes Densu approach the healers even closer and this time he holds a conversation with Damfo (apparently the leader of healers).In this conversation the young Densu expresses his disbelief in any deity and considers evil all that relegates life to death. The relationship between the sacred and people should be that of love and respect and fear and this is why Densu believes in not worshipping any deity. This reminds us of the ideology of the way in Two Thousand Seasons and how it considered religion as the juvenile-minded stuff.

While teaching Densu the instructions of the healers’ philosophy, Damfo expresses to him its political outlook that ‘the learner does not go to the king’s court. . . The learner avoids going to any place where men go to seek power over other men’. The kind of power the healers might need is social but according to them that ‘must not be diseased’ (1978:94) They aspire, Damfo explains to Densu, to see a new kind of power. This form of power is to be sought in individuals with power but who are ready to listen to them and believe in their claims. We learn later that the person with power they aspire to find is the commander of Ashante armies Asamoa Nkwanta.

         One remembers that the title of Baako’s TV script in Fragments was ‘The Root’ which was about slavery.Armah chose to relate the story of Asamoa Nkwanta under the title The Root of Asamoa Nkwanta’s Sorrow. In this sub-story Damfo tells Densu that the source of this commander’s inner suffering that resulted in his sorrow was that he was treated like a slave by the royal court. This was when he was humiliated by the killing of his nephew on the pretext of following the custom of avenging (by killing any one found on the streets) for the assassination of the king Nana Kweku Dua.

Damfo thinks that in order for Asamoa Nkwanta to be healed he has to understand in depth what slavery means.

What happened to him is important . . . he was treated like a slave .That shattered him. If the pieces of his life are to come together again, he must understand what shattered him and conquer it . . . he’ll be wise, in addition to being strong. (1978:99)

Healing individuals is based on the belief that the individual’s problem even if physical like Araba Jesiwa’s barrenness finds its roots in his/her psyche. The problem be it what it may is shown to have resulted in an asymmetry between body and soul that is caused by the different ‘selves’ in the same person .The individual because of lack of this kind of knowledge, ignores which among these selves is his true self.Consequently, he may be because of this ignorance acting against his true self and even killing it.

          As we argued previously, since the novelist’s artistic expression could be understood, as Jameson analysis shows, as a symbolic enactment of the social and the political, and that it is the expression of the society’s collective unconscious (and given all we have said as far as Armah is concerned), here then the expression of characters in The Healers as in Two Thousand Season could be interpreted as symbolic expressions of the black race’s experience.

So this act of killing one true self that Araba Jesiwa is talking about perhaps means that the African is left, after the experience of slavery with ‘scars of humiliation’ and the inferiority complex that he suffers from, with no choice but to act against his true self for the benefit of the former coloniser. 

         In this respect Ngugi wa Thiong‘o gave a lecture at Clare Hall, Cambridge (May 1999).Its title was “Europhonism, Universities, and the Magic Fountain: The Future of African Literature and Scholarship.”Ngugi discussed the problem of identity that African scholars are suffering from. He thinks the African scholar should contribute to the thriving of the African self (or collective unconscious) from the stage of ‘Being in itself as when an entity exists objectively undifferentiated’ to the stage of ‘being for itself when it becomes aware of itself as an entity’. But instead, as he argues, by writing in English they contribute in a way or another to the movement of this self into the being for others.

In the context of the collective social body, they become beings for others, at the very least beings against themselves, against the very soil that gave birth to them. African-language communities pay for intellects which cannot put a single idea, even about agriculture or health or business, or democracy, or finance, into the very languages which gave them birth. This great paradox of African scholarship in general is best mirrored in the particular case of the production of African literature.(Ngugi,1999)
The cause of this rupture between the body and soul and movement away from one’s true self is that the African is being manipulated which is the practice of spiritually blind people:

. . . If I’m blind to your spirit I see only your body. Then if I want you to do something for me I force or trick your body into doing it even against your spirit direction. That is manipulation. Manipulation steals a person’s body from his spirit, cuts the body off from its own spirit’s direction. The healer is a life long enemy of all manipulation. The healer’s method is inspiration. (1978:81)

In inspiration, the practice of healers against manipulators, there is no such thing as forcing the person to do things for them. They give much importance to the individual’s assent to share the work with them (which is altogether for the benefit of the community) rather than making him move for their profit:

. . . If I’m not spiritually blind, I see your spirit. I speak to it if I want to invite you to do something with me. If your spirit agrees it moves your body and your body acts. That is inspiration. (1978:81)

The healers help the person recover his peace between his body and soul, but they are also ‘thinking of the healing work-the kind that transcends the healing of individuals.’(1978:99)This means that their intention is to heal the whole community, the whole black race. 

The healers start by raising consciousness as to the importance of being acquainted with one’s natural environment. He has to understand the sounds of this environment and read the signs in it. For instance, Damfo tells Densu that he should know everything about the trees and how the leaves could be used in curing the body. He must be ready all the time to use this kind of knowledge Damfo calls the ‘shadow’ to nurse in case anybody is injured. General Asamoa Nkwanta, after the healers cure him from his sorrow, intends to use this kind of knowledge to lure the British army into the forest. According to him the British armies have devastating weapons but are weak, spirituality speaking. For they are not on equal terms with the ‘surrounding universe.’

          We saw before in Two Thousand Season that Africans and the environment in which they live stand for all that is good, life giving and that Arabs and Europeans represent all that is evil and leading to death. Likewise, as A.S. Boafo argues, the world Armah creates in The Healers is Manichean, in which things and characters stand in opposition. Obviously the would-be healers belong to the good side of it. They embody truth, harmony, insightfulness and intuitiveness. Appia’s gracefulness is stressed in the ritual games. Anan teaches Densu the deep and right way of seeing things.Densu is prepared morally to resist the tantalising promises of Ababio(1).Densu could have easily secured a good future as a ruler on the side of the invading forces. But he is portrayed as someone who dislikes power and the use of it for private aggrandisement.

We learn by the end of the novel that the attempts of resistance of the Asante army led by Asamoa Nkwanta
 are doomed to failure. This failure is caused by the betrayal of Asante kings who prefer to maintain their position in power rather than fighting against the British armies. For they think that if Asamoa Nkwanta is left to lead the Asante armies the ultimate result would be his being the rival to their authority and the liability of his becoming a king. 

Consequently, the healers’ endeavours to guide their society from the stage of being in itself to the stage of being for itself could be seen as failure. However; the healers could not have expected things to change overnight since destruction was the result of the accumulation of centuries of Africans being away from their true selves. The healers, therefore, believe that their mission requires patience and that results could take centuries to come out.Damfo explains to Densu that 

The disease –the break-up of that community-has taken centuries and centuries, thousands of years. Most of our people do not even wish to imagine any such possibility of wholeness. If you talk to them now of the unity of all the earth’s black people they stare at you like idiots. Some can understand, but even they are confused. . . Often, our confusion comes merely from impatience. The disease has run unchecked through centuries. Yet sometimes we dream of ending it in our little lifetimes, and despair seizes us if we do not see the end in sight . . . a healer needs to see beyond the present and tomorrow. He needs to see years and decades ahead. Because healers work for results so firm they may not be wholly visible till centuries have flowed into mellenia.Those willing to do this necessary work, they are healers of our people. (1978:84)

Nonetheless, the dances at the close of the novel may be meant to symbolise the beginning of the black race coming together. The implications of the dance of different tribes together is that the European forces while trying to divide the black nation into fragments, contributed to bringing them together again.Ama Nkroma, a member of the healers, laughs when she comes to the scene of the dances and says:

Look at the black people the whites have brought here. Here we healers have been wondering about ways to bring our people together again. And the whites want ways to bring us further apart. Does it not amuse you, that in their wish to drive us apart the whites are actually bringing us work for the future? (1978:309)

Moreover, we mentioned previously that Armah while creating the works in question could not have something different from contemporary Africa before his eyes. The healers as characters who are part and parcel of his artistic contrivance are used here to represent what should be the elites in Africa; that is, guides to the  their society to show the way out from the present multifaceted predicament. Certainly the image of the current African elites is not satisfactory to Armah(1).Besides, the socio-political organisation that is entailed by the modern nation-state is considered by Armah as ‘silly’. Expectedly, the nation-states model with their invented boundaries set by Europeans is an obstacle before Armah’s imagined nation. Armah’s search for an artistic expression to re-instill the way could be also understood as an attempt to return to the natural laws of the good will that Kant spoke of and that the post-Kantians elaborated upon to construct the theory of nation-states and nationalism.

          Nonetheless, the agents of change, as Simon Gikandi argues in Reading the African Novel, could be seen as ‘too elitist’. They stand above their community which they are supposed to serve. This might be found very ironic especially when we consider that Armah meant to show individuals who could not be active but within a group.Densu, for instance, does not discover his true self until he is co-opted into a group of people that shares the ideals of wholeness that are lacking in Esuano.However, Densu finds himself ultimately isolated, like the healers, from the rest of the community. They, instead of interacting with the community that they intend to heal, set themselves apart from its mainstream like priests. (Gikandi, 1986:37)

        Furthermore, the denial of religion in Armah’s Two Thousand Seasons and The Healers seems questionable. For first of all, the Akans or Africans that Armah seems to represent are religious communities who believe in the existence of minor deities and a supreme God above them. As Nana Akua Kyerewaa explains in The Quest for Spiritual Transformation-Introduction to Traditional Akan Religion the Akan believe that there is a creator (Armah says Africans do not care whether there is a creator or not) Odomonkama, who ‘first made the sky and then the earth, rivers and plants’. After that they believe that God created animals and men. Knowing that men needed protection in his environment he created the Spirits of waters, forests and rocks. He created also lesser gods, the Abosom, to take care of men. (Kyerewaa, 2005:16)

        In addition, as Isodore Okpewho argues it in Myth in Africa, whether he concedes it or not there is an obvious Judaeo-Christian impact on Armah’s thought. (Okpewho, 1983:214.w²) For the healers are depicted like prophets who have a message for people who detracted from the right path. They, the healers, go on preaching and reminding people (like also the remnants of believers of the way in Two Thousand Seasons). ‘The way’   in Two Thousand Seasons does not serve only as a substitute for the subordinating western traditions but it is also meant to be a religion of the ‘mature-minded’ people. Armah in his criticism of religion, and yet making advantage of it in his narration, seems to be tracing the same methods practiced by those whom he calls ‘the predators’. The West has certainly benefited from civilisation in different areas in the world, but they never concede that. In their justification for colonisation they denied the colonised not only his being able to build a ‘civilisation’ but they went too far in denying him even the mental abilities or the faculty of reason which Armah reverses  when he says that religion is the obsession of juvenile –minded people.   Still, does not Armah’s writing in English constitute a paradox? For how come that he criticises the West and accuses them of such appellations as ‘predators’ and the ‘white death’ and so on and he uses their language to express himself. Besides, does not that (i.e. the use of a foreign language in writing) cause or deepen the fact of killing one’s true self or acting against it? 
         In this chapter we have discussed Armah’s ideology in Two Thousand Seasons and The Healers. We have tried to affirm that this ideology is utopian in so far as it is incongruent with the status quo. For it embodies ideals that have not as yet been materialised. Armah dreams of a world wherein Africans are guided to their unity by the ideology of ‘the way’ which embodies moral codes that are shown to have been lost. This ideology stands in sharp contrast to the new trend-the gleam- Africans seem to have adopted.
      In the following chapter we shall be discussing Ngugi’s ideal ideology that is stemmed from both his respective society’s history and traditions and the Marxist theory that gives a materialistic interpretation to history.

Chapter Three:

Transcending The Status Quo in Ngugi’s Petals of Blood and Devil on the Cross
…If the whole activity of the leaders serves as the expression of the people’s will, as some historians suppose, then all the details of the courts scandals contained in the biographies a Napoleon or a Catherine serve to express the life of the nation, which is evident nonsense; but if it is only some particular side of the activity of an historical leader which serves to express the people’s lives, as other so called ‘philosophical’ historians believe, then to determine  which side of the activity of a leader expresses the nation’s life we have first of all to know in what of the nation’s life consists. Leo Tolstoy, War and Peace
3.1. Marxism and the Search for a Utopia:

             My concern in this chapter is to show that the world of meanings, ideas and abstract notions is not a neutral power that could not be used by different and sometimes contradictory sides. By abstract notions I mean doctrines such as nationalism, Marxism and even religion. This means that characters in the novel that stand for capitalism use all that is popular to Kenyans in order to subordinate them and maintain their position in power as a result. Contrary to that, other characters that stand for the oppressed people are portrayed as willing to bring about change by means of utilising these very notions. By doing this the author, who sides with the oppressed people, is engaged in the creation of a world of meanings or as Foucault would call ‘alternative discourses’((( that would not only contradict the status quo but would transcend it too. For ideology as we mentioned earlier is not only the dominant class world view that obscures reality so that the oppressed classes would not be conscious of truth (and this is of course in the interest of the ruling class), but it could  also be the opposite of this world view. For the elites’ endeavour to raise the consciousness of the oppressed as to their real position is simultaneously an effort to provide an alternative world view that would liberate them from this false consciousness.

   Before delving into this discussion, perhaps, it would be fitting to shed light on Marxism, its fundamental ideas and aims. What I want to stress is that although Karl Marx criticised Hegel’s idealism, it seems that his theory is calling for a ‘nowhere’. 

              The basis element in Marx’s theory is that matter is prior to ideas and consciousness. Karl Marx to whom Marxism as a theory is attributed, was influenced by Hegel’s philosophy particularly the dialectic view of history. Joseph J Laski explains in his Communism, that he (Hegel) advanced that history’s movement (which ultimately ends in what he designated the Absolute Spirit or Truth) is ignited by the opposition or contradiction of one aspect of life against another, meaning that ‘every element is the antithesis of another. Each is essential to, and comes to be by reason of, its opponent’ For instance, without feudalism there could not have been the middle-class state. Likewise, without the latter there could not have been a proletarian movement. The state for Hegel could not develop until there is an opposition between the poor and the rich. (Laski, 1968: 57)
        Although Marx criticised Hegel’s idealism, he made use in his theory of his dialectic view of history. Instead of the Absolute Spirit he advanced what they called the dialectical materialism of history.

       Friedrich Engels explains in his Socialism: Utopian and Scientific that Marx was greatly influenced also by the Enlightenment philosophers such as Rousseau. The latter and other philosophers defended the view that people are equal by nature and that ‘a person’s happiness depended on reason and a justly organised society’. Rousseau considered feudalism, which is founded on private property, an unjust social organisation. For it created the few haves and the majority have nots.

          The way out for him was the equal distribution of property among all members of society. Nonetheless, Marx and Engels considered Rousseau and other enlightenment philosophers as seekers of a petty-bourgeois utopia. (Engels, 1999:10)

Marx was also greatly influenced by Ludwing Feuerbach.The latter declared in his book The Essence of Christianity that there was nothing extrinsic to nature and humanity, and that the supreme beings that people talk of are merely fantastic reflections of humanity’s own essence.

In this context, Marx wrote, having Feuerbach’s philosophy essentially in mind:

The criticism of religion ends with the teaching that man is the highest being for man , hence with the categorical imperative to overthrow all relations in which man is a debased, enslaved, forsaken, despicable being.(qtd. in  Engles,1999:15)

Furthermore, after the emergence of a new dominant class in Europe, the bourgeoisie, Marx, using the of dialectical materialism, thought that the solution to the inequality and injustice that Europe was suffering from had to be socialism or communism. Joseph J Laski in his Communism says that communism can be considered as an ideal and a method:

as an ideal, it aims at a society in which classes have been abolished as a result of the common ownership of the means of production and distribution. As a method, it believes that its ideal can be attained only by means of a social revolution. (Laski,1968:11)

The Marxists think that before this revolution could be brought about there should be a preparation for it by means of raising the consciousness of the proletariat class. An important task that Marxists think they have to perform to gain their aims is to unmask the false consciousness that the dominant class ideology inculcated in the oppressed class. This implies that there is an alternative ideology to take the place of the false one. This is the one that enables the oppressed class (the workers) to see themselves as belonging to one class; they suffer from the same exploitative conditions and have common interests.

         Of course, Marxism like any theory is not without its shortcomings. The most important one is that most countries that applied or tried to apply this theory turned into despotic regimes wherein people in power enjoy themselves after the ways of the bourgeoisie. Still, setbacks that relate to the application of any theory might, perhaps, be due to the discrepancy between theory and practice more than to defects in its principles. 

         At any rate, our aim through discussing in short communism and its ideals is not to prove its rightness or deny its defects; rather our aim is to demonstrate that its ideals and ambitions are utopian in that they are as yet incongruent with the status quo. Marx’s aims through his theory show that the kind of society he had in mind is a ‘nowhere’, where justice prevails, where the ruler is the proletarian class and private ownership is abolished.


3.2. Transcending the Status Quo in Petals of Blood and Devil on the Cross

3.2.1. Nationalism and Religion as a Masks

          Ngugi wa Thiong’o has been greatly influenced by Marx’s theory. In Ngugi wa Thiong’o Speaks, a book that contains an interesting number of interviews with Ngugi, he affirms this by considering socialism as the sole favourable frame of thought in  dealing with serious matters such as changing society for the better: 

I think that any writer who is dealing with serious problems that confront an individual must write about the whole social and political society. I can even go further and say that I believe in the socialist vision. I believe that a writer must write not only to entertain people, but also to change society for the better. And so far as I am concerned, only if you are working towards a socialist vision, can you be working for the better. (Sander, 2006: 23)

D G Killam notes in An Introduction to the Writings of Ngugi that Ngugi has been introduced to Marxism through his readings of Fanon (Killam, 1980:11).Indeed, Ngugi admits in Decolonizing the Mind, for instance, his being influenced by Frantz Fanon’s The Wretched of the Earth which he considers together with Lenin’s V.I. Lenin’s Imperialism, the Highest Stage of Capitalism as the most informing sources of African writing. (Ngugi, 1986:63)
         In The Wretched of the Earth Fanon expounds his philosophy of revolution. This philosophy is instilled from his involvement in the Algerian anti colonial struggle together with his work as psychiatrist. His conclusion is that the only way for the victims of colonialism to liberate themselves is through avenging themselves by the use of the same weapon the oppressor used to repress them, that is violence. Fanon thought that the colonial victim does not need psychological treatment more than a weapon in his hand to regain his manhood and dignity. Moreover, disillusioned by the French left-wing parties, he came to the conclusion that the notion of solidarity of workers of the world was misleading.Threfore; he turned his attention to the peasants. For this class, according to him, is the only class which had not been corrupted by the western individualistic values. (Killam, 1980:13-4)

            Many critics agree that Petals of Blood is Ngugi’s finest novel in terms of its  style and  the techniques employed in it such as flash backs and the stream of consciousness. He is said to have been influenced by Conrad, D H Lawrence and the French writer Zola. (Killam, 1980: 17-8)

Yet, there is no doubt that the content of the novel is about post-independence Kenya. The novel depicts realistically the situation in Kenya at this epoch. However, this faithful portrayal of the status quo was meant to be transcended by a new reality that is thought to be closer to the ideal paradigm of what Kenya should be.

      As David Cook argues in Ngugi:An Exploration of his Writings , the novel exposes the callous nature of capitalists who let no opportunity to gain power and wealth, even if it is at the expense of their people, slip by. It is also about the struggle of the oppressed people whose consciousness seems to develop out of the dire material circumstances that they undergo in their struggle to make a living. The novel thus juxtaposes the conflicting interests of the comprador and the proletarian. Although the arena of this conflict is the whole country, it shows itself more clearly in a village called Ilmorog (Cook, 1983: 90.)

         The main characters tired of the complexities of city life try to find repose and solace in this village. These are Munira, Abdullah, Karega and Wanja. The irony here is that at one point when these characters make a journey to the city in an attempt to ask for help from the village MP, this very peaceful village is shortly metamorphosed into a city with all its economic features. After the journey these characters begin to dig, each in his way, in history, tradition and religion in search for answers and explanations to the calamities that afflicted them although they are among those who try to retain their integrity and some of them took part in the Mau Mau struggle. Karega, who is the embodiment of the author’s ideology, begins to sow awareness in his fellow workers and peasants in order to revolt against the proponents of the status quo. The novel ends with a violent act which might be a symbol of the beginning of revolution and the end of exploitation, i.e.  the burning of the whore house owned by Wanja.
     The above mentioned characters seem to be deliberately contradicted by another group of characters who appear to be representatives of capitalism in Africa. These are Chui, Kimeria, Nderi wa Riera, and the Reverend Jerrod. 

            Chui, who is expected to act favourably towards his country men and culture, turns into ‘a black replica of Fraudsham’, his European predecessor. This was after he visited America and was brainwashed, as David Cook comments. Yet he could also be said to have been willing all along to identify with the already established Western system:

It was his desire, nay his fervent prayer, that all teachers should stay, knowing that he had not come to wreck but to build on what was already there:  there would be no hasty  programme of Africanisation(1977:171)

        Kimeria is another vicious character who spares no occasion to maximize his animalistic pleasures. He does not content himself with ravaging Wanja and destroying her future, but he finds his pleasure also in humiliating her in the presence of Munira and the other village inhabitants. This happens when the inhabitants of Ilmorog make a journey to the city to ask for help. On impregnating Wanja, he has contributed largely not only to her being fired from school but also to her entering the world of prostitution. 

           Nderi wa Riera is an example of the new politician in post-colonial Kenya. He uses his position in power as an MP to satisfy his acquisitive nature. He remembers his responsibility towards his electorate only when elections approach. Besides, he seems to be totally oblivious of the drought that struck Ilmorog. The looseness and irresponsibility of the MPs in Kenya is made to seem worse when we know that ‘Nderi wa Riera is the envy of most of his parliamentary peers. His area was so remote from the city that he was hardly ever troubled by endless complaints from his constituents.’(1977, 175) 

      Besides their callousness the above three characters are similar in a sense that they hide, as has been shortly advanced, behind popular doctrines so as to mask their real intentions. Chui, for instance, uses national culture and traditions in order to convince himself and the others that he is a nationalist whilst all that matters to him is the amount of privileges and wealth that he derives from his office. In this case nationalism has become as, Frantz Fanon would describe it, as ‘an empty shell’. 

When Munira and the others approach Chui’s mansion, they start to hear songs in Gikiyu and at other times in Swahili. But the content of the songs was about learning English in order to hold interesting posts:

…Ciana citu ciaragie Githungu

Our children speak English

Harambee! Tuoe Madaraka

Harambee! We take up high offices... (1977:150)

        Also, Nderi wa Riera after being a champion of the ‘nationalisation of major industries and commercial enterprises: abolition of illiteracy and employment and the East African Federation as a step to Pan-African Unity’, believes now in ‘black and white partnership for real progress.’ He even uses the money he ‘collected from his constituents for a water project’ in order to start his own business. Now he considers socialism as mere sloganeering and calls on Africans to be realistic and accept capitalism in their lives. But to cover all that ‘he remained a strong advocate of African culture, African personality, Black authenticity.’ (1977:174)Besides, he insists on replacing the companies’ European names with local ones like Uhuru. Moreover, the adulteration of  nationalism and the will to use it as a shield to maintain one’s place in power shows itself clearly when the MP calls for a total ban on strikes for their being anti-nationalist:

Strikes generated an atmosphere of tension which could only lead to instability and periodic violence. Strikes should be regarded as deliberate anti-national acts of economic sabotage. (1977:194)

      Meanwhile, Nderi wa Riera helps in the creation of tourist resorts where European partners and tourists would be able to ‘buy an authentic African virgin girl of fourteen or fifteen for the price of a ticket to a cheap cinema show.’ (1977:175)  

       Symbolically, Nderi wa Riera’s act could be looked at not only as an operation that facilitates the prostitution of Kenyan girls (much like what Kimeria did to Wanja), more to that; his act denotes his role in prostituting the country, its people and resources altogether. Therefore, Nderi wa Riera and the like, as Achille Mebmbe argues in On the Post Colony, could be said to belong to the national bourgeoisie that uses the idea of nationalism ‘to maintain its own power’, yet it finds itself   frequently taking over the ‘hegemonic control of the imperial power, thus replicating the conditions it rises up to combat’.(Mbmbe,2001:151)

            Not only is the doctrine of nationalism being used for this purpose, even religion is used to hypnotize the poor to keep them in a state of submissiveness. An instance of that is the reaction of Reverend Jerrod Brown, when the agents of change in Ilmorog go to the city to ask for help. The Reverend did not show any readiness to listen to them. He even interrupted them when they were trying to explain to him that they were not beggars and that they were tired and hungry because of the long walk from Ilmorog. Above all, there was a sick child among them. But, to their utter astonishment, all he could offer was prayers and a sermon on hard work:

The Bible is then clearly against a life of idleness and begging. This is what’s wrong with country .Most of us seem to prefer a life of idleness and begging to a life of wandering and begging to a life of hard work and sweat.(1977:148)

         Accusing them of being idle may imply on its own right that men of church, who are benefiting from their position in government like other officials, use religion to mask the status quo, thus maintaining it in a sense that instead of shedding light on the sufferings of Kenyan peasants and workers from exploitation and low wages while the few wallow in luxuries, they prefer to portray them as being idle. 

             In this context V Y Mudimbe in his Tales of Faith: Religion as political performance in Central Africa discusses what Jean-Marc Ela(1), a Cameroonian Catholic priest, considers as the kind of Christianity that a black priest  should  ‘actualize among the poorest of his brothers.’ Jean-Marc Ela says he was stunned by the conditions of living he found in the northern region of Cameroon where he was supposed to preach:

I find myself in a northern region affected by a state of invisible slavery, as the older priest, Baba Simon, explained on the night of my arrival. My first impression was that the people of the high country among whom I would live for many years are not merely rejected and bereft of decision-making power; they are also totally defenceless and deprived. The mountain people are poor because they have been exploited and oppressed for generations, not because they do not work. (1977:79-80)

    3.2.2. Alternative Discourses 
     The creative writer’s responsibility, which we discussed earlier, is to make use of the past and inculcate its true ideals in his community in order to have a better future. So what we mean by alternative discourses is the writer’s new vision (which is a state of mind) out of the past of his own community.

        Ngugi embodies this vision in the main characters in the novel. They are sketched so as to be the contradiction of all that the former order represents. Moreover, if the former characters use their own interpretation of popular doctrines such as nationalism in order to maintain their position in power (after they lost sight of the aim or made to lose sight of it), the agents of change or the guides, who have in common the will for change besides their inexorable resistance to the corruption of old values, endeavour, as we shall see, to provide alternative interpretations of doctrines such as nationalism besides a critical awareness of the past.

      In effect, the bitterness of the experience the main characters tasted during the journey and its aftermath is of paramount importance to understand themselves, whereupon they made efforts to make sense of what is happening in the political arena. For after the shocking events that took place during the journey, characters begin to ask questions. In other words, they realise that in order for them to right the wrongs in Ilmorog there are many hidden things connected to their plight that should be fathomed:

For the journey had presented each with a set of questions for which there were no ready answers; had, because of what they had seen and experienced, thrown up challenges that could neither be forgotten nor put on one side, for they touched on things deep in their psyche, in their separate conceptions of what it meant to be human, man, alive and free. (1977:197) 

Wanja who is perhaps the vaguest and most changing character in the novel becomes aware of the ruthless doctrine that is prevalent in contemporary Kenya: that she has to eat or she is eaten, she must sit on others or others would sit on her. But on materialising that Wanja does something quite the opposite that is consolidating her being ‘eaten’ by others when she set up a brothel. Yet it was in that very brothel that the cruel characters depicted by Ngugi are eliminated during a fire.

      However, in Devil on the Cross (1980), Ngugi seems to have discovered the appropriate scheme for a representative female character that would stand in the face of exploitation. Wariinga is what Wanja could have been. Although sexually molested like Wanja, she does not end up accepting the subordinate position the oppressor wanted her to be in. Wariinga’s consciousness is raised with the help of Muturi, a former Mau Mau fighter (like Abdullah) and Gatuiria, who is attempting to help building an indigenous Kenyan culture. Consequently, unlike Wanja she realises that the real crisis with Kenyan women is not only that they are being used as ‘flowers to decorate the beds of foreign tourists’; more to that even Kenyan males think of them as mere sexual toys forgetting their role in resistance against colonial oppression:

 . . . You . . . think that there is no job a woman can do other than cooking your food and massaging your bodies. . . Why have people forgotten how Kenyan women used to make guns during the Mau Mau war against the British? (1982:245)

To show her total refusal of this situation Wariinga continues her studies and becomes a mechanic. Moreover, she kills a Rich Old Man, who was to her what Kimeria was to Wanja. 

Also Karega, who ‘vaguely hoped for a vision of the future rooted in a critical awareness of the past’ (1977:198) began to look for answers to those questions. He made history his first interest.

It had seemed to him that history should provide the key to the present, that a study of history should help us answer certain questions: where are we now? How did we come to be where we are? How did it come about that 75 per cent of those that produce food and wealth were poor and that a small group-part of the non-producing part of the population-were wealthy? (1977:198)

Then Karega expresses his disappointment with African professors of history who instead of answering such questions, ‘made him wander purposelessly from Egypt, or Ethiopia, or Sudan, only to be checked in his pastoral wanderings by the arrival of Europeans.’ After that Karega concludes that ‘the learned ones never wanted to confront the meaning of colonialism and imperialism.’ Desperately Karega tries political science in search of explanations or even mentioning of colonialism and imperialism, but in vain: all he encounters is abstract phrases such as ‘inequality of opportunities or the ethnic balancing act of modern governments.’(1977:199)

         Moreover, he does not find imaginative literature as an exception. For the authors depicted the status quo in a correct manner; ‘they seemed able to reflect accurately the contemporary situation of fear, oppressions and deprivation: but thereafter they led him down the paths of pessimism, obscurity and mysticism’, and then asks rhetorically ‘was there no way out except cynicism? Were people helpless victims?’ The lawyer makes him know later that those professors are mere shadows to the real master whom they serve. It is the very master that ‘robs’ the people.

         The lawyers’ guidance to Karega helps him constitute his own vision of history. He envisages history as being different from poets and singers telling ‘of great past cultures’; rather it is the magnificence of people’s ‘present strife and struggles to right the wrongs that bring tears to the many and laughter only to the few’ (1977:301-2)

         This critical view of history leads us to speak of the form that Ngugi chose to write in. It was mentioned earlier that Ngugi realised that following the western tradition of novel writing (which stresses the importance of the individual and depicts him in conflict with his surrounding) means also for him making his literary endeavours impotent; they would not indeed contribute to changing society, which is after all his primary goal. Likewise he might consider adhering entirely to the traditional manner of storytelling without an act of refinement embarrassing within the academic spheres. Therefore the solution for him is a story that embodies both the past tradition of storytelling and the print modern tradition (like most African creative writers do). For instance, we note that Ngugi uses the collective pronoun ‘we’ and other collective pronouns which reflect the African traditional emphasis on society rather than individuals: ‘we can all do something to make our independence real’ (10); ‘to the amusement of us all.’(28); ‘we wanted all our former rights restored’; ‘she too had become of us.’(1977:31); …and so on.

         The sense of community is also stressed through the collective actions the characters in the novel undertake. The best illustration for that is the journey they make towards the city. Despite the fact that it was Karega that suggested it, the consent came from all people in the village.

         Characters in Devil on the Cross also act in a collective manner. This could be noted, for instance, in the journey to the Devil’s Feast in the Matatu. What is common between people inside the bus is their belonging to the underprivileged class who are striving together after freedom. Wariinga, for example, after a series of misfortunes,(1)  realised that her plight does not arise from her being a woman but is connected to a system that deprives the majority of their comfort. In the bus she meets the worker Muturi, a former Mau Mau fighter who dedicates himself now to socialism and hopes for a revolution in Kenya. She also meets Gatuiria, a composer, who aspires to help build an indigenous Kenyan cultural tradition.
       The community perspective is also noted in the mobilization of workers, students and other members of the deprived classes to overthrow capitalism and the ostentatious Nouveau riche. They resonated together: 

Come one and all 

And behold the wonderful sight

Of us chasing away the Devil

And all his disciples!

Come one and all! (1982:201)

        In the first place, the relation between history( which is usually connected to the past) and creative writing, is that the chief feature of the process of traditional myth making, which is synonymous to storytelling thus to creative writing, as Isodore Okpewho argues, is that ‘it tends to resist all constraints of time and experience to the end that it satisfies the deepest urges of people or of mankind.’
           In the Myth of the Bagre by Jack Goody (1972), for example, the writer speaks of a Ghanaian ritual wherein the griot links the past to the present by using the pronoun ‘you’ referring to the present audiences (who are listening), and the pronoun ‘we’ to refer to the ancestors who initiated this ritual:

And yet 

don’t want to farm 

you  don’t want to raise chickens.

You don’t want

to possess

the truth.

And yet 

the problems

are beyond us,

we the initiates

the first men searched in vain 

 and they went

and deceived us,

we, the living ones(qtd. in Okpewho,1983:50)

          Besides linking past and present the narration seems to be addressing the future too. For on directing one’s voice to the audience, who mostly belong to a younger generation, the narrator is expecting his didactic narration to produce a future positive behaviour from them..

          To achieve that in Petals of Blood, for instance, Ngugi uses multiple narrative voices besides flashbacks. For instance, at the outset of the novel the narration (in a detective like manner) focuses on the question about who perpetrated the crime of arson. Then Munira on his being detained for investigation moves back to the past relating how he moved to Ilmorog and how he met the other characters. Occasionally Karega, Wanja, Abdullah and Nyakinyua relate in turn their experiences. Moreover, there is an omniscient narrator who comments and relates about all characters and events. Furthermore, there is an anonymous voice whose source is never known, but which identifies with the community as in :‘Munira became one of us’ at the beginning of the novel.

          What Ngugi seems to be doing in Petals of Blood is writing a story that ‘harks back at traditional mythology’, but at the same time a story that introduces the reader to a society ‘in the actual process of realizing its desired goals with the human as well as the ideological resources at its disposal.’ Truly traditional mythology has a great role in recalling ‘the ideals on which society could draw for a meaningful self-realisation.’(Okpewho,1983:215-19);nonetheless, if that is considered as the mainstream in contemporary African literature it would lead to, in Ali Mazrui and Lupenga Mphande’s words, in Wright’s Critical Essays on Ngugi wa Thiong‘o, ‘the fossilization of oral literature’ which reminds us of the trend in Ngugi’s early works. In Petals of Blood, however, he seems to have begun ‘to use oral literature in a way that maintains its life and vibrancy.’(Wright, 2000:231.)He does so by declaring his disavowal of the useless idol-like mythic figures like Mwathi wa Mugo and his sacred compound. In an ironic tone Ngugi describes the villagers watching unbelievably the obliteration of this compound. This caricatured portrayal is made to appear as a snapshot of the annihilating of the last pockets of some old beliefs that are at odds with rationalism –the trend of modern times:

We said: it cannot be. But they still moved toward it. We said: they will be destroyed by Mwathi’s fire. Just you wait, just you wait. But the machine uprooted the hedge and then it hit the first hut and fell and we were all hush-hush, waiting for it to be blown up. Even when the Americans landed on the moon . . . we were not as sacred as when Mwathi’s place was razed to the ground. The two huts were pulled down. But where was Mwathi? There was no Mwathi. He must have vanished, we said, and we waited for his vengeance. Maybe he was never there, we said, and the elder who might have helped, Muturi, had become suddenly deaf and dumb at the sacrilege. (1977:94)

         The kind of history Ngugi wants to present is a history that embodies the Kenyans’ resistance to foreign forces which ‘goes back’, as went in the introduction of Dedan Kimathi, ‘to the 15th and 16th centuries when Kenyans and other East African people first took up arms against European colonial power’ (1976:p.vi) What Ngugi appears to be saying is that this is the very history that African professors evade talking about; besides, the master behind their voices attempt even to gag the opposing voices (like the lawyer) which try to hold debates about it.(((
         Thus for Ngugi nationalism had been adulterated when its historic elements (which answer two important questions: what really happened? And what the present disappearing or remaining traditions mean?) were either glossed over or twisted to mean what the oppressor wanted them to mean. For instance, the Mau Mau fighters were, as Ngugi argued in the introduction of Dedan Kimathi, seen by western and many African historians as criminals. But the distortion of history was followed by distorting or interpreting in a negative way every act that ‘smacks of’ resistance. For example, as advanced earlier, strikes, which could be taken as one of the faces of resistance, are declared by Ilmorog’s MP to be anti-nationalist.

            Moreover, in the aftermath of the allegorical encroachment of the city and its capitalistic values on the village life, Nyakinyua, an elder woman of the village, witnesses one more endeavour to adulterate one of the national elements that are crucial in strengthening the peasants’ ‘love of place’ thus of land. This is related to the Thengeta drinking, because it is always related to the ‘ceremony of circumcision or marriage or itwika, and after harvest.’(1977:204) 

   Realising this strong link between Thengeta and love of land, the colonials banned it. Yet in postcolonial time and with the alerting event of modern brewing of Thengeta, which reduces the resistance spirit that it used to ignite to mere escapism, Nyakinyua teaches the brewing of Thengeta to younger generations so as to reconnect them to land.

    Ngugi’s restitutive yet revisionary attempt vis-à-vis the old values and traces of his nation touches upon not only the handing down of these values from old people to younger generations, but it also points out the handover of power. He sheds light on this passing of power in his Penpoints, Gunpoints and Dreams.  Itwika, the name of this act, means literally ‘a complete break with what has gone before’ (which is, perhaps, what Ngugi is calling for as far as the act of deviating history thus of truth is concerned together with the irrationality of some beliefs); that is, the period of kinship that the Gikuyu had known before there was a revolution that brought about an egalitarian system ‘rooted in the family as the basic unit.’ The revolutionary councils of this system ‘derived their authority from below.’ This event was celebrated through a ceremony called after the name of the revolution around every twenty five years. ‘The ceremony’, Ngugi explains, ‘also marks the passing of power from one generation to another’ (Ngugi, 1998:38.) The traditional passing of power, besides its revolutionary embodiment, is, perhaps, done for the purpose of giving the nation and the values that constitute its pillars a flexible attribute; meaning, its ability to adapt to the ever changing world. Besides, younger generations, when they feel free from the domination of elders to their lives and age, would provide it with their utmost potentials which would be a strong momentum to its survival:
. . . History was a dance in a huge arena of God. You played your part, whatever your chosen part, and then you left the arena, swept aside by waves of a new step, a new movement in the dance. Other dancers, younger, brighter, more inventive came and played with greater skill, with more complicated footwork, before they too were swept aside yet a greater tide in the movement they helped to create , and other dancers were thrown up to carry the dance with even newer heights and possibilities undreamt of by an earlier generation.(1977,340)

       The age group in the novel illustrates this point very well in that Nyakinyua represents the old generation; then Munira, Abdullah and Wanja another group; Karega stands for a younger generation; Joseph for another younger one and last and not least Wanja’s expected baby.

3.2.2.1. Education and its role in resistance:
   Ngugi emphasised the role of education from his early works; this is so because most protagonists in these works are educated like Waiyaki in The River Between and Njorog in Weep Not, Child and Kehika in A Grain of Wheat . Except for Wanja, whose education had been cut short because of her being ravaged by Kimeria, the rest of the characters in Petals of Blood are all related to education in that they either teach at school like Munira and Karega, school boys like Joseph or potential ones like Wanja’s expected baby. Besides, Ngugi sketched some characters as teachers of traditions like Nyakinyua and of resistance like Abdullah.       

        The author takes pains also to show the distinction between what constitutes a good and a bad teacher.(1) For instance, Munira is the kind of instructor who fears facing reality and deepening discussions about subjects like politics. Also he shows that imagination crucial as it is in transcending the status quo is not encouraged by Munira. At one occasion, for example, when he takes his pupils in order to have them see and examine what constitutes their environment, one of the pupils goes: ‘Look. A flower with petals of blood’. (1977:21)

But Munira ‘stifles the poetry in the child’s imagination’, as D G Killam argues (99)

There is no colour called blood. What you mean is that it is red. You see? You must learn the names of the seven colours of the rainbow. Flowers are of different kinds, different colours. Now I want to each of you to pick a flower. . . Count the number of petals and pistils and show me its pollen. . . . (1977:21) 

Likewise Munira is unable to answer his pupils’ questions about important aspects of life: 

 What was a law? What was nature? Was he a man? Was he God? A law was simply a law and nature was nature. What about men and God/ Children, he told them, it’s time for a break. Man . . . law . . . God . . . nature: he had never thought deeply about these things and swore that he would never again take the children to the fields. Enclosed in the four walls he was the master, aloof, dispensing knowledge to concentration of faces looking up to him. There he could avoid being drawn in.  . . (1977:22)

         The other kind of teacher is represented by Karega who endeavours to clarify to his pupils the history of their nation. He speaks first of how ‘Mr Blackman’ was the possessor of his land before colonial time. Then he tells them about slavery when his ‘body’ was chained. But ‘seeing’, he continues, ‘that he was still fighting back’ the invaders embarked on enslaving his ‘mind and soul’ by dint of educating and converting him to Christianity, which, as mentioned earlier, was not confined to religious practices only but it meant also as Ngugi argues in Homecoming:

 [The] rejection of all the African values and rituals that held us together: it meant adopting what in effect was a debased European middle-class mode of living and behaviour. (Ngugi, 1972: 32)

Then Karega asks a rhetorical question: ‘what has Mr Blackman done to attain the true kingdom of his earth?’ And in answering the question he told them about important figures of resistance  in  history like Chaka and others like ‘Koitalel, Waiyaki, Nat Turner, Clinque, Kimathi, Cabral, Nkrumah, Nasser, Monhlane, Mathenge.’These figures for Karega were ‘radiating the same message’(1977:236-7)

         Perhaps, Karega speaks about these figures as an indication that if there are certain mythical figures to be disavowed like Mwathi wa Mugo, others like Chaka are the right archetype of resistance to be approximated and admired. The ones endowed with the powers to clarify this to common people are the educated few, the ideal guides (of society). Still not all educated people would be endowed with this ability. For some seem to have wanted all throughout to be like the coloniser thus already conditioned to ‘lose the aim.’ The ones who could carry out this ‘mission’ should be able to prolifically hark back to their past ideals in a sense that they free them from their imperfections, like irrational beliefs, that perhaps made people unable to see clearly what is wrong and what should be done to right the wrongs. Furthermore, they should be able to look at history from ‘the people’s stand point.’ This is done through creating images like the ones we encounter in Petals of Blood like the image of Nyakinyua teaching the new generation how to brew Thengeta (with its resistance implications), or the former Mau Mau fighter Abdullah taking part in the epic journey to the city, which,  allegorically, could mean conquering the city. 

3.2.2.2. Allegory in Petals of Blood 

         Allegory, according to J.A.Cuddon’s The Penguin Dictionary of Literary Terms and Theory, derives from the Greek term allegoria, ‘speaking otherwise.’ It is a story told in verse or prose with a double meaning (20) But for postcolonial theorists and writers, as James Ogude argues in Ngugi’s Novels and African History, it is being used differently or in opposition to what it used to mean. Postcolonial writers and theorists say that they have reappropriated allegory ‘as a strategy against the reconstruction of the colonised by the coloniser.’ It is so because allegory was, historically, a way of speaking for people other than Europeans-it was ‘a way of subjugating the colonised through the politics of representation.’ It is because of the challenge posed by these theories that allegory has moved to a field upon which ‘postcolonial cultures seek to contest and subvert colonialist appropriation through the production of a literary, and specifically anti-imperialist figurative opposition or textual counter-discourse.’ Thus allegory provides these writers with a means of making these inherited notions exposed to the ‘transformative power of imagination.’ By doing this, allegory would help in the production of ‘new ways of seeing history new ways of reading the world.’(Ogude, 1999:44-5)

         It could be that Ngugi seeks to transmit these new ways of interpreting history to his audience through novel writing. This is so because in order to come to a full apprehension of what Ngugi might have meant by his story one has to consider it besides its mythical resonance, in light of what allegory means to postcolonial theorists and writers. For characters in this novel do not stand only for their individual attributes but they also stand for values and ideologies. For instance, Kimeria, Nderi wa Reira, Chui and others with their cruel features as individuals, stand for capitalistic, ruthless values. They represent the dominant ideology which is meant to alienate peasants and workers from their real preoccupations and create in them, as a result, a false consciousness. On the other hand, characters who stand against those are the ones meant to expose the false ideas and images about African peasants and workers, false ideas about the history of Kenya into the ‘power of imagination’ in order to produce new images, new ways of interpreting the history of Kenya does like what Karega does when he sees that history is not songs about heroes; rather it is acts that would redeem Africans from their negative role in its arena. It is making use of what happened by shedding light on the resistance movement. In the preface of The Trial of Dedan Kimathi Ngugi states
 We agreed that the most important thing was for us to reconstruct imaginatively our history, envisioning the world of the Mau Mau and Kimathi in terms of the peasants’ and workers’ struggle before and after constitutional independence (,p.vi)

Moreover, Wanja could be meant to stand for all Kenyans. For not only women are prostituted, the exploitation of workers and peasants can also be viewed as prostitution. Karega expresses this when Munira called Wanja a prostitute:
But we do not have to heap insults on others.  We are all prostitutes, for in a world of grab and take, in a world built on a structure of inequality and injustice, in a world where some can eat while others can only toil, some can send their children to schools and others cannot, in a world where a prince, a monarch, a businessman can sit on billions . . . taken from the world’s poor, in such a world, we are all prostituted.’ (1977:240)

         Thus Munira’s violent act at the close of the novel when he sets fire to Wanja’s brothel could be interpreted as an act of liberating Kenya’s exploited people from the capitalistic and neo-colonial yoke.
           Exposing the ‘distorted’ images of Africans to the power of imagination did not seem to be sufficient for Ngugi as long as he wrote in English. Therefore, he abandoned writing in English((( and began writing novels in his local language Gikuyu. This happened, he thought, because writing in English is fraught with racist discourse about Africa and Africans, and therefore contradicts liberating the people from these images. Ngugi explains this in Moving the Centre:
An oppressor language inevitably carries racist and negative images of the conquered nation, particularly in its literature, and English is no exception (Ngugi, 1993:35)

  So instead of ‘narrating the nation’ that was decided by foreign forces in the Berlin conference in 1884, Ngugi wants to narrate the nation as his ancestors knew it, with its genuine elements. Moreover, as he explains in Ngugi wa Thiong‘o Speaks, besides its being one of the cultural attributes of pre-colonial Africa, Ngugi thinks that with the possibility of dispensing with time and space, oral narration corresponds to the mind’s functioning:

It is the oral narrative that follows the structure of the mind: at one moment, when I mention, for example, the word ‘home’ to you, even as we are talking, your mind can travel to any other location and be back here. You can travel home recover images of your mother and father, and return, while never having left! (Sander, 2006:268)

        Having said that,  Ngugi is endeavouring to inculcate his ideological frame of reference ( a state of mind which is incongruent with the status quo),which stems both from a socialist and cultural background, into his people so as to supersede another state of mind, still, but one that comes from the oppressor’s stand point. He states this clearly when he writes:

The object of the struggle is the mind of the people. In such a situation, the role of literature-progressive literature- is vital in continuing to draw pictures that correspond to the reality –particularly if they are drawn from the stand point of the majority of the people. It is very important that people in the democratic and progressive academic and literary worlds continue to create images from the people’s standpoint. (Sander, 2006:267) 

      Despite all that, nationalism constitutes a problem in Ngugi’s writings, as Wole Ogundele argues in Charles Contalupo’s Ngugi wa Thiong‘o: Texts and Contexts. For while Ngugi seems to be ‘narrating his nation’, that derives its primary sense of unity from the fact that Kenyans speak one language that is English, his writings embody a resistance to the structure of nation-state inherited from the colonial regime. Instead Ngugi narrates his natio that is the Gikuyu community. 

        Still what Kenyans and Africans in general have in common is not only the colonial language that they use in education and administration; nor is it the borders that define their nation-state (after the European way.)They also share the terrible feeling of being invaded, enslaved, oppressed, and expropriated.

         Moreover, Ngugi’s concentration on the Gikuyu community is justifiable. For if we consider that understanding one’s surrounding and society is part and parcel of understanding oneself, it would be inappropriate for one to speak of uniting himself with others when he could not distinguish himself from those he wants to unite with. Furthermore, what Ngugi seems to be trying to say is that people who are afflicted of the same predicaments are supposed to reach a consensus as to what determines their national identity and not adhere to what others(who caused their affliction) decided about  in closed conferences. Following that logic, choosing a local language as a communicative and administrative medium is the expected ultimate consensus.

            All this brings us to conclude that , having in mind Fredric Jameson’s thesis, ‘all class consciousness of whatever type is Utopian in so far as it expresses the unity of a collectivity.(Jameson,1981:291) Moreover,  utopianism and nationalism are comparable, for both relate to, in Benedict Anderson’s phrase, ‘imagined communities.’ The latter argues that people identify with a community, whose members mostly they do not see, let alone meet. ‘Yet in the minds of each lives the image of their communion’ (Anderson, 06:1990.)

Conclusion: 

        From the preceding analysis, we may say that while both Armah and Ngugi, in their respective endeavours, try to record faithful portrayals of the status quo, they attempt simultaneously to transcend or go beyond it envisaging a society, or more globally, a nation searching for ways and values, which stem from, yet, look critically at the past and head towards the future, for the fulfilment of its highest potentials. Our analysis has considered as springboard the psychology of African intellectuals whose awareness of the ‘real’ causes of the predicaments of contemporary Africa was a burden, as it were, that they transformed to artistic expression. This expression manifests, aesthetically, the novelists’ innovation in a sense that it straddles the traditional storytelling and the modern print tradition. Yet, it demonstrates the Africans’ endeavour to re-present themselves after suffering for long from being re-presented by people other than them who (intentionally and for their respective nation’s interests) painted distorted pictures of them. Endowing themselves with a responsibility to represent their communities, they set about trying to craft an ideology, a state of mind to which they aspire to supplant the prevailing invented traditions and values that constitute the western hegemony.

      Naturally, the novelists’ respective standpoints agree on several aspects, as they tend also to diverge in some other respects. In the first place, though the author’s ideologies are similar in that their departures seem to spring from their respective cultures and, meanwhile, from modern trends namely Marxism and the Judaeo-Christian cultures, they greatly differ in terms of the manner (and the tone) of exposure at the narrative level. While Armah, for instance, seems to deny any relation to Western values and claims the superiority of his ideology ‘the way’, he proves the opposite. Indeed, as we clarified earlier, Armah denies the importance of religion in Akan culture when he considered it the ‘juvenile-minded’ stuff. In actual fact, religion is central in Akan thought. Second, the ‘dichotomization’ that Armah is engaged in in his narratives is an important characteristic of the three religions, Judaism, Christianity and Islam. In this context, Ali Mazrui explains in Cultural Forces in World Politics,  that in monotheistic religions one is either for or against ‘God’, thus there is a tendency in these religions to ‘divide the human race between believers and unbelievers, between the virtuous and the sinful , between good and evil, between ‘us’ and ‘them’. Whereas in polytheistic religions (like in Africa) people are more tolerant because they are ready to accommodate additional ‘gods’. ‘So what is an extra god between friends?’ Moreover, there were scarcely any religious wars in Africa ‘before the intrusion of Islam and Christianity’. African traditional religions allowed different ethnic groups to have their own gods, ‘and divine plurality was the order of the day’ (Mazrui, 1990:13-4)

         Ngugi, however, is explicit about his being influenced by the Marxist thought. Moreover, given his Marxist ideology, he is expected to give little value if not total denial of religion. Indeed, he gave up the Christian faith in 1970. Thereafter he even changed his former Christian first name James to Ngugi wa Thiong‘o. Nonetheless, it seems that he recognises the spirit of resistance that the Bible contains by foregrounding the Hebrews.  Perhaps, what Ngugi did not like about the Christian religion is its interpretation by Europeans and by the African bourgeoisie to subordinate Africans in colonial and postcolonial Africa.

This is so for him, as he argues in Homecoming, because the evidence that an African was saved was not that he was ‘a believer in or a follower of Christ, and accepted that all men as equal’; rather the measure of his ‘Christian love and charity was in preserving the outer signs  . . . of European way of life’; the evidence lies in whether he ‘dressed as Europeans did’ or loved their ‘hymns and tunes.’ This meant that in order for an African to be a good Christian he must reject ‘all those values and rituals’ that held traditional communities together (Ngugi, 1972:31-2.) Moreover, Ngugi criticises the church’s view of the Mau Mau struggle:

The church opposed Mau Mau, but never the colonial Caesar. It saw the Mau Mau liberation movement as being savage and anti-Christian: it did not see the policies of the colonial powers, in depriving people of their land, in making them work for a pittance, in depriving them of legal rights, in having them beaten and mistreated . . . The church appeared to say: the white Caesar can do no wrong; white is good, while black is bad and wrong. (Ngugi, 1972:34)

Instead of the ‘negative’ role the church it did in colonial time and is still doing in today’s Africa, Ngugi thinks that it must ‘adapt itself in form and in content to provide a true spiritual anchor in the continuing struggle of the masses.’

To go further in this argument, at the time when he gave a paper to the Assembly of Presbyterian Church of East Africa in which he declared his abandoning of the Christian faith, he affirms that the practice of writing he does matches the Christian faith:

I am a writer. Some have even called me a religious writer. I write about people: I am interested in their hidden lives; their fears and hopes, their loves and hates, and how the very tension in their hearts affects their daily contact with other men: how, in other words, the emotional stream of the man within interacts with the social reality.

I believe that the Christian faith (or religious faith in general) is concerned with the inner lives of the people. (Ngugi, 1972:31)

 Moreover, in Petals of Blood, Munira asks his father and Rev Jerrod, who are portrayed as hypocritical Christians, to return to the true teachings of Christianity:

 Kneel down, old man, and ask the forgiveness of Christ. In heaven, in the eyes of God, there are no poor, or rich, this or that tribe; all who have repented are equal in His eyes. You too, Reverend. (341)

None the less, by drawing on some Christian images Ngugi seems to be relating the resistance and struggles of the African today, albeit loosely, to those of biblical figures and Christ in particular. For instance, Abdullah entering the city on his donkey reminds as of Jesus Christ entering Jerusalem. Besides, being a symbol of struggle and liberty, Christ, for him, should not have been crucified. For him, as shown by Wariinga’s dream in Devil on the Cross, it is the foe of struggle and liberty (like the African bourgeoisie today) that must be put on the cross:

Christ himself had always championed the cause of the Jewish masses against both the Pharisees (equivalent to our privileged bourgeoisie) and the Roman colonialists: he was in any case crucified on the orders of the Roman conquerors. One could say that if Christ had lived in Kenya in 1952, or in South Africa or Rhodesia, he would have been crucified as a Mau Mau terrorist, or a Communist. (Ngugi, 1972:34) 

       Having said all that, Armah seems to decline other cultures and ideologies just on the basis that they came from remote places. In this respect, an interview (2005) on his The Ethics of Identity, Anthony Appiah argues that 

                    Good ideas come from all sorts of places. To argue that people around the world shouldn't be taking up the notion of individuality on the basis of where the idea came from would be like arguing that Italians should give up pasta because it came from China or Christians should abandon algebra because it was invented by Muslim Arabs, or English people should reject constitutional democracy because it was invented in the United States. (Appiah, 2005)
         Another point the two novelists differ about is that while Ngugi seems at many levels to be practically involved in laying the ground for the actual realisation of his vision, Armah is content to occupy a vantage point towards the social ills in his society. For instance, Ngugi contributed to the abolition of the English department at the University of Nairobi in 1968.  Instead, there was the establishment of two departments: languages and literature.  In both departments, there was the emphasis on African languages and literature. As for the Literature Department, there was an emphasis on Caribbean and black American literature. Moreover, he was involved in the Kamiirithu theatre where there had been the performance of the play Ngaahika Ndeenda (I Will Marry When I Want). This experience, Ngugi says, has freed him from the alienation he had suffered for long:

My involvement with the people of Kamirithu had given me the sense of a new being and it had made me transcend the alienation, to which I had been condemned by years of colonial education (qtd. in Cook, 1983: 170)

Also, the shift of audience he provoked when he began writing in his people’s language Gikuyu is significant in a sense that his message could reach a wider and the right audience he had wanted to address-peasants and workers.  In doing so, he also expects feed back from the grassroots. In this respect he said commenting on how Devil on the Cross was received by his audience:

It was read on public transport and at social gatherings, such as eating places, people’s homes, and so on. (Sander, 2006:270)
       Armah’s aloofness, despite his Pan-Africanist ideas, is due perhaps to losing contact with his cultural background when he left Ghana at the age of nineteen in order to study at Harvard, unlike Ngugi who went to Leeds at the age of twenty six.

        Despite the divergence on these points, the two novelists’ works and visions agree in many respects. First, in the works discussed in this research  work, both novelists depict faithfully what they, as advanced earlier, experienced, saw or were told about. Their depiction centres mainly on the postcolonial situation in Africa which is characterised by the prevalence of the commodity culture which Armah calls ‘the gleam’ in The Beautyful Ones; also the moral decadence, the dwindling away of African indigenous cultures which resulted in the alienation of Africans, the emergence of neo-colonialism which meant simply that Western colonial rule was replaced by another colonial one, but one that is ruled by Africans. Of course these predicaments are wished away by both novelists. This dire situation stems from the extended cultural alienation of Africans from their ‘true selves.’ In parallel, there have been new traditions invented to link Africans to the west for good. Besides, through the 18th century European philosophy has been greatly responsible for the distortion of the African image. Being aware that the African situation is the result of, on the one hand, the brainwashing, as it were, that the African mind was subjected to and on the other the inculcation of a new ideology, a new discourse, a new mental state that led to his subordination or the creation of false-consciousness, both Armah and Ngugi are at pains to produce a counter discourse, a counter ideology, a counter mental state that would liberate Africans. Being aware also that following the western tradition of novel writing would not fit using art for social unity and ‘to create better social realities’, the novelists have attempted to make an amalgam of the western novel tradition and the African traditional storytelling which resists all time constraints. Thus both novelists resort to the past; for instance, Armah in The Healers and Two Thousand Seasons and Ngugi in Petals of Blood and Devil on the Cross in order to draw upon African myths, present African mythical figures as protagonists and then they put forth their vision of Africans in the actual realisation of their dream of unity (in the case of Armah) and social revolution (in the case of Ngugi). In their narrative, they both make mention of mythic figures such as Chaka, who belongs to neither the Gikuyu nor the Akan cultures. Armah seems to cling more than Ngugi to the idea of racial unity. As an instance, in Two Thousand Seasons, Armah mentions names from different African cultures: Isanusi is Zulu, Kimathi is Gikuyu, Soyinka is Yoruba and so on.
         Similarly, Ngugi mentions a number of African figures in Petals of Blood such as Kimathi, Nkrumah, but he differs from Armah in the sense that he makes mention of Nasser who belongs to the Arab race whom Armah calls the ‘predators.’ In  Marxism and African Literature edited by Georg M. Gugelberger, Peter Nazareth, in his essay entitled ‘The Second Homecoming’ attributes this to the fact that Ngugi ‘is catholic: he wants to get away from racial identity to commitment’ (Gugelberger,1985:123) 
         Furthermore, both novelists make their narrative endeavours different from the western mainstream literature in a sense that theirs are in many ways related to traditional storytelling. This could be illustrated by both novelists’ use of the pronoun ‘we’ which stresses communality more than individuality emphasised in the western novel. Pietro Deandrea argues in his Fertile Crossings, that Armah’s pervasive employment of the first plural pronoun ‘stylistically reflects the communal thrust of his collective philosophy. Kwame Gyekye, Deandrea continues, in his book(1) on the Akan philosophy, affirms the communal importance for the Akan when he stated: ‘the good is identical with the welfare of society, which is expected to include the welfare of the individual’ (Deandrea, 2002:09) Akan culture praised wealth gathering, as Basil Davidson argues in his Africa in Modern History, yet ‘the accumulation should be collective, should reinforce the lineage, should benefit the individual only as part of his collective. . . Individual greed should be discouraged, even punished. . .’ (Davidson, 1978:68)
         Yet, on abandoning writing in English, hybridization (in the sense that novelists combine traditional storytelling and modern novel genre), as it were, is made more useful with Ngugi when he shifted his attention entirely to the Kenyan audience.
Having said that and following Fredric Jameson’s analysis in The Political Unconscious, the authors’ novels are, as Levi-Strauss demonstrates in his “The Structural Analysis of Myth”, symbolic resolution of a real contradiction, a strategy of containing on the imaginary level an intolerable concrete dilemma-which is in this case class inequality, cultural alienation which resulted in the paralysis of the black race. Thus asymmetry of class and ‘racial Diaspora’ is balanced by symmetry of moieties of past traditional Africa and modern nation-states. Like the Cudaveo, Armah and Ngugi unable to solve these predicaments in a direct manner ‘began to dream it, to project it into the imaginary’ (qtd. in Jameson, 1981:78-9)

      Besides, in their resolutions at the narrative level, the novelists embody their ideologies in their stories. Armah recalls ‘the way’ of reciprocity which stresses the ethical aspects of traditional African societies which is described by Armah as lacking in contemporary Africa (as we witness in The Beautyful Ones, Fragments and Why Are We So Blest?) It is obvious in his first three novels that Armah condemns the commodity culture and the culture of individuality that Africans were ‘cursed’ with in independent African states. So the ideology of ‘the way’ which stands for moral values of integrity, reciprocity, generosity and also the sense of communality, is a state of mind that the Africans used to entertain but has been lost because of the long cultural destruction Africa has suffered. Through his narratives Armah means to remind his counterparts of the way which, as a result (of reminding them), would chase intruding ideas and images away from their mind.
 Moreover, Armah’s ‘way’, as shown in Two Thousand Seasons and The Healers, considers the black race as one and calls for its unity. 

          As for Ngugi, his ideology is a combination of the Kenyan culture and the socialist revolutionary spirit. In Petals of Blood and Devil on the Cross (after depicting the status quo characterised by the exploitation by the emergent bourgeois class of the peasants and workers; also the distortion of values, doctrines and so on) Ngugi goes back to the past to shed light on every aspect that could be useful in raising Kenyans’ consciousness as to their situation and what must be done to transcend it. He stresses the resistance movement of the Mau Mau and traces it back to the 15th century. Influenced by Fanon, he emphasises the importance of violence in bringing back the dignity of peasants and workers lost to the exploitation and oppression they are subjected to. 

           From what preceded we may say that the novelists’ ideologies are meant to contribute to the advent of ideal societies or utopias. In the case of Armah, the hope is that Africans return to their true selves in the sense they are being ethically ‘superior’ to Europeans and Arabs, and that they form a united Africa and a people living in a communalist type of organisation. As for Ngugi, the prevalent idea is that peasants and workers succeed in making a socialist revolution whereupon Kenyan peasants and workers possess the means of production and live by the true teachings of Christianity (as seen by Africans) and adhere to their cultural traditions. 

          Obviously, these ideas (the novelists’) and dreams could be seen as mere abstractions. Yet, the urge to abstraction, as A.N. Kaul describes in The American Vision: Actual and Ideal Society in Nineteenth-Century Fiction, is the result of enormous inner turbulence stimulated in man by the phenomena of the outside world; in religious aspect it is associated to a strongly transcendental touch to all notions. The function of abstraction in art is ‘to wrest the object of the external world out of its natural context’ and thus ‘to render it necessary and irrefragable to approximate it to its absolute value’ (Kaul, 1970:316-17)

          Also, the novelists’ respective visions could be accused of being mere wishful thinking. However, wishful thinking, as Karl Mannheim put it in Ideology and Utopia, has always shaped human concerns. When the imagination finds no contentment in the existing actuality, it seeks sanctuary in wishfully created places and ages. Myths, and other promises of humanistic dreams, travel romances, have been continually transforming expressions of what is lacking in actual life. (Mannheim, 1998:184)

            Nonetheless, the issues of race in Armah’s vision (and Ngugi’s to some extent), following the trend of movements such as Pan-Africanism, could be considered as unduly exaggerated and amplified. For linking race to phenomena such as neo-colonialism and the backwardness Africa undergoes is nothing more than reiterating the myth of the ‘Negro’ created by the west as Anthony Appiah argues in his In My Father’s House:

The notion of Pan-Africanism was founded on the notion of the African, which was, in turn, founded not on any cultural genuine commonality but . . . on the very European concept of the Negro. The very category of the Negro is at root a European product: for the ‘whites’ invented the Negroes in order to dominate them.’(qtd. in Johnson, 1999: 186)

Appiah explains that W.E.B. Du Bois’ conclusion in ‘‘The Conservation of Races’’ that each race has its unique ‘message’ for civilization (which implies accepting race as a classificatory notion) has kept people wondering what the mission of the Negro might be. For him (Appiah) Africa would develop only when it looks at its predicaments as human problems stemming out of a particular situation, it would develop only when Africans abandon seeking solutions in history and metaphysics and try to address practical matters within the frame of ecology, economy and politics. 
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Captives in Central Africa, 1800s 

After nearly three centuries of an active slave trade, several colonial powers outlawed the practice around the early 1800s; however, the owning of slaves was not abolished until many years later. Denmark abolished the importation of slaves in 1792. Britain followed in 1807 and the United States in 1808.
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Slave Destinations 

Most slaves transported to the Americas came from the west-central coast of Africa. Although slaves were transported throughout the Americas, the vast majority went to sugar plantations in the Caribbean islands and Brazil. These regions still have large populations of African origin.
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Slaves Packed on a Slave Ship 

Crowded, unsanitary conditions were the rule for slaves bound for the Americas on slave ships. Human cargo was often packed so tightly that it was impossible to move. The slave trade proved a lucrative business for more than 200 years. More than 10 million Africans were forcibly transported to the Americas before the importation of slaves was abolished in the United States in 1808.
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Captured Mau Mau Rebels 

Mau Mau was a secret society of Africans who wanted an end to British rule in Kenya. The movement became violent in 1952. The movement’s attacks killed more than 100 Europeans. More than 13,000 Africans lost their lives before the rebellion was crushed.
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ملخص

البحث عن مجتمع مثالي في الرواية الإفريقية:أيي كوي آرما ونڨوڨي واثينڨو

نناقش في هذه الرسالة موضوع حول أيي كوي آرمى ونڨوڨي وثينڨو كروائيين يكتبان من أجل أن يرفعا وعي مجتمعهما أو أممهما حول الخلل الذي حدث في الماضي وأحدث الظروف الاجتماعية والسياسية الغير مرضية. تتمثل هذه الظروف في الظلم على المستوى السياسي و تفكك الأنظمة الاجتماعية التقليدية لهذه المجتمعات التي كانت تعنى بالصالح العام للمجتمع أكثر من المنفعة الفردية.

ولكن هذا النظام الاجتماعي ما فتئ أن أخذ منحا آخر حيث بدأ يخطوا خطى الثقافة الغربية الحديثة التي تركز على الفرد ومنفعته أكثر من الصالح العام. بالإضافة إلى ذلك فإنها تولي اهتماما بليغا للشيئية.

يبدأ كل من الروائيين بوصف الواقع الراهن في كل من غانا و كينيا على التوالي. وكل بطريقته يعبر الكاتبين عن انعزالهما عن هذا الواقع ليتصورا رؤية لمجتمع مثالي أين تعطى فيه الأولوية العظمى للمجتمع وتماسكه. هذه الرؤية تستمد جوهرها من أيديولوجيتي الكاتبين التي تمت بالصلة بالفكر والثقافة التقليديتين(الأكان بالنسبة لارما و الڨيكويو بالنسبة لنڨوڨي) والفلسفة الغربية الحديثة. إلى أن أرما  ينفرد بإنكاره التام لأي تأثير ايجابي للثقافة الغربية على مجتمعه.

من المكن اعتبار أيديولوجية أرما'الطريقة' كصوت مضاد للأيديولوجية الغربية المهيمنة التي سماها أرما 'البريق' في روايته الجميلين لم يولدوا بعد.أما عن نڨوڨي فيجمع في أيديولوجيته بين الثقافة التقليدية التي تدعوا للتثبت بالأرض وكذلك الفلسفة الغربية الماركسية والتي يظنها نڨوڨي من الممكن أن تتوافق مع روح المجتمع التقليدي الإفريقي. 

على المستوى القصصي، يمكن اعتبار القصص عند أرما و نڨوڨي، بسبب فن الرواية والذي يتوسط عندهما بين ثقافة الطباعة و الثقافة الشفوية، وإذا ا تبعنا تحليل فريدريك جيمسن في كتابه اللاشعور السياسي ، كمحاولة لإيجاد حلول لمتناقضات موجودة في النظام الاجتماعي في إفريقيا. إن قصصهم يقاوم وفي نفس الوقت يستفيد من الشكل الغربي للقصص.

وإذا اتبعنا ما جاء في كتاب كارل مانهيم الأيديولوجية و الطوبوية فإننا نخلص بأن كل ما هو أيديولوجي هو بالضروري طوبوي لأنه لا يتوافق مع ما هو كائن. كذلك لان هذه الأيديولوجيات تتضمن تصور لما يجب أن تكون عليه حال المجمعات الإفريقية.

من الرغم أن الوصف الذي يقدمه أرما حول الواقع الراهن في رواياته الأولى الجميلين لم يولدوا بعد و شظايا و لماذا نحن جدّ مباركون؟ يعطينا الإحساس بالكدر إلى أن رواياته الأخيرة تتضمن محاولة لتفسير و تحليل الوضع الإفريقي و سيكولوجية الأفارقة.

في ألفين فصل و الشافون على المستويين القصصي و الأيديولوجي يقوم أرما بوصف الحكمة الموجودة في ثقافة الرعيل الأول وكذلك توليد قيم جديدة متضمنة في أيديولوجيته' الطريقة'. 

يتبنى نڨوڨي طرحا مماثلا لارما حيث يقوم في كل من سبلات من دم و شيطان على الصليب بوصف الواقع الراهن في كينيا و يقوم في الوقت ذاته بتحليل الأسباب التي أدت لذلك.في الآن ذاته يقوم الكاتب،  معتمدا على ثقافة مجتمع الڨيكويو(مركزا خاصة على ثقافة المقاومة) و معتمدا كذلك على  الماركسية كأيديولوجية،بوصف شخصيات تقوم برفع وعي أترابهم من المواطنين بضرورة البلوغ بأمتهم إلى مثاليات أمة كينية متماسكة.  
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(1) Hereafter referred to as The Beautyful Ones


((( Maji Maji Uprising, native rebellion against colonial rule in German East Africa (now Tanzania) in 1905-1907. The immediate cause of the uprising was a government-instituted program of cotton culture, to which black farmers objected, but the underlying reason was a general resentment of harsh colonial policies that included forced labour and ruthless tax collection. The rebellion began in July 1905 in the hill country south and west of Dar es Salaam. The rebellion was religiously sanctioned by the distribution of special water, maji, believed to render the warriors immune to gunfire, and spread quickly. The German authorities were unprepared for the conflict and, besides military action, finally resorted to scorched-earth tactics to crush the rebellion. Some 70,000 Africans perished in the uprising. ( "Maji Maji Uprising." Microsoft® Student 2007 [DVD]. Redmond, WA: Microsoft Corporation, 2006.)





(1) In the Akan mythology the Kwaku Anansi, a storyteller, also called the trickster, tried to hoard of all the world wisdom in a calabash. In the end he released it when he realised the futility of his attempt. Another Ashanti story tells of the Anansi’s approach to the God of Sky, Nyame when requested him to make him King of All Stories. He was made so after he was asked to bring the Jaguar. In the end he was endowed the title when he managed to trick the Jaguar. Anansi’s stories are known as the Anansesem. The tricks wherein the Anansi is involved are considered as ‘rule-breaking’ in terms of the rules of god or nature. (see web link Wikipedia. The Anansi.) Moreover, ‘a great part of the Negroes,’as Henry Louis Gate argues in his The Signifying Monkey, believe that man was made by Anansie.’(Louis Gate,1988:141) In his unpublished doctorate dissertation The Signifying Ananse and the Quest for Literary Tradition in Ayi Kwei Armah’s Fiction, Riche, Boutheldja examines Ayi Kwei Armah’s fiction in the light of the Akan traditional storyteller the trickster or the Anansi. The latter, as Riche argues, is someone who wins his reputation as a taboo-breaker so much so that he seems to operate in a context that lacks reference. He further argues that the Anansi figure revolts against the rigidity of traditions. Also Riche shows the resonance of the traditional Anansi figure in Armah’s fiction. (Riche,1998:15-6) 


� This was after Anan had introduced a kind of tube that he made for breathing under water. Armah might be suggesting here that Anan could have been one of the African innovators (that is technology in its modern shape was on its way to emerge in Africa) if there had not been an intrusion of Arabs and Europeans.


 


(1) Ababio who has tended Densu since his childhood asks Densu to fight furiously in the games so as to defeat the would be king. This implies that Densu would be the king.Ababio’s argument is that there is no way trying to resist the white man for he is overwhelmingly strong and any one standing in his way would be swept away. So it would be much safer to take the side of the strong.


� After being cured by the healers Asamoa Nkwanta finds out that his true self is calling him to fight the intruding British forces.


(1) Armah criticises in Fragments the African elites who, because of their desire to identify with the European culture, dislike any mentioning of African history and culture. Besides, some of them flatter their former coloniser.Ashante Smith in Fragments is said to be a caricature of Kofi Awoonor and Akousa Russel of Efua Sutherland.(Wright,1992:224)


((( Although Foucault thinks that power is not in the hands of anybody, that individuals are the vehicles of power rather than its point of application, he considers that it is knowledge that determines what can be done to whom, and by whom. This implies that power which is the field where meanings and ideas are generated could be used by some people to attain a certain goal, which is in some cases repressing some other people to stay in power.( McAuley,2003:54)


(1) Jean-Marc Ela’s book quoted from was entitled My Faith as an African (1989) 


(1) Wariinga, was used, abused and abandoned by the rich old man of Ngorika. She was to attempt suicide had it not been for the intervention of Munti who saved her. After delivering her baby she was able to continue her secretarial studies and find a job in Champion Construction Company. But she lost her job because she declined her boss Kihara’s advances. Again her undergraduate friend, John Kinwana, jilted her after accusing her of being Kihara’s mistress. Moreover, she was fired from her one-room apartment because of not being able to pay the rent.


((( In Ngugi  wa Thiong‘o Speaks Ngugi (1989) says that there were two opposed sides in Kenya concerning the Mau Mau resistance movement both in the colonial and the neo-colonial period. The first side was for the movement and the other was against it. An example of the second group was president Moi, ‘who in 1954 at the height of the Mau Mau struggle, was appointed to the colonial settler legislature. Ngugi adds that the Kenyan army ‘has been brought up in the traditional anti-people practices inherited from colonialism, and which continue to the present’. For the Kenyan army is a continuation of the King’s African Rifles which were used against the Mau Mau armed forces. Moreover, in 1984 President Moi banned the debate on the Mau Mau struggle at the time when it ‘became very heated.’ In addition to that, there was the imprisonment of the historian Maina wa Kinyatti for six-and-a- half years. After his release he was sent to exile. (Sander,2006:264)


(1)    As argued in Patrick William’s Ngugi wa Thiong ‘o , providing huge information from Ngugi is considered by some critics like Maughan Brown as reducing art to polemics ( William,1999:167). But it is worth considering that art in African societies besides its creative and aesthetic feature, (see Isodore Okpewho Myth in Africa, 1983) is also functional; its function is to bring people together and to maintain the past heritage. Providing information at this scale could be said to be justified in that the more the information the better the understanding of issues and stakes related to the regress Africa undergoes from.


(((  After the performance of his play Ngaahika Ndeenda (I Will Marry When I Want) in 1977, Ngugi was detained by Moi’s government for a year without trial. During his detention period he wrote his first novel in Gikuyu Caitaani Mutharabaini (Devil on the Cross.) A His next novel in Gikuyu was Matigari (1983), and his last one was A Wizard of the Crow (2006)


(1) The title of his book is An Essay on African Philosophical Thought: The Akan  Conceptual Scheme (1987)
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