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ABSTRACT

Repetition and pun are prominent tropes in Yoruba literary genres. Studies have shown
that literary tropes have been given independent treatment in Yoruba stylistic studies with
specific attention to their aesthetic relevance. However, not many studies abound on
comparative analysis of Yoruba literary tropes. This study was, therefore, designed to
compare repetition and pun in Yorubd literary genres, with a view to interrogating their
interplay, relationship with other tropes and stylistic effects.

Ferdinand de Saussure’s Structuralism and Inkelas Sharon and Zoll Cheryl’s
Morphological Doubling Theory were adopted as framework. The interpretive design
was used. Yoruba oral genres (Owe, 0f0, alo, oriki and ese ifd) and written texts (Wandé
Abimbola's Jjinle Ohim Enu Ifi Apd kin-in ni ati Apd keji, Qlatandé Qlatanji’s Ewi
Adébdyo Faléti, Akinwumi 1s0la’s Afaimo, Faléti’s Basorun Gda, Akinwumi Isola’s
Fabu, Suléménu Raji’s Ewi Awise Yorubd: Aydjo and Durd Adéléke’s Aso Igha) were
purposively selected for being replete with repetition and pun. Data were subjected to
content and linguistic analyses.

Repetition and pun are two tropes that are central to most Yoruba oral genres like ese ifd,
oriki, ofo, owe and alp. Repetitions occur in layers, from the phonological, morpho-
syntactic, phrasal, lexico-structural, semantic to inter-textual. The morpho-syntactic
repetition in Yoruba poetic genres occurs along both syntagmatic and paradigmatic axes.
Puns occur at phonological, morphological, syntactic, polysemic and homophonic layers.
In ese ifa, repetition and pun interplay to perform thematic and effect-based functions.
They reveal the client's disposition to ifa's instruction either positively or negatively.
When it is positive (O gbo ririi ebo, 6 r11), it results in joy, happiness and peace; when it
is negative (O pawo lékéé, 6 pési 161¢), it results in depression, chaos, disappointment
and failure. In ofo, before the magical potency is exhibited, the invocation has to be
repeated three to seven times. Repetition and pun comparatively exhibit context
dependency and semantic manipulations. In [rosun Méji, ‘dayé’ has polysemic meanings
‘da’ (defeat) ‘aye’ or ‘dé’ (come into) ‘aye’. Both are compressed through elision and
contraction as daye. Repetition and pun generate other tropes like onomatopoeic and
phono-aesthetic ideophones. Their stylistic functions include compounding, sound
referencing, and tonemic foregrounding. Ideophones draw materials from qualifiers like
buruku and buruku in Ifa, enire and enire in ‘omo enire, omo enire’ (oriki); and adverbs
such as ko-koo-ko in ‘ko-koo-ko lad ranfd aditi’ (owe) and gbangbdlakd and
gbangbalaka in‘idi alg mi gbangbdldka, idi alo mi gbangbalaka’ (alg). The by-products
of parallelism as a subset of repetition include structural equivalence, lexical matching
and tonal counterpoint; and the linguistic output resulted in semantic repetition, as in ‘gjo
kan la 6 maa joyin, 0jo kan la 6 maa jado’, where ‘oyin’ and ‘ado’ are near synonyms.

Repetition and pun are two indispensable devices in Yoruba literary genres whose
relationship with other tropes is essential for literary creation and appreciation in the
language.

Keyword:  Repetition and pun, Yoruba literary tropes, Stylistic interplay

Word count: 460
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CHAPTER ONE
1.1 Background to the study

What is it about language that makes for the difference between ordinary and
literary? The pertinent answer says something about images and the quality of their
representation. Language becomes literary when words are like images, especially the
language of poetry which has the following characteristics:

(1) its meaning is often ambiguous and elusive,

(i1) it sometimes deviateS from the conventional rules of grammar,

(iii)) it exhibits peculiar sound structure,

(iv) it is arranged in metrical lines and often reveals foregrounded pattern in

its sounds, vocabulary, grammar or syntax; and

v) it frequently contains indirect references (allusion) to other texts.

All these qualities afford such writings or utterances that contain them the status of being
called poetic or literary writings.

In this work, we would not refer to only conversation and its context as discourse
but also written texts between writer and his reader. Cater and Simpson (1995:155) say
that discourse in its broad sense includes text, as being commonly used by linguists to
refer to a complete stretch of language either spoken or written with clearly discernible
social or cultural function. So, conversation, sermon, poem or advertisement can also be
seen as texts. Ordinarily, analysis denotes interpretation based on the intrinsic linguistic
properties of the text without considering the contextual factors. The term “discourse” is
used when analysis is concerned with both linguistic features (text) and non-linguistic
aspects such as extra-textual context of communication in which the language event is
situated. So, discourse, text and context are seen as interacting generators of meaning in
literary work.

From the foregoing, it is obvious that the two terms “text” and “discourse” are
not always easily distinguishable and are often used synonymously. In a similar sense,
the term text and textual analysis can be interchangeably used with discourse and
discourse analysis. So in this study, the two terms are used interchangeably as occasions
serve.

According to Verdonk (2002), there are two types of contexts: linguistic context
and non-linguistic context. Linguistic context refers to the surrounding features of
language inside a text like the typography, sounds, words, phrases and sentences, which

are relevant to the interpretation of other such linguistic elements. The non-linguistic



context is a much more complex notion since it may include any number of text-external
features influencing the language and style of a text. Such features include: the
readership type; the expectation of the writer on the reader’s knowledge; anxiety; the
writer’s creative talents, attitudes and beliefs; the writer’s expectation that any allusion
would be picked up by the readers; and lastly, the writer’s assumption that readers have a
general knowledge of social function and stylistic conventions of the language used in
the text.

The first significant work on linguistic text and context was done by Austin
(1975). It is Austin that the first systematic attempt to formally and clearly pin-point the
shortcomings of formal semantics in the analysis of meaning in language was attributed
to. According to him, there is quite often something which lies beyond the superficial
contextless meaning of words, which will give us a more complete picture of meaning in
language. He calls this the “performative”, which refers to some kind of action which is
deemed to have been performed by saying something.

The performative is contrasted with the “constative”, which refers to meaning
which is viewed in truth-conditional terms, and which has been the traditional concern of
philosophical semantics. What Austin initiated in the analysis of language, was the
disjunction between the formal and functional (or preferably perhaps, performative)
approaches to the analysis of meaning. In the statement:

“T6 ba j¢ émi niwo, n ko nii sorg”
‘If I were you, [ wouldn't talk’
The statement has the congruent force of an imperative: ‘Ma sgro!’('Don'talk!)'.

From the perspective of speech act theory however, viewing the clause ‘To6 ba j¢
émi niwo, n ko nii sorg” (If I were you, I would not talk) as a declarative, is to view it in
constative terms, whereas the performative approach will view the statement as having
the force of a command, warning, and not merely a statement of fact.

Linguists, especially the formalists, hold the view that meaning should be
analysed within language, and not in relation to any extra-linguistic contexts. Study of
meaning within context plays a very important role in this study because of the
differences between standard language and literary or poetic discourse which is the focal
point of the analysis in this work. Context however, is something difficult to pin-down.
Although the contexts of the language of literary works appear to be in the text alone,

this may not always be the case, and the understanding of literary works may be



dependent on cultural contexts which cannot be found in the text as earlier noted. The
contexts of meaning in literary works may, in effect, be more elusive than those of
spontaneous speech. Other features which may either be scanty or absent in written
literary texts are the paralinguistic elements or indicators, which may help us to
disambiguate or clarify the exact meanings of some texts.

One reason for trying to look at paralinguistic and extra-linguistic clues in order
to put meaning in context has to do with the attempt to get at the intended meaning of an
utterance or a written text. This is a dominant consideration of some approaches in
pragmatics, especially in the analysis of speech acts and implicatures — a term described
by Grice (1975) to account for what the hearer can imply, suggest or mean as distinct
from what the speaker literally says. He suggested that listeners will use the following
sources of evidence in working out the implicature:

1. The conventional meaning of the words used, together with the identity of any
references involved.

2. The cooperative principle or maxims.

3. The context, linguistic and non-linguistic of the utterance.

4. Other items of background knowledge (shared knowledge).

However, one may face serious linguistic difficulties in trying to arrive at the
exact meaning of a text. The intended meaning may not have been realised in the text.
More importantly, the intended meaning may not be realised in the minds of the
addressees or, as in the case of literary works, in the minds of the interpreters or readers
of the text. In this regard, authorial intention may be a problem in literary criticism,
especially where there is a disjunction between intended and realised meanings. Some
literary critics have labelled the attempt to arrive at the intention of the author the
intentional fallacy, notwithstanding, this present study holds that the attempt to do a text-
context based analysis of meaning to detect authorial intention is not an
unaccomplishable task, when it is practicable to analyse a character's or narrator's
intention(s) in the pragmatic analysis of a literary work. One may not bother about
completely invisible intentions, but one analyses those intentions which are at least
apparent or manifested from the contexts available from the text or suggested by the text.

All the foregoing lends credence to the complexity of analysing meaning(s) in
literary works. Reason for this is not far-fetched. Literature is a discourse that demands
special composition. The components are specially selected, critical and examined; the

structuring is also special to show aesthetic relevance which literary work sets to portray



— a feature that distinguishes literature from day to day conversational discourse (Olateju,
1989). Though the process of inferencing in discourse may be the same for literary and
non-literary texts, for in either case, we have to bring about an interaction between the
semantic meanings of the linguistic items of the text and the meanings these items take
on in a context of use; however, the nature of the context of literary discourse is quite
different from that of non-literary discourse in that it is dissociated from the immediacy
of social contact, that is to say, literary context is not a general or common phenomenon
to all the language users. Whereas non-literary text makes a connection with the context
of our everyday social practice, the literary text does not, it is self-enclosed. Some of the
elements that constitute the differentia specifica between ordinary discourse and literary
discourses are the concern of this research with particular focus on and reference to
repetition and pun.

Linguistic investigations into literary arts are gaining a lot of ground worldwide.
Yoruba literary art is not exempted from this new tide. A lot of works abound on both
literary and linguistic appreciations of Yoruba literary arts. Ogtnyemi (1998) observed
that so far, stylistic analysis of Yoruba texts have been following unsystematic approach
due to the mono-directional focus of the existing works, that is, the use of language at the
neglect of the much needed aspect of analysis which he tagged substance. Works like
Babalol4 (1966), Abimbgla (1970), Qlabimtan (1974), Y4i (1976), Isola (1978), Qlabodé
(1981), Ogandgji (1982), Oganyemi (1983) and Ilésanmi (1985) were used to justify his
claim that many of these works only contain references to stylistic features and devices
in some specific Yoruba literary genres.

Oglinyemi’s endeavour of (1998) which he claimed opened a new dimension in
Yoruba stylistics study (the linguistic features and components) is still inadequate. This is
because of all the Yoruba literary genres, drama, which happened to be the focus of his
work, is the closest to our day-to-day conversational style, so the genre does not exhibit
enough poetic features for stylistic analysis unless the work is aesthetico-didactic
centered like the works of artists like Adébayd Faléti, Akinwumi Isola and Qladéjo
Okédiji.

Not only this, there are pioneer works on linguistic study of Yoruba literary arts.
The works of Qlabodé (1981), Olateju (1989) and (1998) were basically linguistic study
of Yoruba literary arts. Qlatéju (2004) supports this when he cited other linguistic based
Yoruba literary analysis like Famakinwa (1983) who employed formalism in her

discussion of Yoruba poetry; Owolabi (1992) who applied transformational grammar to



some selected Yoruba sample texts and Bamisilé (1992) Ajayi (1995) who both applied
the Integrated Theory of Text-Linguistics to Yoruba drama and Qfo respectively. This
shows that application of linguistic models to literary analysis is gaining ground in
Yoruba studies. The works are quite significant and relevant in the linguistics analysis of
Yoruba literary arts.

Majority of the available works are based on face value (context within content or
text-internal) interpretations. Even the ones that adopted extra-textual approach are based
on socio-historical view; that is, the social phenomenon and the stories that surround the
production or creation of texts. Using Grician term, this study holds that locutor’s
intention is encapsulated in the locutions and that there is a force behind locutions called
illocutionary force. It is this illocutionary force that helps the perlocutor to decipher the
locutor’s (speaker’s) intention which eventually aid correct interpretations. Having
noticed that despite the amount of scholarly works on interpretive analyses of Yoruba
oral and written literary genres, some vacuums are still left unfilled, one of which this
study aims at filling. The work reveals the fact that despite the obscurity or complexity
that are apparent in most of the Yoruba literary tropes, the texts themselves produce
veritable sources of understanding why and how they are used at a particular point in
time. As a Yoruba adage says: “Ohun ti a 1 wa lg si S0koto, 6 n be 1apo sokoto”. This
shows that clues to the intended meanings of Yorubd literary tropes that we seem to
search elsewhere are already encapsulated in the texts themselves.

The question that readily comes to our mind is “How do we detect the clues?
Answer to this question is one of the major preoccupations of this study. At the end of
this endeavour, it is believed that this study would provide the opportunity to appreciate
language as a social tool in the process of making, decoding and negotiating meanings in
Yoruba literary writings. Moreover, the study would offer some useful insights to
teachers and learners of Yoruba language and literature who aspire to understand better
the creative processes of language use in Yoruba literature.

In a study of this nature where there is a generous use of poetic language, such
language may pose a challenge to translators and non-native speakers who might be
interested in reading or studying the work; and who have no idea that poetic language
may differ a great deal from the normal language structure. In most discourse, people do
not always speak the way they write, they tend to break many grammatical rules as they

try to sound natural in their way of expressing themselves. In view of this, our data are



translated into English language considering poetic language within the context of use, to
be able to bring out the intended effect and maintain the naturalness of equivalent effect.
Since the focus of this work is to identify and establish the level of interplay
between two devices in Yoruba literary arts, the data for this work are in Yoruba
language; and in order to make the ideas of the Yoruba texts in the work accessible to
none Yoruba native readers, a communicative translation method which, according to
Peter Newmark (1987), aims at providing the reader of a Target Language with the ideas
expressed in the Source Language text, is done. We consider poetic language within the
context of use and compensate them, where necessary, to avoid its loss and purpose in
the original text in order to bring out the equivalence effect. Where the style of a text is
so crucial to its meaning, semantic translation, which is usually faithful to the form or
style of the source language text, is adopted. In translating some of the humourous puns,
the study employs, very often, the literary or word-for-word translation technique. The
translation of Yoruba texts in our data may sound awkward or colloquial or even
unacceptable in English where attempts are made to preserve their local colour.
Notwithstanding, it should be seen as an attempt to protect the literary nature of or the

literariness in the texts.

1.2 Statement of the problem

Works abound on both literary and linguistic appreciations of Yoruba literary arts
but not much has been done on comparative study of stylistic devices. Focus is only on
poetic notions like metaphor or alliteration, and other aesthetically pleasing aspects of
language. By this, the Yoruba literary devices have not been given enough stylistic
consideration. This is evident from the fact that scholars like Abimbola (1970), Babalola
(1975), Olatunji (1984), Ogunyemi (2009) worked on these genres as they manifest in
different Yoruba poetic types with focus on their aesthetic relevance. Since there has not
been much work on comparative study of these devices to detect the formal congruity or
intrinsic interplay between or among various tropes as they are used in Yoruba literature.
This work shares the opinion of Sperber & Wilson (1995) that if phenomena such as
repetition and pun are to fall under the umbrella of style as they are being regarded, one
has to take a view of style that is embedded within an appropriate view of
communication which reflects that we do more than communicating propositions.

Why should poets choose to pun and repeat concrete sounds or abstract structures

when conveying their poetic messages? After all, it would seem that repetition tends to



slow down comprehension and pun exhibits a lot of ambiguities that impairs
comprehension. To decipher the essence of their usage requires greater cognitive effort.
The key to understanding the rationale behind these poetic devices is the ability to
examine both text-internal and text-external phenomena. Interlocutors communicate on
the assumption that what is being said is relevant in the context. But how things are said
is also relevant as poets create patterns for pragmatic and communicative reasons
(Ribeiro, 2013). These poetic devices also promote affective states, which cannot be
reduced to cognitive ones alone.

Not only these, Jackson (2016) citing Aitchison (1994) says, repetition as a term
is applied to a number of phenomena that have little in common from the point of view
of form, interpretation or effects. Terms like reduplication, imitation, echolalia,
stuttering, reduplication and reiteration are always tagged as repetition. They are often
lumped together without consideration of speakers’ intentions, the nature of
communication, or the division of labour between linguistic encoding and decoding, and
pragmatic inference. The concern of this study here therefore is the lumping or non-
distinction of special distinguishing characteristic features of these repetition types in
line with the speaker’s intention. Also, while repetitions are associated with emphasis, or
intensification, or both, pun is associated with ambiguity and humour. How are these
determined? Or what gives these impressions? This work intends to express the stylistic
processes that aid correct interpretations of stylistic intended repetitions and puns as used
by artists in Yoruba literary genres. In Traditional Grammar (TG) approach term, the
study will explore the Deep Structure (DS) of what has led to the Surface Structure (SS)
often studied by the earlier scholars on repetition and pun with a view to bringing out

their intrinsic stylistic qualities and level of interplay between the two tropes.

1.3 Aim and Objectives of the Study

The aim of this study is to explore the pragmatic processes of meaning making
within repetition and pun as Yoruba literary tropes. The essence is to do a comparative
study of the two tropes with a view to interrogating the level of interplay between them.
Specifically, the study intends to achieve these objectives:
1. To examine and compare repetition and pun in Yoruba literary genres
2. To investigate their interplay, relationship and stylistic effects with other tropes.

3. To uncover the stylo-linguistic features in repetition and pun



1.4 Research Questions
The following questions are central to the present study. They form the nucleus

of what the research work is all about. Answers to them are what this study sets out to
investigate. The questions are:

1. How does repetition and pun enhance foregrounding in Yoruba literary arts?

2. What types of repetition and pun can be accounted for in Yoruba literary texts?

3. Are there any stylo-linguistic qualities that join repetition and pun together?

4. Of what relevance is Morpho-semantic analysis to our understanding of repetition

and pun in Yoruba literary arts?

e

Are repetition and pun related in anyway?

6. Do these tropes relate at all with other tropes?

1.5 Justification and scope of the Study

This study is an exploration of the relationship between text and meaning within
the general domain of pragmatics. Within pragmatic stylistics and in some other areas of
linguistics in general, Jackson (2016) notes that modern stylistics appears to still be
heavily concerned with the literary in some respects, focusing on poetic notions like
metaphor or alliteration, and other aesthetically pleasing aspects of language. This study
observes that Yoruba stylistic studies are not exempted from this fact as it observes that
repetition and pun in Yorubd literary devices are understudied and under-understood.
This is evident from the fact that scholars like Abimbola (1970), Babalola (1975),
Olatanji (1984), Oglinyemi (2009) among others work on them, they all worked on these
genres as they manifest in different Yoruba poetic types with focus on their aesthetic
relevance in the poetic types where they occurred. Olat¢ju (1989) also in his structuralist
approach to sound pattern in Yorubd literary discourse (that is how sounds constitute
meanings) took discourse as the object of study, and aim to show how properties of
discourse explain how it is understood.

Adégbité (1991) also observes that much work has been done in Yoruba studies,
yet much is still left to be done. He said that descriptive studies on Yoruba seem to have
favoured either purely sociological or formal linguistic description or the literary
criticism of Yoruba literary texts; while the analysis and description of the form-
meaning-message-use relationship in texts appeared to have received little attention from
scholars. Since one major way of integrating language and literature in Yoruba studies is

to concentrate on stylistics and sociolinguistics of texts in order to observe the linguistic,



literary and socio-situational features in them, there is need for recent researchers to
concentrate more on this area of study.

In line with the above, several works have been on ground showing different
perspectives of study in Yoruba literature. For instance, QOladeji (1980) did a comparative
stylistic work on two poems from different cultures of English and Yoruba viz. The
Passing of Arthur by Alfred Lord Tennyson and Adébimpé Ojédokun by Adébayo Faléti.
Olabodé (1981) also contributed to Yoruba stylistics in his doctorate thesis on the
semantic bases of metaphors and related tropes in Yoruba; Qyadeyi (1982) examined the
poetry of Akibu Alarapé, a work that examined an individual as a poet while Qlatéju
(1984) also examined the application of formulaic theory to the study of Yoruba oral
poetry. Olatéju (1989) further attempted a structuralist study of sound patterns in Yoruba
poetic discourse, while Folorunso (1998) researched into a sociological study of Yoruba
written poetry between 1949 and 1989. Not only these, a wide range of oral literature in
Yoruba language have been researched into and documented (Abimbgla 1976 & 1977,
Ajayi 1995, Babalola 1976, Bascom 1969, Faméakinwa 1983, Isola 1975, Qlajubu 1970,
Yai 1976, Yemitan 1963).

Going through the above studies, one would discover that some vacuum are still
yet to be filled in the area of stylistic analysis of Yoruba literature. A lot of Yoruba
literary pieces written and oral, have sprung up that call for stylistic studies. Apart from
this, we need to observe and understand that Yoruba as a dynamic language provides a
fertile ground for research work. The language encapsulates superabundance of oral
literature and history of several generations of the Yoruba people yet to be explored and
recorded. Therefore, a scholar researching into Yoruba has an open field before him to
inquire and explore the language for facts and thoughts to be recorded for posterity.
Little wonder why Adégbit¢ (1991) noted that exploration in Yoruba language and
literature need not be limited to mere collection and recording of types of oral literature
with notes explaining obscure expressions. Researches should also involve detailed
description and analyses, exposition and criticism of any member of the constituents of
Yoruba studies such as Yoruba language, Yoruba literature, Yoruba life and thoughts.
While a lot of works have been done on certain aspects of the above constituents, some
areas are yet to enjoy thorough and adequate researches. For instance, it is not certain
whether any comparative study of literary devices has ever been carried out on Yoruba

literary genres. It is believed that any work geared towards this goal will definitely enrich



and develop Yoruba literary and linguistic studies. The works of Qlabodé (1981),
Olatanji (1984), Olat¢ju (1984 and 1989), Adégbit¢ (1991) and Olas¢hindé (1999)
attempted stylistic study (linguistic and literary) of Yorubéd poetic discourse without
showing any comparison between two devices vis-a-vis Yoruba literary discourse. This
study, therefore, attempts a comparative stylistic study of two poetic devices, repetition
and pun in Yoruba written and oral literature.

The need to investigate authorial intentions for using tropes in Yoruba literary
discourse and the interrelatedness or interplay between or among the tropes also becomes
necessary as this study believes it would extend the field of semantics in general and also
aid better understanding of literary works in totality for proper placement of meanings
and for reliable criticism or interpretation. This work, therefore, chose repetition and pun
in Yoruba literature for investigation. Not only this, the interplay between these elements
would be well understood. It will also shed more light on how and why artists use
language the way they do with particular reference to the two tropes under study.
Pedagogically, students of both Yorubéd language and literature would be sensitized to
some of the features that characterize each of the tropes treated in this study, so that
reading comprehension will be enhanced; they would also learn additional reading
strategy that goes beyond the given information. In this area, not much has been done to
explore distinctive or convergence points between or among literary tropes. This study
not only contributes to the linguistic studies but also to the ever-growing investigations
on literature at large, as it opens a new field of study in literary investigation.

This study, therefore, explores various points of interplay between the two chosen
poetic devices (repetition and pun) in Yoruba literature with a view to contributing to the
existing knowledge and mark a new place in the field of stylistics in Yoruba studies,
especially as it focuses a new area of study in Yoruba literary study.

The creative works that would be directly involved in this study shall be Yoruba
literary genres that contain the subjects of the study; this shall include poetry, prose and
drama, oral and written. This, without any doubt, will afford the researcher the
opportunity to have open-ended source or field where data for the study shall be drawn.
Actually one would have expected the research of this kind to be delimited to a particular
genre, especially poetry (oral or/and written) because the language of poetry is always
examined and critical which accounts for the flamboyance of linguistic aesthetics in

poetry; but a critical study of other genres of Yoruba literature revealed the occurrence of
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similar style. Therefore, since this study is a kind of comparative study of repetition and
pun with a view to determining the interplay between them in Yoruba literary genres, no
aspect can be justifiably neglected.

In addition to the above fact, various literary techniques, terms and elements
abound in Yoruba literature such as: simile, metaphor, synecdoche, oxymoron,
euphemism, personification, among others. In the preparation of literary work, it is
noteworthy to observe that authors employ these techniques and elements to embellish
their artistic creation. Most of the times, these elements form or constitute the driving
forces that make the audience or readers share parts of the author’s linguistic and artistic
experience. This according to Grice (1975) and Ogiinyemi (1998) is made possible by
the sharing of the same linguistic and cultural codes by the author and his readers or
audience as the case may be. Among the numerous devices used in creating literariness
in literature, this study shall not go beyond the analysis of repetition and pun together
with other related tropes that may suffice, with a view to establishing the level of

interplay between the two tropes.

1.6 Definition of Terms

Pun:- The word “pun” comes from a Latin word “paronomasia”, which means a
humorous play on words. It is a form of wordplay which suggests two or more meanings
by exploiting multiple meanings of words, of similar sounding words, for an intended
humourous or rhetorical effect. It is a device that involves a deliberate exploitation of
ambiguity in similar words or phrases for rhetorical effect, and it is always stylistically
mmotivated (Giorgadze, 2014:272). There exists a literal meaning and an implied
meaning in a pun. Pun has two main characteristics, namely ambiguity and double
context. Apart from polysemy, pun includes phenomena such as homophony and
homography. It is avoided as much as possible in our daily communication because of its
ambiguous nature. It is an effective way to gain the attention or arouse the interest of the
audience during communication.

Repetition:- It is an umbrella term for reduplication. It is sometimes used
interchangeably with reduplication. Repetition implies repeating sounds, words, clauses
and expressions in a certain succession in order to provide emphasis. It is regarded as a

major rhetorical strategy for producing emphasis, clarity, amplification, or emotional
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effect that are necessary to attract a reader’s attention on the key-word or a key-phrase or

sentence of the text.

Devices:- this is tri-dimentional in nature. We have the traditional materials which

include oriki, tales, orin, owe, ¢s¢ Ifa, ofo etc. we also have stylistic, which are created

by the writer. They include repetition, thyme, rhytm, pun, metaphor, etc. lastly we have

the linguistic materials which include deviation, foregrounding, defamiliarization,

enstrangement, de-automatization and parallelism

Literary discourse:- this is also used interchangeably with literary text and poetic

discourse

Literary/poetic language:- the language with which literary text or poetic discourse or

text is made.

Poetic text/discourse:- the text made with poetic language

Literary arts:- it is sometimes used to replace the word “literature” in this work

Intertextuality/: Meta-textuality- intertextuality is used for the situation whereby a

particular phenomenon is being repeated severally in or intersperses a particular genre,

while metatextuality is another form of intertextuality whereby reference is made to

events or situations outside the work in which it is made.

Tonemic foregrounding:- variation of tone marks for auditory pleasure.

Functional Tonemic foregrounding (unconventional outcome):- this is where the

varied tone marks is functional but the outcome (the derivative) is not conventionally

acceptable in the standard language.

Functional Tonemic foregrounding (conventional outcome):- this refers to situation

whereby the derivation with the varied tone marks is meaningful in the standard

language and functional in the text where it occurs.

Alpha clause:- this refers to the main clause in a complex sentence

Beta clause:- it refers to the dependent or subordinate clause in a complex sentence

Phono-aesthetics:- it refers to the auditory pleasure derived through tonal variation
Summarily, this chapter has set the stage for the directions and orientations of

this research work. Available works on Yoruba studies are thoroughly examined with a

view to seeing the extent of scholarship in the area of stylistic approaches to analysis of

Yoruba literary studies. So far, it has been discovered that there have not been enough

works on comparative study of Yoruba literary tropes. Reviewing different scholars’

work on key issues in this research work forms the bulk of endeavours in the next

chapter.

12



CHAPTER TWO
LITERATURE REVIEW AND THEORETICAL FRAMEWORK
2.1 An overview

Having set the stage with an indepth preliminary exercise that reveals our
orientations and directions, it is imperative to consider various scholarly views and
reports on various aspects of our subject matter. This chapter is, therefore concerned with
a review of the existing literatures that are relevant to the present study. The essence of
this endeavour is to provide the contexts that fix the submissions in the present study.
Not only this, the views of various scholars on relevant issues emanating from this study
formed the background upon which the present effort hinges. These however, may not be
possible without some strong theoretical considerations.

Over the years various theories have been propounded by different scholars, to
explicate the concept of language and its use, particularly in literary circles. This fact
underscores the critical place of language in human existence, as it constitutes the
bedrock of human socialization and civilization. Theory of criticism, according to
Preminger and Brogan (1993), may reasonably be said to include any reflection upon or
analysis of general issues which arise in the criticism or study of literature, for example,
the question of nature and function of literature and its relation to other aspects of
culture; of the relation of literary texts to their authors and historical contexts; of the
meanings and value of literary text; and of the nature and importance of genres, among
others.

As mentioned earlier in this work, one major effective way of integrating
language and literature in Yoruba studies is to concentrate on stylistic and socio-
linguistic analysis of texts in the language in order to observe the linguistic, literary and
socio-situational features in them. Based on this, there is the need to clarify how
language operates in its ordinary form and how it operates within poetic discourse. This
is considered necessary as the focal point of this work centres on examination of poetic
language with particular reference to the two literary devices of repetition and pun. Our
knowledge of operation of language within literary discourse helps a long way in the
classification and analysis of the two tropes under study.

Brown and Yule (1998:26) note that any analytic approach in linguistics that
involves contextual considerations belongs to the area of language study called
pragmatics. To them, such analysis involves doing syntax and semantics during which

one technically accounts for the linguistic features in the text or discourse. The
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discussion of analytical framework is secondary to a study of this kind whose main focus
is the analysis of texts or discourse. This is because the study is more committed to data
analysis and description, rather than theory. The choice of a framework in this kind of
situation may therefore be seen as a means to an end and not an end in itself.

This chapter therefore discusses evolution of Yoruba literature, language within
poetics, approaches to literary analysis, and stylistics as a standard model in the analysis
of literary work. Its concept and definitions according to different scholars are examined
with a view to establishing its relevance in the analysis of poetic or literary works of this
kind. Also, the particular stylistic methodological models adopted in this study are
vividly discussed. It is important, at this juncture, to stress the fact that the framework for
this study includes models that are applicable to literary texts analysis to yield explicit

and comprehensive information about the texts.

2.2 Evolution of Written Yoruba Literature

Written tradition marked a new epoch in Yoruba literature, the introduction of
western education into the Yoruba kingdom was as a result of the Yoruba contact with the
white-men who came into the shores of Africa for various reasons — initially expedition
for exploration of Africa, followed by slave trade, later for missionary activities and
lastly for colonization after scramble for and partition of Africa (Adéwusi, 2014). It was
the missionary activities of the whites that prompted writing tradition in Yoruba land.
This was not out of love for the language but to facilitate their activities in the region.
The first set of people that made efforts in reducing Yoruba language to writing include
Bowdich in 1817, Hannah Kilham in 1828, Clapperton in 1829, John Raban 1830-1832;
others are Henry Townsend and Golmer. The first Yoruba indigene to follow suit was
Bishop Samuel Ajayi Crowther. The efforts of these people and others after them turned
Yoruba literature into a new dimension as poems and other narratives started appearing
in printed form in newspapers and later in magazines which later culminated into books
written in Yoruba language.

Ogundéji (1985), citing Qlabimtan (1977) states that early Yoruba written poems
evolved through three means which include direct translation of English poems,
documentation of Yoruba oral poems, and poems that were creatively composed and
written by Yoruba poets. He therefore supported the classification made by Qlabimtan
(1977) who traced the development of Yorubd written poetry between 1848 and 1948

came out with three sources which are: poems that have their roots in Christian church
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hymns and foreign poems; those that have their roots in traditional oral literature; and
those that have their roots in both traditional oral literature and in the foreign poetry.
Since 1948, a lot of works on Yoruba written poetry have been on ground ranging from
Faléti’s poems, a poet that can be said to be the link between early Yoruba poets and the
modern literate poets, to poems of the likes of Tubgsun Qladapg, Lanrewaji Adépoju,
Afolabi Olabimtan, Akinwumi i§(‘_)lé, Duré Adéléke, Adédotun Ogundéji, among others.

Yoruba prosaic literary form also has its evolution from the endeavours of early
writers who in the bid to sensitize their people about the world around them presented
their stories in bits in the early Yoruba Newspapers like Adkéde Eko, Eléti-Ofe and
magazines like Aworérin-in and Féyikogbon. The first Yoruba true novel ltan Emi
Segilola Eleyinju Ege, written by 1.B. Thomas in 1929 evolved through this means. The
story was serialized in Akéde Eké before coming out as a prose text.

Generally, in literature (poetry, prose and drama), several features abound which
mark the literariness in them. These features are the divergence points between ordinary
discourse and literary or poetic discourse. They have been identified and termed as
literary devices or figures of speech and have been classified in relation to the roles they
play in literature. Such classifications include: figures of similarity, figures of contrast,
and so on. It is however observed that many of them do overlap and thus make the
classifications inconsistent. This work, therefore, examines the points of intersection
between Repetition and Pun as literary devices in Yoruba literature with a view to
establishing the level of interdependency and interrelationship between the two devices.
In doing this, other related tropes that show similarities to repetition and pun such as
metaphor, alliteration, assonance, allusion parallelism and tonal counterpoint are also
examined in the process. This is necessary as a result of network of interactions that exist

among them.

2.3 Language within poetic discourse
The language of any society is a precious possession, and like all precious
possessions, it needs to be catered for. According to Bradford (1997:6-7):

Without language, our experience of anything is almost
exclusively internalized and private; we can, of course, make
physical gestures, non-linguistic sounds or draw pictures, but
these do not come close to the vast and complex network of
signs and meanings shared by language users.

15



Literature offers two basic functions to language which are the message and the
aesthetics. The level of each of these functions depends on type and purpose of such
literary work. Literature uses imaginative language whose meaning goes beyond
referential meaning as a result of conscious, deliberate and consistent exploitation of
language for aesthetic purposes. The Russian formalism of the 1920s and the
structuralism school of the 1960s, postulate the existence of a special “poetic language”
(refered to in the present study as poetic discourse because of the involvement of texts
made with poetic language) as distinct from “ordinary” or “scientific” language. Wellek
and Warren (1973) also distinguish a poetic use of language, in the sense that, it is non-
referential, non-practical and non-casual. This implies that “poetic language” is unique as
a result of its conscious use of linguistic and imagistic devices to foreground aspects of
meaning. Another fundamental aspect of the language of poetry is its deviant character.
The language of poetry inherently and overtly deviates from linguistic conventions or
norms, at all levels of its use i.e. phonological, lexical, syntactic and semantic. According
to Crystal (1987:71), it is this deviant and “abnormal feature” of the language of poetry
that stylistics focuses on.

This probably is the reason why Bradford (1997) opines that language serves as
the battleground for tendentious activity of making the known correspond with the
unknown. This refers to series of manipulations that poet adopts to transform language
from realm of known to unknown. To him, perceiving the same fact or argument dressed
in different linguistic forms is not immoral or dangerous. In poetry, aesthetic effect
cannot be separated from the creative manipulation of the linguistic code. The language
within poetic discourse elucidates the fact that there is a little disparity between the
language of day-to-day activities and poetic language. The difference between poetry and
language is in the structure which underlies the nature of poetry. What we are saying in
essence is that poetry, unlike any other assembly of words, supplements the use of
grammar and syntax with another system of organization known as poetic line. The
poetic line draws upon the same linguistic raw materials as the ordinary sentence but
deploys and uses it in a different way (Bradford, 1997:15).

Yankson (1987), in the same vein, states that creative artists are noted for
breaching the language code. He further states that the normal language code is the
background, while any deviation from the norm, that is, the code is the foreground. This
is because foregrounding brings the message to the forecourt of the reader’s attention.

However, Teun Van Djik in an essay On the Foundation of Poetics: Methodological
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Prolegomena to a Generative Grammar of Literary Texts, as cited by Mowah (1989)
formulates rules to account for those structures of texts that are literary. The structures
include:

(a) Some phonological and graphological structures (rhyme, rhythm, metre,
alliteration etc.) which play systematic role in non-literary texts.

(b) Some syntactic structures that would be considered ungrammatical in non-literary
written texts or as mistakes characteristic of performance (inversion, deletion of
verb-phrase, etc).

(©) Some semantic and semantic-logical structures absent in non-literary texts like
antithetic thematization, chronological permutation, among others.

As mutual intelligibility is central to Standard Language (SL), so is aesthetic
central to the Literary Language (LL). In achieving aesthetics in LL, language must be
transported to the realm where the intelligence of the audience would be called to bear.
This is because a lot of embellishments, deviations and styles would have been employed
to de-familiarize, de-automatize and enstrange the language — a process known as
foregrounding - such that the audience would have to apply, in addition to context of
situation, his knowledge of the culture of the language to be able to decipher the meaning
of what is poetically expressed.

The concept of foregrounding refers to a form of textual patterning which is
motivated specifically for literary-aesthetic purpose. Foregrounding, according to
Simpson, is capable of working at all levels of language namely, phonological, lexical,
syntactic and semantic levels and it involves some stylistic manipulations, either through
an aspect of the text which deviates from linguistic norm, or alternatively, where an
aspect of the text is brought to the fore through repetition or parallelism (Simpson,
2007:50). This implies that foregrounding appears in two main forms - as deviation from
the norm, and as “more of the same (repetition)”. The normal language code is the
background. Any distortion to or deviation from the norm (the code) is the foreground
because it engages or captures the reader’s attention. This is what Agyekum (2007) refers
to style as variation. In short, foregrounding is a technique for making strange in
language. It is a method of enstrangement in literary writing through deviation and or
replication.

Roman Jacobson first introduced the term “literariness” in 1921. He declared in
his work Modern Russian Poetry that ‘the object of literary science is not literature but

literariness, i.e. what makes a given work a literary work’ (Das 2005:78). Russian
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formalism had it’s origin in two centres: the Moscow Linguistics Circle and the St.
Petersburg based group OPOJAZ (the Society for the Study of Poetic Language)
(Makaryk 2000:53). The focal point of the members was on the analysis of the features
that mark literariness in texts as against the former traditional study of literature which
concentrated on studying literature in conjunction with other disciplines such as history,
biography, sociology and psychology (Makaryk 2000:53). They posited and insisted that
critics should solely be concerned with the component parts of a literary text and abstain
from any intuition or imagination. They emphasised that the focus resides on the literary
creation itself rather than the author or reader or any other extrinsic systems (Erlich
1973:628). René Wellek in 1959 supported this when he wrote about literariness that
literary scholarship would not make any progress methodologically, if it does not
determine to study literature as a subject independent of other activities and procedures
of man.

To Russian Formalists, and especially to Victor Shklovsky, literariness, or the
distinction between literary and non-literary texts, is accomplished through “elegant
variation”, “defamiliarization”, ‘“de-automatization” or “enstrangement” (Ekegren
1999:44). A main characteristic of literary texts is that they make the language unfamiliar
to the reader through deviation from the norm of ordinary language. They defamiliarise
our habitual perceptions of the real world and the capacity to estrange it (Ekegren
1999:44). Shklovsky stated that the purpose of art is to disrupt the automatic response to
things and give it a new, fresh and unforeseen perception (Makaryk 2000:54). Evident
from this is the fact that some literary form depend on linguistic form for their existence
because they are adaptations of linguistic form to literary form (Fabb 1997:2). This
justifies the fact that our everyday language of communication is the background upon
which literary language leans. Defamiliarised language attracts readers’attention to itself
and forces them to notice the unfamiliar or strange elements or devices embedded in
them through different techniques like wordplay, repetition, rhythm, figures of speech
and so on (Lemon and Marion, 1965:5).

In line with this, Verdonk (2002) opines that foregrounded elements include
distinct patterning or parallelism in a text through typography, sounds, word choices, and
grammar or sentence structures. Other potential style markers are repetition of some
linguistic elements, and deviations from the rules of language in general or from the style
you expect in a particular text-type or context. Deviation is a linguistic situation that

yields foregrounding. Short (1996) says, if a part of literary piece is deviant, it becomes

18



noticeable or prominent, becoming more relevant than other items in the text. If any
interpretation is made without explaining the foregrounded parts, the interpretation may
be found inadequate. This is because the foregrounded features are parts of the text
which the author, consciously or unconsciously uses to draw our attention to the crucial
message of what he has written (Short, 1996:11).

If such audience is only conversant or familiar with the °‘langue’ (the
conventional rules) of the language, he or she may be completely lost as far as decoding
such expression (foregrounded expression) is concerned. This is because every trope is
integrated with the culture in which it operates (Sapir, 1956). Simpson (2007:50) posits
that whether the foregrounded pattern deviates from the norm, or whether it replicates a
pattern through parallelism, the point of foregrounding as a stylistic strategy is that it
acquires salience in the act of drawing attention to itself; and that if a particular textual
pattern is not motivated for aesthetic purposes, it is not foregrounding.

The idea of defamiliarisation was further explored by the Prague School Theory
with one of the main scholars, Jan Mukarovsky, and later developed in the theory of
Roman Jakobson. Jan Mukarovsky postulates the idea that linguistic deviation, such as
foregrounding, is the hallmark of poetic texts (Pilkington 2000:16). He claimed that the
use of linguistic devices such as tone, wordplay, metaphor, ambiguity, repetition,
linguistic patterning and parallelism distinguish ordinary language from poetic language.
This is why Olatéja (1989) says the language of literary discourse is non-casual,
examined and critical. In the 1960s, Jacobson introduced the poetic function of literary
texts and further developed the idea that the use of certain linguistic choices draws
attention to the language of texts. He placed poetic language at the centre of his study
and emphasized that phonetically and syntactically repeated linguistic elements
distinguish literary from non-literary texts. He therefore defined literariness by
distinguishing six functions of language: the emotive, referential, phatic, metalingual,
conative and poetic functions (Zwaan 1993:7). To Jacobson, according to Zwaan, the
poetic function is the most important function as it mainly focuses on the message itself
(Zwaan 1993: 7). The different linguistic devices in a piece of literary text stimulate the
reader to have a closer attention to the occurrences in the text, which without linguistic
manipulation and the use of certain linguistic choices and devices, might have been left
without being noticed. Thus, Roman Jakobson emphasised that what makes a literary

text what it is is merely associated with the language as self-sufficient entity while
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reference to social life, history, or anything outside the language is irrelevant. This is a
real formalistic position to literary analysis.

It is important to note, at this juncture, that a poetic work is not limited to
aesthetic function alone but also has many other functions as well, chief among which is
message. Just as a poetic work is not exhausted by its aesthetic function, so also,
aesthetic function is not limited to poetic work. Sources other than literature, like an
orator’s address, day-to-day conversation, newspaper articles, advertisement and others
may employ aesthetic considerations, give expression to aesthetic function, and often use
words in or for themselves, not as merely as a referential device. A poetic work is a
verbal message whose aesthetic function is dominant. This is because each concrete
poetic canon comprises indispensable distinctive elements without which the work
cannot be identified as poetic. This is because aesthetic effect of poetry cannot be
separated from the creative manipulation of linguistic code, In short, as mentioned
earlier, if a particular textual pattern is not motivated for artistic purposes, then it is not
foregrounding (Simpson, 2004:50).

If aesthetic function is dominant in a verbal message, then, the message may
certainly use many devices of expressive language to convey such message; but such
devices or components are then subject to the function or purpose for which the work is
intended. The reader of any poetic work must therefore have a vivid awareness of two
orders: conventional order (language and/or linguistic competence) and the artistic
novelty as a deviation from that convention (performance). This reminds us of de
Saussure’s langue and parole, and Shklovsky’s automatization and de-automatization or
defamiliarisation. 1t is precisely against this background that innovation or creativity is
conceived. This complements the saying that art is a way of experiencing the artfulness
of an object.

Tolstoy (1996), (one of the proponents of defamiliarization) explains the process
as “describing an object as if it was seeing for the first time; an event as if it was
happening for the first time”. He is of the opinion that arts exist so that one may recover
and feel the sensation of life. In other words, it is to bring about freshness into objects
and events in literary work. To make a known thing, object and event look as if they are
new. He concluded that the purpose of art is to impart things as they are perceived and
not as they are known, and that the technique of art is to make object unfamiliar, that is,
by defamiliarising the known, to make forms difficult, to increase the difficulty and time

length of perception. He posits that the process of perception itself is an aesthetic end in
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itself and must be prolonged literature. In short a literary work is created artistically so
that its perception is impeded as it demands more attention from the reader or audience
as the case may be. The effect is produced through the slowness of the perception when
more attention or consentration is given.

Summarily, foregrounding is a stylistic technique which allows the writer to draw
the reader’s attention to the style of the text by making a shift of the stylistic level of the
text from the usual background position, that is, everyday use, to the foreground. In this
way, everyday language becomes defamiliarised (to use Shklovsky’s 1965 term). To this
end, Widdowson (1975:47) has this to say:

What does seem crucial to the character of literature is that

the language of a literary work should be fashioned into

patterns over and above those required by the actual

language system.
The above excerpt lends credence to the fact that literary language is deliberately
fashioned into patterns that are or may not be required in the langue of the language. This
does not remove the status of the language of everyday use as the background. What
really happens is the literary language stimulates readers’ attention by increasing the
stylistic level of the text, such that the background now becomes foregrounded.

Van Peer (1986) distinguishes between two types of foregrounding known as
deviance and parallelism. While deviance is the result of a choice the poet has made
outside the permitted range of potential selections, parallelism is the opposite process, in
which the author has repeatedly made the same or similar choices where the normal flux
of language would tend to variation in selection (van Peer 1986: 23).

van Peer and Hakemulder (2006) includes more specific information about each
of the types. Deviance is said to correspond to the idea of poetic license and include
stylistic devices such as neologism, metaphor, ungrammatical sentences, archaisms,
paradox, and oxymoron. The question that easily comes to mind is ‘Why do these
elements constitute deviance? Answer to this question is not far fetched. It is because
they breech the rule of effective communication which Standard Language (SL)
postulates. Parallelism is characterized by repetitive structures like rhyme, assonance,
alliteration, meter, semantic symmetry. In this present study, parallelism will be referred

to as a kind of repetition, and deviance as deviation.
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2.4 Approaches to literary analysis

Approaches to literary analysis are broadly divided into external and internal
approaches. Qlabodé (1981), states that there are three schools of thought under external
approach. The first one being the analysts that find the meaning of literary text in the
historical background to the text; the second are those whose emphasis is on the authorial
background; and lastly, those who believe that reader or hearer can construe any meaning
which he feels interests him.

From the foregoing, Qlabodé (1981) inferred that what the first two schools of
thought believe is that tradition should be seen as an exotic material for literature and
that valid criticism of literature can only come from an understanding of the background
of such literature and a recognition of the fact that artists are only trying to do something
new and authentic to that background, both in the historical facts of their society and the
independence of literary tradition. These methods of analyzing literature allow critics to
expose many aspects of author’s life including the history of the author’s society. It will
also help the critics, especially in African literature, to highlight the wealth of images
and African allusions in African literature. An adherent of moral and culture will see
these approaches pleasing as they emphasize cultural and historical relevance of
literature. These methods were debunked by Theroux (1967), cited in Ogandélé (1980)
who believes that it is the literature itself rather than the biography of the author or
history that furnishes all the information required for criticism.

The only model, according to Qlabodé (1981), under the internal approach is the
formalism which holds the belief that the only thing that is needed in literary analysis is
the text itself. The adherents believe and insist that any supposed meaning of literary text
must be traceable to the text. Formalism holds that the background of literature and other
extra-literary phenomena do not belong to literary scholarship. The proper subject matter
of the discipline is not even literature itself but a phenomenon that Jakobson (1921), in
his work Recent Russian Poetry, calls “literaturnost” (literariness). He declares that it is
literariness that makes a given work a literary work. In other words, literariness is a
feature that distinguishes literature from other human creations and is made of certain
artistic techniques or devices employed in literary works. By this, we can conveniently
say that literary expression is an enhancement or creative liberation of the resources of
language which we use from day to day. The literariness in literature became the primary

object of the formalists' analyses, and as concrete structural components of the works of
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literature, it is essential in determining the status of literary study as a science.
Literariness itself is the organization of language which through special linguistic and
formal properties distinguishes literary texts from non-literary texts (Baldick 2008). The
defining features of a literary work do not only reside in extra-literary conditions such as
history or sociocultural phenomena under which a literary text might have been created
but majorly in the form of the language that is used, what a formalistic view. Thus,
literariness is defined as being the feature that makes a given work a literary work. It
distinguishes a literary work from ordinary texts by using certain artistic devices.

As ecarlier observed in this study, the formalists juxtapose the language of
imaginative literature, especially poetry, with the language of everyday conversations to
present the specific function assigned to language phenomena in literature. They indicate
that colloquial language serves purely communicative purposes, whereas in poetry this
communicative function of language is reduced to a minimum. Thus, Jakobson defined
poetry as a “language in its aesthetic function.” This approach at least complements
Theroux’s (1967) idea cited by Ogtindélé (1980) that literature itself should provide the
materials for criticism, not the biography nor the history surrounding the creation of
literature. The adherents of this approach hold the view that a scientific study of
language is founded on the observation of facts and refrain from picking and choosing
arbitrarily among the facts in the light of certain aesthetic or moral principles. Since the
formalists were fundamentally concerned with literary structure (text): with objective
description of the particular literary nature and use of certain phonemic devices
(linguistic materials) in literary work and not with the work’s phonetic contents (its
source, its history or with its sociological, biographical or psychological dimensions),
they argue that ‘art’ was autonomous; a pertinent, self-determining, and a continuous
human activity which warranted nothing less than examination of text in and on its own
terms. This informs why Hawkes (1977) recorded that the subject of literary scholarship
is not literature in its totality but literariness, that is, that which makes a given work a
work of literature. To the formalists, the distinguishing structural features to be looked
for in text abound within the text itself, not in its author; in poem, not the poet; not in any
particular topic or concern embodied in the work. The foregoing also still emphasizes the
features of language that were precisely and solely necessary in order to cause literary art
to exist.

One of the most important devices that the formalists deal with is that of "de-

familiarization”. As described by Shklovsky (1917) in Art as technique,
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defamiliarization is a typical device of all literature and art which serves to present a
familiar phenomenon in an uncommon fashion for the purpose of a renewed and
prolonged aesthetic perception. This kind of perception is an aim of art. The idea of de-
familiarization was further explored by the Prague School with one of the main scholars,
Jan Mukarovsky, and later Roman Jakobson. Jan Mukarovsky (1970) postulates the idea
that linguistic deviation, such as foregrounding, is the hallmark of poetic texts
(Pilkington 2000:16). He claimed that the use of linguistic devices such as tone,
metaphor, ambiguity, patterning and parallelism distinguish ordinary language from
poetic language.

Also, Zwaan (1993) posits that in the 1960s, Jakobson introduced the poetic
function of literary texts and further developed the idea that the use of certain linguistic
choices draws attention to the language of texts. He defined literariness by distinguishing
between six functions of language: the emotive, referential, phatic, metalingual, conative
and poetic function (Zwaan 1993:7). Zwaan then said that to Jakobson, the poetic
function is the most important function as it mainly focuses on the message itself (Zwaan
1993:7). The different linguistic devices in a piece of literary text initiate the reader to
have a closer look at the happenings in the text which without linguistic distortion, might
have been left unnoticed. Thus, Jakobson emphasized that what makes a literary text is
merely associated with the language as self-sufficient entity while reference to social life,
history, or anything outside the language is irrelevant. To him, one should see ‘form’ in
literature as a viable communicative instrument; autonomous, self-expressive, able by
extra-verbal rhythmic, associative and connotative means to stretch language beyond its
normal everyday range of meaning. These inspired the preoccupation with the techniques
by which literary language works, and a concern to specify and differentiate these from
the modes of ordinary language. In view of the above, since defamiliarization is the artful
aspect of work that makes the reader alert and alive and causes the reader to intensify the
attention paid to the text. Texts must therefore be adequately probed in order to discover
the hidden meanings and intrinsic value structures.

Mowah (1989) says, the fact that linguistics is a science and should follow the
scientific procedure of description has never been in dispute among language scholars
since de Saussure. A linguistic theory must therefore interpret language in its own term,
not as a conglomerate of non-linguistic phenomena, but as a self-sufficient totality. So,
the essential task of linguist is to devise an abstract system for understanding language, a

calculus for language. No wonder Sapir (1921), having observed the relative
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independence of form and function, suggested that linguistic form should be studied as
types of patterning, apart from the associated functions. de Saussure (1916) also supports
this when he noted that linguists should study language for its own sake.

In opposition to formal linguists are those who see language as a representation
of reality and believe that linguistic study must be correlated with other disciplines which
discuss the practical aspects of human life. In the 1970s, some scholars moved away
from the solely linguistic theory adopted by the Formalists and started acknowledging
the role of the reader to establish new theoretical discipline. Zwaan (1993:8) mentions
some of these scholars, who include Jonathan Culler, Stanley Fish, Umberto Eco, to
name a few, that acknowledge that literariness cannot be defined solely on the basis of
linguistic properties found within a text but that the reader is also a crucial factor in the
construction of meaning.

They acknowledge the fact that foregrounding is a feature of poetry, however,
they claimed that language structures such as foregrounding can also be found in
ordinary texts, for example, advertisement. Jakobson agrees that such poetic functions
can be found in any text but argues that the dominance of those functions over other
functions is what makes a text a poetic text (Pilkington 2000:19). Although this
justification was accepted by later scholars, Jakobson’s theory was still not perceived as
a perfectly acceptable condition for the separation of literary from ordinary texts. As a
result, Fish (1980) and Culler (1981) emphasize that the crucial aspect of literariness is
not the poetic construction of a text but the conventional expectations that are involved.
The emphasis here was on a reader-oriented theory which holds that meaning and
literariness are not textual properties but rely on interpretative constructions by the reader
(Zwaan 1993). The argument is that a certain interpretation of a text will only occur
because of the conventional strategies that determine the interpretive community.

Verdonk (2002) lends credence to the opinion of Fish (1980) when he says that
individuality is a social construct: it develops in response to or in reaction to various
socio-cultural influences. Individuals are also members of social groups of various kinds.
Their responses to literary texts are necessarily influenced by the socio-cultural values
and beliefs that define these groups, in short by their ideologies. Therefore, since readers
have different expectations and different emotions, the responses to incentives in a text
and their interpretations of the text as a whole are bound to differ from reader to reader

and may include outright rejection.
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Strong opposition to the Formalist theory has not only been voiced by reader-
oriented theories but also by Marxist sociological criticisms, speech act theory and new
historicism. These groups study the form of language not as an end in itself but as a
means to an end. They believe that there is no longer the need to insist upon the principle
of autonomy in linguistic description, especially of any literary or poetic writing
(Mowah, 1989). This has paved way to the description of language in terms of extra-
linguistic and social reality which opened up linguistics to scholars of diverse interests
like philosophers, psychologists, socio-linguists and political scientists who now study
language in order to have access to facts about human behaviours.

Thus, according to Noth (1990), the search for a definition of literariness
developed in two directions. The first direction is the Russian Formalist's approach
which assumes that there is a difference between literary and ordinary texts with features
specific to literary language. The second approach rejects this assumption, as those
linguistic features can be found in any other instance of language use. This approach
moves the interest from the grammatical structures, syntax and semantics, to that of
pragmatics which analyses the author’s and the reader’s view on the text (Noth
1990:350). This idea really set pace for this study. Based on the foregoing, Adégbité¢
(1991) citing Ventola (1987) deduced that it is obvious that a text may be abstracted for
study from two different perspectives. Firstly, text can be studied independent of the
situational context of its production, in which only the formal meaning is accounted for;
form, in this context, refers to the linguistic level which accounts for the syntax or lexico-
grammar of a language. When we study form of a language, we are studying the
interpretation of grammar and lexis which represent the meaningful internal patterns of
language (formalist approach); and secondly, text may be studied more fully by relating
formal meaning to socio-cultural and situational meanings (Structuralism) (Adégbité
1991). Though the formalists, both in their theory and practice, insisted on an
autonomous and intrinsic approach to literature, over time they too acknowledged the
importance of studying literary history and literature’s connections with other spheres
and “systems” of life. Thus, they skillfully reexamined the notion of literary history,
which traditionally had been viewed as an unbound mosaic of writers and works. They
showed the mechanics of continuity in the development of literature.

Structuralism is an improvement on formalism. Structuralism appeared in
academia in the second half of the 20th century, and grew to become one of the most

popular approaches in academic fields concerned with the analysis of language, culture
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and society. According to Hawkes (1977), the adherents were partly indebted to Russian
Formalism especially Moscow Linguistic Circle whose members conceived literature as
the art of language, and that artistic work should be seen as a set of formal relation. The
term “structuralism” was coined by Jakobson and it provides for the lapses of the
formalism in that it accounts for the possibilities of interpretations, particularly its belief
in the fact that every event has its place in a system and that the value or function of the
event depends on the relations which it contracts with other events in the system. It
embraces, in addition to the text, all that may be useful in the interpretation of literary
text. The structuralists claim that there must be a structure in every text, which explains
why it is easier for experienced readers than for non-experienced readers to interpret a
text. In other words, intra-textual and extra-textual phenomena or factors whether social,
economic, political or cultural are considered in ascribing meanings to literary work.
Fatusin (2007:131) lends credence to this when he says:

Many discourse exchanges are meaningful not only on their
textual coherence but largely through a consideration of what
Grice (1975) calls “shared knowledge” which refers to the
background (linguistic, social and cultural) that interactants in
a discourse share. Therefore a very effective critic of a
Nigerian discourse must be privy to the socio-cultural
experiences which the fictional characters share. An outsider
to the world shared by the interactants may be shocked to see
the individuals respond in a funny or strange manner to what
would appear ordinary and harmless moves in a verbal
encounter.

The above assertion is quite true of Yoruba language. According to Omoniwa (1993),
Words in any language have a certain standard meaning, that is, their designation; but in
order to realize poetic meaning, which is metaphorical, we have to make out their
connotative or accompanying characteristics. This is so because according to him,
creativity and novelty are essential qualities of poetic expression. For example, the word
‘omodé’ (child) which designate ‘young human’ also connotes ‘simplicity’ and
‘innocence’, connotations which align properly with metaphorical interpretation of the
word ‘child’ in expression like “omodé n se é” (he behaves in a childish way or he is
childish). In line with the above Omoniwa’s opinion, Roland Barthes (1970) in his
Science versus Literature recorded by Newton (1988) says the literary word is at once a
cultural reference, a rhetorical model, a deliberately ambiguous utterance and a simple

indicative unit. At every level, be it that of argument, the discourse or the words, the
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literary works offer structuralism the picture of a structure perfectly homological with
that of language itself.

The unusual arrangement of poetic sounds in the literary signs disrupts the
conventional link between the signifier and the signified, and the meaning of the work
becomes a function of its internal organization rather than of the reality outside it.
Therefore, to structuralists, all phonic elements of language capable of differentiating
cognitive meanings could be exploited poetically. In the same vein, they regarded the
sound configurations permeating the poetic work not as mere functional construct but as
partial semantic structures comprising the overall meaning of the text. Without mincing
words, the foregoing is a true account of the two tropes under study, as their distributions
in literary text make possible a range of meanings. Let us consider the first two lines of
the following song abstracted from the Opening glee of the Cultural Group of Olufi High
School Gbongan for example:

Aféfé fé, 6 gbaruku lala

Iji ja, 6 miwé agbon jigjia

Ale tun le, mo gbariwo lala
Aya mi jé mo mdso ibora

Mo ti gbaghé pé mo jade nile...

Wind blew, it blew dust gently
Storm blew, it shook coconut leaves forcefully
Night fell, I heard shoutings all over

Iwas afraid and I took my wrapper
1 had forgotten I left home...
(Opening glee of the Cultural Group of Olufi High School Gbongan)

In the above expression in the first two lines, there are two compound sentences. Each is
seen as surface structure. Before any surface structure, there has to be an underlying
structure. The underlying structure of the two expressions may be

Iflféfé fé, aféfe gba eruku lala

Iji ja, iji mi ewé agbon jiajia.

Wind blew, wind blew dust

Storm blew, wind shook coconut leaves forcefully
To arrive at the surface structure, certain grammatical and phonological processes took
place. The rule of Equi-NP deletion was employed to remove the second “aféfé” which
may sound or look superfluous in the first line, and it is replaced or sbstituted with

relative pronoun “6”. The same process accounts for the second “Jji” in the second line
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above. Also “gbd eruku” in the first line and “mi ewe” in the second line of the
underlying structure became “gbdruku” and “miwé” respectively through the
phonological process of elision and contraction. The initial vowel of the object in the
verb phrase “gbd eruku” is deleted to have the compressed form “gbdruku”. In like
manner, the initial vowel of the object in the verb phrase “mi ewe” is also deleted to have
the compressed form “miwé”.

The overall effect of the ways sounds are patterned in the above lines can be
explained thus:

1. In the first line, there is superfluous use of labio-dental fricative sound /f/ and
lateral sound /1/; together with half-open and open vowel /e/ and /a/ respectively.

All these are suggestive of the lightness of dust (eruku) and the simplicity of air

or breeze (aféf¢) blowing the dust.

2. In the second line, there is superfluous use of palatal affricate sound /d3z/ and
labio-velar plosive sound /gb/; together with close vowel /i/ and half-close vowel

/e/. The sounds contained in the second line are produced with much obstruction

or difficulty along the vocal track during production. This is a pointer to the

degree of heaviness of the wind shaking the coconut leave with a bit of force
because of the thickness of the leave.
We can as well infer from the above that the amount of wind that blows mere dust may
not be sufficient enough to shake the thick leaves of coconut due to the fact that dust is
lighter than the thick coconut leave. The little amount of wind required to blow dust is
represented with “aféfé” (breeze), while the larger amount of wind required in shaking
coconut leave is represented with “7ji” (whirl wind or storm)

The above shows that any text that is literary in nature exhibits a kind of
linguistic or phonological patterning that supports overall semantic effects. Therefore,
one can categorically say that the value of literature is related to its foregrounding of
rhetorical processes. Little wonder why Torodov (1971) argued that the business of
poetics is not the criticism and interpretation of individual works but the articulation and
codification of abstract properties which make every literary work possible and which

make it literary.

2.5 Stylistics
The word stylistics is a fusion of two root morphemes ‘style’ and ‘linguistics’. It

spans the boarders of two disciplines, literature and linguistics. Olatéju (2016) says
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stylistics is an amalgam or partial combination of two separate terms; style and
linguistics to form stylistics. The knowledge of this derivative therefore depends largely

on one’s understanding of the said two root morphemes.

2.5.1 Style

The word ‘style’ according to Reffaterre (1959:167), as cited by Ogunyemi
(1998) was coined out of a Greek word stylus which is made of either pointed shaft of
metal, bone, or ivory. It is a useful instrument for ornamental purposes like writing,
making marks on objects and impressing marks on clay, pottery and so on. In summary,
stylus can be regarded as object for beautifying things. From this description, one can see
that style in language is meant for beautification of language, whether written or spoken.
It is well embellished and sauced with ornamental elements of language.

Ogtnyemi (1998) says that in the recent times, the term has been transferred into
literature, perhaps to assume its etymological concept. On this, he quoted Reffaterre
(1959:168) who says that in stylistics, the term ‘style’ as transferred from its original
meaning relates to a writing ‘Stylus’, and applied to architecture and sculpture. It has
now been transferred into literature”. It is therefore important to note that the function of
style in its former concept was decorative, but its integration into literary analysis adds
more colour to this functions. May be this is why it becomes more elusive such that there
is now no universal or conventional definition for it. In line with the assertion of
Reffaterre quoted above, Oginyemi (1998) describes style as “a mode of expressing
thoughts in language and a manner of expression characteristic of an individual, period,
school or nation”. By individual, he means a manner or tone used in the presentation in a
discourse which is distinctive of a writer. This refers to the fact that the author’s identity
is given away by some small details reflecting a habit of expression or thought, and this
confirms that each writer has a linguistic ‘thumb-print’, an individual combination of
linguistic habits which betrays him in all that he writes. To buttress this, in Yoruba
literary arsenal, Adébayo Faléti is known as a poet for his exessive use of imagery
through simile, while Qladgjo Okédiji is recognized for proverb use.

Style has been variously defined by different literary and linguistic theorists. In
its commonly used meaning, style refers to “a way, manner, or form of doing or saying
something”. Verdonk (2002), reports that, the modern study of style is traceable to
Classical Rhetorics: the ancient art of persuasive speech, which has always had a close

affinity with literature. Classical rhetoric was prescriptive in that it provided guidance as

30



to how to be persuasive, unlike the modern stylistics which is descriptive in that it seeks
to point out the linguistic features that can be associated with particular effects. To him,
style involves the choice of form without a change of message and also includes the
motive for the choice and its effects. He also noticed and stressed that style as a
contextually motivated choice shows that writers normally make their style conform to
the social function and formal conventions of a particular text-type or genre because they
expect their readers to be socially tuned in to them.

In clarifying the domain to which style belongs, Leech and Short (1981) says that
in the broadest sense, style can be applied to both spoken and written, both literary and
non-literary varieties of language; but by tradition, it is particularly associated with
written literary texts. They are of the opinion that style has to do with linguistic habit of a
particular writer but they marked that the more extensive and varied the corpus of writing
are, the more difficult it is to identify a common set of linguistic habits. This is because
they believe that writer, period or epoch, genre, among other things define some corpus
of writings in which the characteristics of language use are to be found.

Style can also be seen as one of the fundamental pillars of literature which is
based on appropriate choice which again may be influenced by the subject-matter, setting
and the audience. Hough (1969:8), in talking about style says we are talking about choice
between the varied lexical and syntactic resources of a particular language. He too is of
the opinion that choice is conditioned or influenced by subject matter, occasion and the
mood and temperament of the artists. This again, as noted earlier, justifies why style is
seen as the expression of the personality of the artist through the medium of choosing
linguistic elements that are condition by what Waudhaugh (1986:51) lists as occasion;
the various social, age and other differences that exist between participants; the particular
task involved, e.g. writing or speaking; the emotional involvement of one or more of the
participants; and so on.

In line with this, Agyekum (2007) citing Gordon and Kuehner (1999:538)
describes style as

a distinctive manner of expression or characteristic way of
saying things. Style involves the selection of words (diction);
sentence structure (syntax); figurative devices, such as
simile, metaphor and symbolism — which sets the tone and
reflects the individuality of each author. They say “the style
is the man himself” suggesting that a person’s literary style
reflects his character or personality.
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Here, style is regarded as “the man himself”; by this again, style is seen as an index of
personality. Other adherent of this view is Burling (1966:162). Ogunsiji (2001) notes a
problem that an author may be associated with more than one style i.e an author can be
an embodiment of different personalities if style is taken to be the man himself.

Adéléke (2005), citing Gray (1992:227), defines the concept as “the characteristic
manner in which a writer expresses himself or herself; or the particular manner of an
individual literary work”. He further says that each writer’s style is unique, but it may be
a combination of many different factors, such as typical syntactic structures, a favourite
or distinctive vocabulary, kinds of imagery, attitude to subject matter, among others. In
short, we can sum this definition up by saying style is that expressive or emotive element
of language which is added to the neutral presentation of the message itself. It is the
special choice and typical structure that showcase the expressive and emotive elements
that make style. This is why Ogum (2002), quoting Fowler (1973) defines style as a
phenomenon involving the manipulation of variables in the structures of a language or in
the choice of optional or latent features. Still citing Gray (1992), Adéléke (2005) averses
that “the purpose of a work of art may dictate a certain style such as expository, emotive,
journalistic, poetic”. This accounts for why Simpson (2007) says style performs the role
of unification, that is, unification of literature’s disparate linguistic parts.

Roland Barthes (1971) describes style as an exception to a rule. He refers to style
as a difference, an aberration, exception to the norm. Stankiewicz, as quoted in Adéléke
(2005:49), is of the opinion that ‘deviations’ from the accepted norms of the spoken
language are not only to be tolerated but are also expected within various poetic
traditions, periods and genres. Therefore, deviations must not be viewed as poetic license
and/or individual creation, but the result of manipulations of available linguistic material
and the skillful utilization of the possibilities inherent in the spoken language. Again,
deviation should not be seen as a sign of bad usage in literary text but as ingenuity.

On the above, Agyekum (2007) raises a question; “How much can one deviate
from the norms of ordinary speaking to ornament his speech, since every amount of style
is a deviation from the normal skills of day-to-day interaction?” To this question, he
provides the answer thus:

Style is an ornament to speech and how much of
ornamentation is needed for a particular speech may depend
on the genre and the individual speaker. Notwithstanding, we
should note that our speech should not be spiced with figures
of speech throughout, for too much cook spoils the broth
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It is important to note at this juncture that deviated words are overloaded with meanings
different from their general knowledge and situations under which they are uttered.

Todorov (1971:30) in his The place of Style in the Structure of the Text identifies
some popular notions of style, first as coherence (the inherent literary style), and second
as deviation (individuality or artist-oriented). By coherence, he means the form,
structure, totality, uniqueness and harmonious assemblage of several more general
categories within the particular work (this may be seen as conformity with convention of
a particular genre); and by deviation he means infraction, transgression or violation of
norm by the artist which is in line with the opinion of Osgood (1960) that sees style as an
individual’s deviation from norms for the situations in which he is encoding.
‘Foregrounding’ (Mukarovsky, 1970) or ‘motivated deviation’ (Leech, 1966) from
linguistic of other socially acceptable norms has been claimed to be a basic principle of
style. The norms of the language form the ‘background’ against which the foreground
leans. Foregrounded features are prominent because their abnormality is placed in focus,
that is, they are easily noticeable and draw attention to themselves. To Widdowson
(1974), “it has been frequently pointed out that literature, and in particular poetry,
contains a great deal of language which is grammatically and semantically deviant”.
Deviation is a departure from the norm. The shortcoming of style as deviation according
to Ogunsiji (2001) is that the concept of norm itself has not been well defined, and that
the notion of norm itself may be conditioned by factors like period or time, and genres
among others. In other words there cannot just be one norm as there is dynamism in
language with respect to time and genres as noted above.

Despite the criticism, one still finds some positive values in it. According to
Ayeleru (2001), it cuts writer out as being unique and it considers literature as an
exercise of poetic license. When an artist employs a particular word instead of the
standard version, he does it, not because of his ignorance of the grammar or lexis of the
language being used; but for a stylistic reason. The distinction lies in the fact that while
deviation is well motivated, deviance has the status of errors. The writer who uses the
deviant form of a word knows its standard form. Deviation is more pronounced in poetry
than any other genres of literature due to condensity of its language resulting from bid to
ensure freshness, enstrange or defamiliarise and economy of efforts. It only manifests in
drama and prose when the use of language is heightened as the case is in Faleti’s
Basorun Gaa and Idaamii Paadi Mikaili. The reason for this is the vividness and lucidity

of language use in drama and prose in order to bring them closer to the readers and make
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things more real to them. Authors, especially playwrights and novelists, like their readers
to feel and see things the way authors do. This may account for why Ahmed (2003:80)
citing Crystal (1995) says

The more compact and constrained language of poetry is, it

is far more likely to disclose the secrets of its construction to

the stylistician than is the language of plays and novels

where the structuring process is less evident and where

dialogue and narrative is often indistinguishable from the

norms of everyday speech.
In short, we can simply say that defamiliarization, which as earlier said is more
pronounced in poetry, is the artful or creative aspect of literary text that makes the reader
alert and alive; it makes the reader to intensify the concentration accorded to the text.

Beyond the established norms and regularities, the writer has a reasonable degree
of freedom to choose from the linguistic resources of his language. This is termed poetic
license. It is this freedom of linguistic possibility that marks the index of creativity in
language, not the presence of a conventional set of linguistic rules or guidelines within
which an artist writes.

Brooks and Warren (1952) are of the view that style is used merely to refer to the
selection and ordering of language. This may account for why Ferdinand de Saussure,
the 20" century structural linguist, saw style in language as a matter of parole rather than
langue; a case of individual performance rather than the collective system. It is selection
from a total linguistic repertoire that constitutes a style (Leech and Short 1981:11). Also,
Ellis (1970), as cited by Igboanusi (1995), sees style as proper words in proper places.
This marks or emphasizes correctness and appropriateness in writing. But the question is
who determines “correctness or appropriateness in lexemes’? ‘proper and appropriate
words’ in an undefined or unspecified context’?

Igboanusi (1995), citing Ellis (1970:67) and Ohmann (1964:423) says “A style is
a way of writing — that is what the word means”. He then noted that Crystal and Davy

(1969) go beyond ordinary definition to distinguish four occurring senses of the term

“style”-

1. Style as the habits of an individual;

ii. Style as the language habits shared by a group of people at one time or over a
time;

iii. Style when used in an evaluative sense; and

iv. Style used to refer to literary language.
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Again, citing Freeman (1970:4), Igboanusi furthers that style may be divided into three

types:

i. style as deviation from the norm,

ii. style as a recurrence or convergence of textual pattern.

iii. style as a particular exploitation of a grammar of possibilities.

The definition given by Leech and Short (1981) seems to consider all these
possibilities when they averse that style can be seen as “the way in which language is
used in a given context, by a given person for a given purpose”. The ‘how’ settles style
as deviation, when language is used in a way that does not align with everyday or
conventional use, the question of ‘how’ comes in. Also, style as ‘choices’ is catered for
in the (iii) above. One thing that this definition may be credited for, aside others, is its
recognition of ‘context’, as it affects style. Ayeleru (2001) in his own way defines style
as a manner of writing peculiar to a person, a genre or an epoch. He cited Enkvist’s
classification of style in the article “Defining Style’ in An Essay in Applied Linguistics”
edited by Spencer (1964) as follows
(1) Style as a shell surrounding pre-existing core of thought or expression
(ii) The choice between alternative expressions
(iii)) A set of individual characteristics
(iv) A deviation from the norm
(v) A setof collective characteristic entities
(vi)  Those relation among linguistic entities that are stable in terms of wider span of

text than sentences  (Spencer 1964:12)

Going by the different opinions of scholars on the term style, one can see that
each of them is based on ad hoc, just to satisfy or justify their immediate use of the term.
In line with this, Qlateju (2016:9) reported that:

For a long time, style has been a difficult concept to define.
Many scholars such as Leech and Short (1981), Crystal and
Davy (1985), Adebowale (1994), Oha (1994), Ogunsiji
(2001), Ononye (2014) and Ajibade (2016) have defined the
term “style”. Yet, the attempt has not produced one single,
homogenous definition of style.

In justifying this claim, he referred to Fowler (1973:185) that says:

Style is one of the oldest and most tormented terms in
literary criticism; its meaning is controversial while its
relevance is disputed”.
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This Fowler’s opinion looks counterintuitive; it is contrary to the opinion of Nino and
Tamar (2013:2) that says “stylistic devices play the greatest role in the analysis of any
kind of literary text”. For literary a critic to think that style’s “relevance is disputed” in
literary criticism; there is need for the writer to give convincing reasons; because the
opinion (to say the least) is very funny.

Ullmann (1959:6) also states that there can be no question of style unless the
speaker or writer has the possibility of choosing between alternative forms. To Ullmann,
what constitutes style are the choices which a speaker or writer makes from among the
phonological, lexical and grammatical resources of his language. On style as choice,
Trangott and Pratt (1980:29) see language as sum total of the structure available to the
speaker, while style is the characteristic choices made from the totality. The problem is
whether to locate style in the conscious choice only or regard unconscious choice also as
stylistic. To this, Ogunsiji (2001) says style cannot be conscious choices alone because if
one had to make all phonological, syntactic, semantic, and pragmatic choices
consciously it would take a very long time to say anything at all.

In resolving the problem of defining the term style, Olateju (2016:9) says, if style
1s difficult to define, at least, it can be described. He then harmonized all the scholars’
opinions into four schools of thought, namely; style as language, style as choice, style as
deviation and lastly style as individuality. There is no doubt that Qlateju’s harmonization
would afford any critic to be able to diversify and justify himself without committing
fallacy. Therefore, the present study leans on as many schools of thought that are
relevant and useful to our analyses. Style should be seen as aggregate of possibilities in
the management of language resources to convey meanings. This pluralist approach to
the concept of style will be rewarding as the concept cannot be pinned down to a precise
definition and should be seen as multi-dimensional, therefore we shall reflect any
dimension of style as revealed by our data in the present study, especially those that see
style as a choice and deviation from the norms. The tropes under investigation manifest a
lot of lexical deflections and deviant expressions which we see not only as deviation but
as speakers’ or writers’ stylistic choices.

From the opinions of the scholars cited above, it is glaring that deviation is not to
be regarded as a weakness on the part of the writers, but a deliberate or conscious
linguistic manipulation aimed at achieving stylistico-semantic effects. It is even seen as
the sign of creative ingenuity on the part of artists. Also, this study recognizes the issue

of style in relational context. By this we refer to characteristics of language use in
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correlation with some extra linguistic factors. If we say Adébay¢ Faleti was fond of using
imagery, one would want to find out why he was distinguished with that characteristic. If
one considers his background, especially living with his parents and uncle in Mosifa and
Agbooyé villages near Qyo the core of Yorubé state, one would understand why he was
so meliflous and grandiloquent in the use of Yoruba language. These extra-textual or
extra linguistic factors are what can be referred to as ‘stylistic domain’. The present
study, therefore, is interested in the effects generated by such manipulations, which may
arise as a result of deviation, choice, context, genre type, or even personal idiosycracies
of writers, with a view to establishing the relevance of such effects to the totality or
wholeness of the literary context where they are used. Even as earlier stated, Crystal
(1987:71) says that it is this deviant and abnormal feature of the language of poetry that
stylistics focuses on.
The above explanation justifies Cureton, Leech and Short (1985:12) that says:

Style is the linguistic characteristics of a particular text, since

the way people use language gives us information about their

physical type, their geographical, ethnic and social

background and the type of context in which they are

communicating.
Whatever the case may be, a person’s language use conveys information about him or
her, and there are features which mark someone as a member of a group, performing a
particular type of activity along with others. In order to stand out, there is need to desire
certain degree of standard (or ‘packaging’ in contemporary colloquial style) that would
distinguish or mark him or her out from others. In this view, style can be viewed as the

set of language features that makes someone distinctive — the basis of one’s personal

linguistic identity.

2.5.2 Linguistics

Abrams (1981) defines linguistics as the systematic study of the elements, and the
principles of their combination and organization, in language. Through the nineteenth
century, the study of language was known as philology and was mainly comparative and
historical. The study of language change over a span of time is called diachronic; the
great advances in the twentieth century linguistics came with the shift to the synchronic
study of the system of a single language at a given time.

Language is simply defined by Ayeleru (2001) as the scientific study of language.

In his Glosary of Literary Terms, Abrams defines linguistics as a systematic study of the
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elements and the principles of their combination and organization in language.
Linguistics is divided into four components, namely phonology, morphology, syntax and
semantics. Ayeleru (2001) traces Linguistics history is traceable to the mid 19" century
and stressed that the field has witnessed a great change since the 1950s. While discussing
linguistics as an academic discipline, he cited Olateju (1998:11) which claims that:

Before linguistics attained its independent status,
methodologies and principles associated with some other
disciplines such as logic and philosophy were usually
adopted for its study.

Efforts of the American linguist Noam Chomsky whose book Syntactic Structures in
1957, where he introduced Transformational Generative Grammar, marks a new epoch in
the history of modern linguistics.

Ahmed (2003) opines that the discourse on style and stylistics is better begun
with exposition of the study of /inguistics, a concept which he defines as scientific study
of language from the perspectives of sounds, words and grammar of a specific language,
the relationship between languages or the universal characteristics of all languages. It
may also be from sociological and psychological aspects of communication. According
to him, language may be studied from synchronic or diachronic approach which means
the study of language as it occurs at a specific time, and the study of language change
over an extended period of time. The study of language may also be theoretical or
applied.

In line with Ayeleru (2001), Ahmed (2003) says, the aspects of linguistics study
comprise consideration of sounds of a language (phonetics and phonology), sound
sequence (morphology or words makeup), the relation among words in a sentence
(syntax) and vocabulary and semantics (meaning) of a language.

Ahmed (2003:66) records that; there are several approaches to analysis of
linguistics. These include; Descriptive and Structural Linguistics, Prague School of
Linguistics, Transformational Generative Grammar, Modern Comparative Linguistics,
Sociolinguistics and Psycholinguistics analyses. He then explains the concern of each
aspect of linguistic studies as summarized below.

The concern of descriptive linguistics is to analyse linguistic data with a view to
organizing them into separate hierarchical level of language: phonology, morphology
and syntax. The idea was first introduced by German-American anthropologist Franz

Boaz and the American anthropologist and Linguist Edward Sapir. They formulated
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methods for identifying the distinctive or meaningful sounds of a language
(phonetics/phonology) and the minimal units of sound combination that carry meaning
(morphemes: word roots and affixes). Leonard Bloomfield later developed a
behaviouristic analysis of language which emphasized the techniques to be used in
discovering the sounds and grammatical structure of wunrecorded languages.
Structuralism is the name given to Bloomfield’s system of linguistic analysis. To a little
extent, especially in describing the formal linguistic features of our data, this approach is
found useful to the present study.

Literature being a work of language, and structuralism as a linguistic method, are
to have encounter on the terrain of linguistic material like sounds, forms, words, and
sentences which constitute the common objects of the linguists. This made the early
Russian Formalist movement to define literature as a mere dialect, and to envisage its
study as an annex of general dialectology, which needs no external influence in its
analysis. To this present study, this school of thought is grossly inadequate.

Prague school of linguistics stressed the function of elements within a language
and emphasized that the description of a language must include how message are put
across. This school of thought looked beyond the structure of language and attempted to
explain the relation between what is spoken and the context. Because of the recognition
of the role of context in meaning making, this study recognizes the approach.

Transformational Generative Grammar, a system of language analysis that makes
it possible to generate all grammatically acceptable sentences of a language and
eliminate ungrammatical construction, is concerned with the explanation of how
sentences in any language are interpreted and understood. The chief proponent of this
theory of linguistic analysis - the American linguist, Noam Chomsky — posited that there
are rules of universal grammar and rules for particular languages. These rules allow for
sentence elements to be arranged in different ways without violating meaning. The rules
take basic, underlying semantic units and transform them to produce sentences with
recognizable and understandable order and units. The fact here is that this approach goes
beyond describing the structure of language; it explains how sentences are interpreted
and understood in a language. As detection of the exact intended meaning of text is
central to this study, there is need to generate several sentences to be able to ascertain the
deep structure that produces the texts in our present study with a view to detecting the

‘how’ and ‘why’ of their use.
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The concern of the Modern Comparative Linguistics is to compare languages
with regards to their syntactic structures and grammatical categories with a view to
discovering the range of possibilities in the sound, structural and semantic systems of the
languages of the world. This endeavour helped the linguists in this school to establish
language families. Sociological and psychological analyses are concerned with
psycholinguistics and sociolinguistics. The field of psycholinguistics, according to
Ahmed (2003:71) merges overlapping interests from the study of both psychology and
linguistics. It is concerned with topics like language acquisition by children, speech
perception, aphasia and neuro-linguistics. Sociolinguists on the other hand studies how
language functions in society. It studies attempt to describe the human ability to use the
rules of speech appropriately in different situations. Sociolinguistics believes that the
mechanism of language change can be understood by studying the social forces that
motivate using different forms in different circumstances.

Ahmed (2003:67-71) succeeds in sheding lights on the concerns of each school of
linguistic criticism on both language and literature. It is obvious from the foregoing that
no one is independently perfect to cater for literary analysis. In literary terrain, if there is
a single characteristic which unites these diverse enterprises in linguistics today, it is the
tendency to explore for pattern and system below the surface forms of language; to
search for the principles of meaning and language use which activate and control the
code. In this, the linguist’s concerns have moved in the directions that are likely to bring
them closer to those of the critic (Leech and Short 1981:6).

Halliday (1978) sees language as a “social semiotic” in the sense that it evolves
in a context and the environment in which people deploy language to serve
communicative needs can shape its form and meaning. The analysis of texts in our study
demonstrates that the tropes under study are dense with figurations which not only
preserve and project the expressive beauty of the data texts, but also help to capture
intentions more vividly and produce desired meanings and effects on the audience or
readers. For the present study we see Chomsky’s Transformational Generative Grammar
(TGG), as being germane, as it postulates the disparities and relations between deep and
surface structures. The emphasis is on the fact that the meaning of surface linguistic
constructions like literary text is retrievable only in the deep structure.

As recorded by Ogunsiji (2001), semantic linguistics, which has been
championed by Halliday (Halliday 1961, 1971, 1973 , 1985, etc) views language as a

form of functional behaviour which is related to the social situation in which it occurs,
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as something that we do purposefully in a particular social setting (Berry, 1977). In other
words, the theory views language as a social activity which has developed both in the
functions it serves, and in the structures which express these functions, in response to the
demands made by society and as a reflection of these demands (Kress, 1976). Halliday’s
major claim in this theory is that language structure reflects the social uses to which
language is put.

The present work acknowledges the fact that linguistics has relevance for literary
criticism just as literary criticism has relevance for linguistics (Bateson, 1971). As
observed by Igboanusi (1995) linguistic stylistic analyses that purport to follow strictly
linguistic lines have tended to indicate some judgments, no matter how incidental, that
relate to literary criticism. However, this work attempts a dualistic view. This means that
literary texts are described using the methods provided by descriptive linguistics and
extra-textual phenomena provided by socio-cultural orientation that bore the texts. Text
analysis sets out primarily to interpret the meaning of a text as an aspect of cultural or
social communication, and gives a proper description of the linguistic feature of the text
where and when necessary. Therefore, it must also be pointed out that our analysis of
text or sentence are not done in isolation but as part of the text as a whole.

Meanwhile, since the primary concern of the present study is on the functional
aspect of language, the study may borrow a leaf from M. A. K. Halliday“s Systemic
Functional Grammar (SFG) in our analyses where and when necessary because it holds
that linguistic events should be accounted for at a number of different levels. The levels
include “form”, “substance” and ‘“context”. The substance is the material of the
language: ‘phonic” (audible noise) or ‘graphic’ (visible marks). The form is the
organization of the substance into meaningful events. The context is the relation of form
to non-linguistic feature other than those of the item under attention: these together are
the ‘extra-textual features. This model does not focuse only on the structure of language,
but also on the properties of discourse and its functions in specific social and cultural

situations (Igboanusi 1995:71-72). The analysis in this work considers these trios.

2.5.3 What then is stylistics?

Effective communication is a process of inventing content and then of choosing
and arranging the language best suited to the purpose. The aim of stylistics is to define
literature as a discourse and art form and to establish its function as something that can

be properly studied. Having got the background knowledge of linguistics, we can now
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examine the concept of stylistics. To Preminger and Brogan (1993), stylistics is the
systematic study of text with the aid of concepts and tools borrowed from linguistics. It
has its root in ancient rhetorics and it is a science of expressivity.

Lecercle (1993) and Olatéju (2004) observe that there has not been any universal
definition for the word ‘Stylistics’ as many scholars attempted defining the word from
different perspectives.

There has been a considerable division in the subject between literary stylistics —
which is, in many respects an extension of practical criticism — that seeks aesthetic
function of language, and linguistics stylistics — which seeks the creation of linguistic
models for analysis of text (Simpson, 2007). In other words, linguistic stylistics seeks
linguistic evidence in literary language as noted by Leech and Short (1981). Widdowson
(1975:3-4) sees stylistics as a mediation between the two disciplines of literary criticism
and linguistics. He is of the opinion that though enquiries can be carried out in literary
criticism without reference to linguistics and vice versa — an opinion to which some
linguists said that it is impossible to do literary criticism without recourse to linguistics
in as much as literature uses language and that literary critic must involve in a discussion
about language — still stylistics morphological make-up suggests: the ‘style’ a component
relating to literary criticism, and ‘istics’ a component relating to linguistics coming
together to form “stylistics”. Recognizing the roles of literary criticism and linguistics in
literary analysis, he cited Halliday which expresses that:

Linguistics is not and will never be the whole of literary
analysis, and only the literary analyst — not linguist — can
determine the place of linguistics in literary studies. But if a
text is to be described at all, then, it should be described
properly; and this means by the theories and methods
developed in linguistics, the subject whose task is precisely
to show how language works (Widdowson, 1975:7)

Stylistics as a fusion of two different disciplines established the fact that there is a
cyclic motion whereby linguistic observation stimulates or modifies literary insight, and
whereby literary insight in its turn stimulates further linguistic observation. This shows
there is to and fro movement from linguistic details to the literary centre of a writer’s art
(Leech and Short 1981:13). In other words, stylistics in no way replaces the traditional
literary appreciation, but simply serves to bring it into clear focus. However, it is

important at this juncture to state that the programme of stylistics includes the concerted
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effort to develop reliable ways to describe an author’s characteristic features and to
interpret their (the features) roles in the expression of meanings.

Toolan (2002) sees stylistics, in a nutshell, as the study of language in literature.
To do stylistic analysis is to explore creativity in language use, which may be for
evaluative purpose. It is a method of textual interpretation in which primacy of place is
assigned to language. It is critically concerned with excellence of techniques, and craft in
writing may be with a view to determining and explaining where the brilliance or
ingenuity of an artist lies, assisted by linguistic terms and ideas and an increased
awareness of language resources and language structure. The reason why language is so
important to stylisticians is because the various forms, patterns and levels that constitute
linguistic structure are important index of the function of the text. No wonder Simpson
(2007) says stylistics often forms a core component of many creative writing courses, an
application not surprising given the discipline’s emphasis on techniques of creativity and
invention of language.

Stylistics is interested in language as a function of texts in context, and it
acknowledges that utterances, literary or otherwise, are produced in a time, a place, and
in a cultural and cognitive context. These extra-linguistic parameters are tied up with the
way a text means. This may account for why Fowler (1981), in his literature as a Social
Discourse regards discourse as the expression of cultural and political values, and
therefore socially determined. This includes literature, which is fully exposed to the
forces of society like any other discourse.

If truly literature is seen as not simply a text but rather as a social discourse, all
kinds of ways are opened to interpret and describe them in terms of their vital cultural
functions. To regard it as a social discourse is to stress its interpersonal and institutional
dimensions, concentrating on those parts of textual structures which reflects or which
influence relations within society. A study of literary styles which concentrate on such
matters requires methodological and theoretical underpinnings which are more
sophisticated and more ambitious than those usually presupposed in linguistic stylistics
(Verdonk 2002). To this end, Short (1996:2), after ascertaining the core task of critic as
that of interpreting and judging literary texts, reaffirms that

literary criticism can contain many things. For example,
some specialists may concern themselves almost entirely
with socio-cultural background against which particular
work were written, and others look at the lives of authors and
how their experiences led them to write the way they did.

43



As cited by Olatéju (2004), Hendericks (1974:7) defines the concept, under the
preferred form of stylo-linguistics, as “the act of bringing linguistic theories and
methodology to bear on specific literary problems”. Another relevant definition for this
study is that of Leech and Short (1981), which describes stylistics as

the linguistic study of style... the study of language as used
in literary texts with the aim of relating it (language) to its
artistic functions.

Leech and Short 1981:13&15)

This definition is considered relevant because of its recognition of style as artistry
(prowess) and the artistic role of language in communication

Gray (1992:227), cited by Adéléke (2005) defines stylistics as “the exact analysis
or description of style in writing and speech using vocabulary developed in the field of
linguistics”. To Fowler (1993) ‘stylistics encompasses any analytic of literature that uses
concepts and techniques of modern linguistics. Jakobson (1960) holds a broader view on
issues relating to literary analysis. In his Linguistics and Poetics, he identified six
functions of language which include the referential, the emotive, the phatic, the conative,
the meta-lingual, and the poetic. He is of the opinion that for a linguist to achieve a
comprehensive theory of language, none of these functions should be neglected. Since
poetic is an integral part of linguistics, it has to be seen as linguistic study of the poetic
function in the context of verbal message in general and in poetry in particular. He
explains further that poetry is a context in which addresser sends message to an
addressee. The message is the utterance as a linguistic form whose function rests on the
maximum foregrounding of the utterances, either through the use of deviant of
grammatical constructions (deviation) or through the use of highly patterned language
(choice).

According to Enkvist (1964:28), the style of a text is “a function of the aggregate
of the rations between the frequencies of its phonological, grammatical and lexical items
and the frequencies of the corresponding items in a contextually related norm”. This
definition accounts for one’s choice of certain word typologies rather than others. It also
accounts for the choice of certain structural patterns over some others. The study which
looks at style from the linguistic point of view is linguistic stylistics. Halliday (1961:242)
equates stylistic with the linguistic study of literature. By the linguistic study of a literary
text, one is, in fact, referring to the study of language of literature from the perspective of

linguistics. It is an analysis based on descriptive linguistics- “the study of how language
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works” (Halliday 1970:66). Widdowson (1975:3) defines stylistics as “the study of
literary discourse from a linguistic orientation”. It is his view that stylistics is a way of
mediating between literary criticism and linguistics. Widdowson also maintains that
while the ultimate purpose of literary criticism is to interpret and evaluate literary writing
as works of art, the linguist aims at describing how an author’s peculiar use of language
exemplifies the language system. Linguistic stylistic is, therefore, a branch of linguistics
which deals with “the social function of language”. It is concerned with the linguistic
study of style. Linguistic stylistic applies techniques and concepts of modern linguistics
to the study of literature (Leech and Short, 1981:1).

Though linguistics is a discipline that studies human speech, including the units,
nature, structures and modifications of language; its application in literary analysis made
linguists to discover that a lot of features abound in the structures of literary texts which
require special attention. These features include pun and humorous use of words in such
a way to suggest different meanings or applications. To this end, there is need to
appreciate the benefit of the discipline of literary criticism and linguistics whereby
linguistics has a lot to contribute to literary criticism just as literary criticism has
something to contribute to linguistics. May be this is why Widdowson (1975:3) after
seeing stylistics as the study of literary discourse from linguistics orientation and furthers
that

What distinguishes stylistics from literary criticism on the

one hand and linguistics on the other is that, it is essentially a

means of linking the two and has (yet, at least) no

autonomous domain of its own.
It is obvious from the above assertion that both literary scholars and linguists alike have
contributions to make in literary criticism. Therefore, they are partners in progress. What
matters then is to get a way of linking the two disciplines together under a new study or
discipline whose concern would mainly be literary criticism. This is exactly what
precipitated stylistics as an autonomous discipline.

Olabode (1985) and Olatéju (2004) criticize all the scholars who define stylistics
from linguistic perspectives on the premise that their definitions failed to mention or
recognize the limitations of linguistics in literary studies much less of proffering or
suggesting ways of compensating for the inadequacies of linguistics in literary analysis.
If it is conventionally agreed that the word ‘stylistics’ itself is a fusion of two different

words — style and linguistics, why then is it that the concept is defined with focus on
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linguistics at the detriment of style. Little wonder why OQlatéju (2004) concludes that:
“since stylistics is a form of criticism which has literature as its main focus, it is
imperative that its definition should embrace all the subjects involved in the study of
stylistics — style, linguistics and literature. In line with this notion, he defines stylistics as
“a critical study of the linguistic style of a literary work of art (or any other discourse that
uses language), using all the resources — linguistic, literary, cultural, historical, socio-
political etc. at the disposal of literary analyst or stylistician as additional sources of
information.

Igboanusi (1995) says that, there is a close link between linguistic stylistics and
literary stylistics and that, not all linguistic analysis can be said to be stylistic analysis. A
linguistic analysis is based solely on linguistic theories and principles while stylistic
analysis deals with the study of style, with emphasis on such concepts as theme, and
other rhetorical devices. It is more profitable to combine the methods of linguistic
stylistics and literary stylistics as far as literary criticism is concerned because neither
linguistic stylistics nor literary stylistics can claim absoluteness as both have their
relative strengths and weaknesses. The need to blend the two in terms of their methods
and objectives serves as the basis for linguistic stylistic study which applies the principle
and methodology of linguistics and relevant principles of literary stylistics as techniques
to study meaning and style in literary discourse. The present study therefore embraces all
the available resources: linguistic, literary, cultural and historical, in investigating the
subject matter of this study.

Oglinyemi (1998) lends credence to the fact above when he states that stylistics is
entitled to two different disciplines — linguistics and literary criticism. To the literary
scholars, it is a discipline that contributes new facts, new kinds of theoretical framework,
and commitment to the craft of studying, explaining, analyzing and evaluating the works
of arts. As posited by Wellek (1971), what is expected of a stylistician is the analysis of
work of arts which includes elaborating something like grammar of a work and working
towards aesthetic ends. Todorov (1971) also distinguishes between two types of
‘stylistics’ — “linguistic stylistics and literary stylistics. The former basically analyses
forms, while the latter analyses among other things, themes. This is so because literature
is seen as a communal art because the artists are strongly integrated into the society.

They are influenced by the society and they too influence the society. Therefore literature

46



is seen as the sum total of recordings of features and recognizable events and landmarks
of the artists’ time that are worthy of storage for posterity.

Banjo (1982) defines stylistics from literary perspective. He describes it as “an
exhaustive study of the use of language in literary work”. In line with this parameter of
relationship between linguistics and literary studies, Qlabgdé (1981) opines that the
definition of linguistics cannot but be viewed from both the linguistic and literary
perspectives. His opinion led to the idea of linguistic stylistics and literary stylistics
which are the two main branches of stylistics (Olatéju 2004:3).

This study leans more on the definition given by Olatéju (2004) as our working
definition because of its broadness and capacity to accommodate both linguistic and
literary analysis of Yoruba literary discourse. Therefore, as observed by Adéléke (2005)
that it is possible to either take each of these two aspects of stylistics separately for study
or combine them in a study, this study prefers to take the latter stand in as much as the
theoretical approaches to the study which are structuralism and pragmatics favour both
discipline.

Summarily, from the different views of scholars cited above, we can conveniently
say that stylistics is concerned with how far we can adduce textual evidence for a
particular interpretation and how far we can assign significance to a particular textual
feature. All these are considered with a view to demonstrating how an examination of
specific linguistic features of the text can help to substantiate and perhaps promote the
awareness of its literary effects. The text’s functional relevance as discourse acts in turn
as a gateway to its interpretation. This may probably be the reason why Simpson (2007)
states that:

While linguistic features do not of themselves constitute a

text’s meaning, an account of linguistic features nonetheless

serves to ground a stylistic interpretation and to help explain

why, to analyst, certain types of meaning are possible.
The above assertion implies that text is not an end in itself but a means to an end. In
other words, specific features of a text can enhance the awareness of its literary
significance or effects.

As earlier mentioned, stylistics is interested in language as a function of texts in

context, and it acknowledges that utterances (literary or otherwise) are produced in a

time, a place, and in a cultural and cognitive context. This shows that text is context-

sensitive and its domain of reference includes pragmatic, ideological, social and
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cognitive elements in text processing Therefore, the more context-sensitive the
description of language, the fuller the stylistic analysis that accrues.

It is very clear from the foregoing review that literary texts are not created in a
vacuum; they are born out of certain inspirations, in a particular cultural and cognitive
context, for particular purposes at a given time and place. Therefore, this present work
does not block its feelers to both linguistic and literary elements that help in the process
of meaning making, especially through adoption of methodological models (theoretical
frameworks) that are appropriate to the achievement of the objectives of this study. Since
the present study requires deciphering texts to investigate how and why authors use
repetition and pun the way they do, it is imperative here to state that the importance of
personal linguistic identification often lies and is recognized in the study of literary arts,
where authors’ expressions are analysed in detail with a view to determining their
stylistic efects, meanings and significance. So, various authors’ and speakers’ ‘texts’ are

abstracted for analysis in this study.

2.6 Repetition and pun in Yoruba literary genres
2.6.1 Introduction

Repetition and pun are parts of literary devices that writers and oral artists
employ as ingredients to embellish their literary rendition. The two devices can be used
at times for comic purpose, especially when used in comic form since comedy is a
dramatic form in which the materials are selected and managed primarily in order to
amuse the audience. Comic expressions engage our delighted attention. This accounts for
why Sigmund Freud says in his Beyond the Pleasure Principle that repetition, the re-
experiencing of something identical, is clearly in itself a source of pleasure (Kawin
Bruce, 1972:1). The effect of such repetition and pun may be high or low. It is high when
it evokes intellectual laughter, thoughtful laughter from readers or audience who remain
emotionally detached from the form or context; low when it makes little or no
intellectual appeal, but it is undertaken to arouse laughter by jokes or gags. It is one of
the common components of farce.

These devices enrich literary creation and play other vital roles in making literary
artists achieve what can be called literariness in their work. Sometimes, these devices are
not independent; they form chain with other devices to achieve the wholeness of

aesthetics in literary work. In other words, there are network of interactions among
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various devices employed in literature to bring about the achievement of purpose and the
completeness of literature itself.

At times, these devices form the basis for other devices or elements. This is to say
that two or more devices may be interwoven such that the appearance of one calls for
introduction of the other. For example, when parallelism appears in a literary piece, there
is bound to be lexical matching, tonal counterpoint and repetition of thought or semantic
repetition. The choice of a particular device at a point in time is not by accident. It is
stylistically motivated (a conscious or deliberate choice) for the attainment of a goal.
This means that when a particular device is found at a point, and it calls for analysis,
there is the need for the consideration of the context which is the environment of use in
addition to the form or structure. This would help in getting the real intended purpose
why the author employs such device at that particular environment.

Certain degree of interplay is noticed between the two devices that form the
subject-matter of this study, that is, repetition and pun. This work therefore seeks to find
the level of their interrelatedness with a view to establishing the level of interplay

between the two tropes.

2.6.2 Repetition as a concept

It is a well-known fact that there exist various ways of expressing people’s
attitude towards another person, any kind of thing or phenomena; there are different
variants of expressing similar, though not absolutely identical ideas. It is stylistics that
deals with all variants of linguistic expressions in language. Stylistic devices play the
greatest role in the analysis of any kind of literary text. Among other figures of speech,
repetition is one of the widely used stylistic devices. In line with this, Nino and Tamar
(2013:2) say that.

Stylistic devices play the greatest role in the analysis of any
kind of literary text. The term “figure of speech” is
frequently used for stylistic devices that make use of a
figurative meaning of the language elements and thus create
a vivid image. Among other figures of speech, repetition is
one of the widely used syntactic stylistic devices.

Just as Nino and Tamar (2013:2) say, there is one observable thing about repetition, this
is no other thing than its frequency of occurrence in poetic texts. This indirectly makes it
to manifest in different guises such that it leads to manifestation of other tropes like pun,

onomatopoeia, ideophone, among others. Let us consider the following for an example:
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Mo jagun Olugbon I fought Olugb6n war

N 0 ki s6gun Olagbon I did not die at Olugbon war

Mo jagun Arg¢sa I fought Ar¢sa war

N 0 ki sogun Ar¢sa I did not die at Aresa war

Ogtin t6 dégun un I¢ o ku ségun ri Ogin, who initiated war never
died in any battle

Several words and phrases are repeated in the above exerpt to achieve certain stylistic
effects. The words Olugbon and Argsa are repeated strategically to achieve tonal
counterpoint, that is, the high tone in the last two syllables of the word Olugbon
counterpoints with the low tone in the last two syllables of Ar¢sa. Also, the verb phrase
‘jagun’ (ja ogun) is repeated in lines 1 and 3 to reitrate the battle prowess of the character
in question. The artistic weaving of the words ‘Ogun’ and ‘ogun’ in line 5 generates
puns. Another noticeable trope here is the parallelism in alternate lines, that is, lines 1
and 3, then lines 2 and 4. The clause “N 0 ki sogun” (the clause “N 6 ki + prepositional
phrase “si ogun”, which combines to form “N 0 ki s6gun”) is also repeated to show that
despite several battles fought by the character in question, he still survives.

The arrangement again achieves the end rhyme with the rhyming scheme of
a,a,b,b,c - meaning that the final words in lines one and two rhyme with each other as
a,a, the final words of lines three and four also thyme with each other as b,b, the fifth
line does not rhyme with any of the preceding four lines, so, it is tagged ‘c’; while the
translated form resulted in a,a,a,a,b, meaning that the final word of the first four lines
rhyme with one another as a,a,a,a, and the last word on the fifth line takes a different
shape from those in the preceding four lines. The reason being that the Yoruba phrasal
rules do not permit the qualifiers to come before the nouns they qualify. Just as Nino and
Tamar (2013:2) observes, stylistic devices play significant roles in the analysis of any
kind of literary text. They said the term “figure of speech” is often used for stylistic
devices that make use of a figurative meaning of language elements and thus create a
vivid image. Truly of all figures of speech, repetition is one of the widely and commonly
used syntactic stylistic devices.

Repetition is regarded as a major rhetorical strategy for producing emphasis,
clarity, amplification, or emotional effect. It is such a common literary device that it is
almost never even noted as a figure of speech. Researchers do not agree on what
repetition is because the term has been applied to a myriad of unrelated phenomena.
Jackson, (2016) observes that repetition has been discussed within the fields of

information theory, philosophy, rhetoric, literary criticism, poetics, literary linguistics,
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stylistics, translation studies, and discourse coherence and cohesion; and that within
linguistics, repetition comes up in the areas of prosody, conversation analysis, syntax,
morphology, and pragmatics. Despite the multidisciplinary approaches to the study of
repetition, Jackson, (2016:5) says repetition has not been given adequate attention,
especially as researchers do not agree on what repetition is. Citing Aitchison (1994:15),
he averses that repetition ‘skulks under numerous names...depending on who is repeating
what and where’. She says that when children repeat, it is imitation, when brain-damaged
people repeat, it is echolalia, when disfluent individuals repeat, it is stuttering, when
novelists repeat, it is cohesion, when morphemes are repeated, it is reduplication, and
when conversations are repeated, it is reiteration.

Jackson, (2016:1) says

communicative acts sometimes contain what we might term

repetitions, in a pre-theoretical sense that we can repeat

spoken words, text, gesture, or we can repeat what we do with

our faces or voice, and we can repeat lines in our poems and

novels. In any form of intentional human communication, one

encounters repetition.
Reduplication is generally thought of as the repetition of a word or part of word to
express a particular grammatical function (Aronoff & Fudemann, 2005). Finally,
Attridge (1994) says that poems that include adjacent repetitions in their final line have a
flavour of expressiveness or intensity. In Leech and Short’s (1981), repetition of words is
considered a cohesive device. They also note that ‘repetition is expressive in that it gives
emphasis or emotive heightening to the repeated meaning’ (Leech and Short’s

1981:247).

Jackson, (2016) and Rabab'ah and Abuseileek (2012) have worked on the
Pragmatics of Repetition, Emphasis and Intensification; and the Pragmatic Function of
Repetition in TV discourse respectively. Their works are of paramount importance to the
present study in that despite the fact that they consider the same concept from different
perspectives, their works set pace for any review made in this section. Several authors
are considered alongside with them in the consideration of the concept under study here
in this section. Some other authors that have worked on emphatic effects of repetition
are Gerleman (1951), Tannen (1983) Ulatowska et al. (2000), Brody (1986), Nadarajan
(2006), Koguchi (2009), and Bazzanella (2011) to mention but a few. They note that

single-speaker repetitions can ‘express emphasis’ indicating that emphasis is some kind
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of meaning or effect. Gerleman (1951), Koguchi (2009), Nadarajan (2006), Tannen
(1983), Bazzanella (2011) claim that repetitions yield emphasis and intensity.

Rabab'ah and Abuseileek (2012) citing Schegloff (1987) says repetition is a
human, social activity, clearly part of our everyday conduct and behaviour and not just a
marker of a “disfluent” or “sloppy” speaker. Tannen (1989) claims repetition is a
phenomenon that occurs quite naturally in conversational speech. Some authors see
repetition as a repair strategy. According to Koshik and Seo (2008), search for words
during communication is used by both Native speakers and Non-Native speakers; and
this is not due to the fact that they do not know or have not learned the words they are
looking for, but they may have momentarily forgotten them. Therefore, they resort to
repetition of a lexical item while searching for an appropriate word to fill the gap. From
this perspective, Rieger (2003) investigates repetitions as self-repair strategies, used in
conversations in two related languages: English and German. Rieger (2003:51) asserts,
“Repetitions -which are also called recycling - consist of the consecutive usage of the
same quasi-lexical or lexical item or items.

Kernan (1977:95) as noted by Rabab'ah and Abuseileek (2012) averses,
“repetition recalls and reasserts the preceding token”, while Erickson (1984) finds that
repeating oneself adds preciseness. Considering Bublitz (1989) opinion, they state that
repetition is employed both to establish and maintain the continuous and smooth flow of
talk, and also to state the participants’ positions so as to help to ensure comprehension of
what has been said and meant. Bublitz (1989) goes on to describe other functions of
repetition, which include facilitating comprehension since self-repetition allows time for
the speaker to plan what to say next or how to say it, and facilitates message
comprehension on the part of the listener. Bublitz added that self-repetition helps
speakers to bridge gaps in conversation, and to state their position (agreement or
disagreement) with respect to the other speaker’s attitudes, decisions or opinions.

Leech and Short (1981: 244) describe repetition as “repeated use of an
expression (morpheme, lexical item, proper name, phrase, etc.) which has already
occurred in the context”. Frye (1985:393) completes what Leech and Short say by
saying that sounds, words, phrases and clauses are repeated to show literary emphasis or
call audience’s attention to the import of the expression. Apart from being a means of
foregrounding+p theme as being important, repeated expressions serve also as beautiful

echoes to draw the attention of audience, even to those who do not understand the
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message contained. Having studied the works of Charles Dickens critically, Brook
(1970: 143) states that,

repetition is one of the linguistic devices “of which Charles

Dickens is very fond,” and the novelist “makes things easy

for his readers by his constant repetitions, and his habitual

phrases are remembered by readers who are not used to

reading with close attention.
This really shows that repetition of certain words, phrases, or even sentences may serve
as echoes to the audience drawing their attentions to the message contains in texts,
whether written or oral.

Repetition, to Olatunji (1984), can be lexical, lexico-structural or semantic.
Lexico-structural repetition may either be full or partial. Full repetition involves the
repetition of a sentence structure as well as of all lexical items occurring in it. It may
appear in couplets or there may be intervening line(s). More than one sentence or group
of sentences may be repeated within a poem. Full repetition is used to emphasize and
intensify the theme of the repeated sentences. Repetition of phrase in poetry may have
incantatory effect.

Baldick (1990, 2004) sees repetition which is the re-experiencing of something
identical clearly and it is a source of pleasure. Repetition is a slow, ponderous, ware like.
It is a return to proceeding image, and a growing out of that image, a development from
that image, a slow blossoming of a set of images that develops from a single image.
Baldick (1990) therefore highlights the function of repetition as follows:

(1) Lexical repetition of course assists in the definition of the beginning and end of a
line.

(i1) Repetition keeps structures intact

(iii)  The audience, through repetition and rhythm, soon becomes aware of the essence
of metaphor, which is the transformation of one set of images to another, with
thread of likeness connecting images that are unlike.

(iv)  Repetition by itself provides a new experience, each repetition deepening the
artistic experience, exploring each new set of details or images in a new context,

and it is the context that defines the message. In storytelling, repetition acts as a

divider and provides layering, resulting in the decoding of the message.

) The pattering of the sounds of the poem, its music; the sound of the poet’s voice,
the manipulation of stresses and silences (panes); The recurrence of images

throughout the poems also resolves itself into pattern, from simple and obvious
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arrangements to highly complex relationships. In its simplest form, pure verbal

repetition with little or no deviation creates pattern.

From the foregoing, it is very glaring that repetition plays a vital role in rhythmic
patterning of poem in particular and the overall artistic creation in general. Repetition of
words at times can be indicative of symbolic meaning. Repetitions work together to
convey the main themes of a work to the reader and also to prefigure future events. Also,
the repetition of a word functions as a different part of speech in different contexts.

Repetition is the attempt to recollect forward and recapture the feelings of the
past. By repetition we re-cognize what has come before (how otherwise would we know
it was repeated?), thereby drawing connections between a cognitive event in the past and
its 'recurrence' in the present. As earlier posited in this chapter, the word repetition is
applicable to different kinds of human endeavours, thus its use pervades different fields
of studies as shown below.

Enzyclopedia britannica (2020) says in learning theory (psychology), repetition
enhances some underlying process in learning. Also in habit or behaviour formation, any
regularly repeated behaviour that requires little or no thought ranging from eating and
sleeping to thinking and reacting are developed through repetition especially when
accompanied with reinforcement. The behaviour becomes more automatic with each
repetition. Not only these, in folk literature techniques, since in essence all folk literature
is oral and subject to its survival in the human mind, repetition is a vital device which
aim at aiding memory, especially in folktales and epics, it is common to hear the same
episode repeated with little or no verbal change. Long forgotten are the persons
originally responsible for the tradition that has resulted in examples of folk literature.
Only the tale or song remains to be repeated and often changed by subsequent
storytellers, singers, or bards. In the course of its history it is listened to by generations.

In rhetoric, repetition is the reiteration or repetition of the same word, or the same
sense (semantics) in different words, for the purpose of making a captivating or deep
impression on the audience. In other words, it marks seriousness of the text being
repeated. As a unifying trope, repetition is found in verses where parallelism reinforced
by the recurrence of actual words and phrases governs the rhythm which helps to
distinguish poetry from prose.

Repetition of sounds, consonant or vowel (phonological repetition) within a line
produces internal rhyme serving ornamental function, such as assonance, that is, the use

of similar vowel sounds with identical consonant clusters; and alliteration, which is the
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repetition of consonant sound at the initial position of several words within line(s). The
repetition of a phrase, clause and sentence in Yoruba play significant roles in Yoruba
incantations, Ifa verses, chants and other genres in Yoruba literary arts. This is evident
from many of the Yoruba ofo, e¢s¢ Ifa, oriki and other genres discussed in the later
chapter of the present study. The repetition of a complete line or lines within a poem at
intervals is refrain, which may be used at the end of each stanza or even within lines as
the case is in Oriki, Qfd, Alo Apagbé and Ese Ifa. Repetition again plays an important
role of aesthetics in literary creation. This is also demonstrated in the later chapters of
this study.

Nino and Tarma, (2013:3) avers that repetition is a figure of speech that shows
the logical emphasis that is necessary to attract a reader’s attention on the key-word or a
key-phrase or sentence of the text. It implies repeating sounds, words, clauses and
expressions in a certain succession in order to provide emphasis. There is no restriction
in using repetition but too much repetition can be dull and even spoil its stylistic effect.
This may account for why some linguists’, as recorded by Simpson (2007), opine that
repetition is not a stylistic device if it shows the excited state of mind of the speaker.
This opinion is contradicted as it is believed that repetition is one of the devices, having
its-origin in the emotive language. When a word or a phrase is repeated not for logical
emphasis but simply to show a speaker’s emotional state, repetition should also be
considered as a stylistic device. This conclusion is drawn considering the fact that all
stylistic devices carry more or less degree of emotiveness. They assert further that
assigning logical emphasis to the utterance is an important function of repetition. While
repeating certain words, phrases or sentences, an encoder reminds decoders of their
importance in the text.

Also, Howard (2009:342) citing Merritt, (1994) says that in the classroom,
teachers use repetition to provide what he termed “participatory rhythm” which makes
students’ involvement in classroom activities possible and pleasurable. He procedes by
reiterating Chaudron Pica, Young & Doughty (1987) that teachers’ self-repetition in the
class as they negotiate meaning with their students, especially the second language
learners, makes the teaching more comprehensible to the L2 students, which eventually
facilitates both language acquisition and content learning.

Wang (2005) citing (Cooper and Ross, 1975; Johnstone, 1987; McCarthy, 1988;
Tannen, 1989; among others) noted that some linguists have argued that reduplication or

repetition deserves more attention in different genres; and that these caliber of linguists
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have frequently emphasized the importance of repetition, which can be used not only
“for reinforcement, generally with emotional emphasis’’, but also for intellectual
purposes. This confirms that assigning logical emphasis to the utterance is an important
function of repetition. While repeating certain words, phrases or sentences, an encoder
reminds decoders of their importance in the text. And that apart from the emphatic
function of repetition, there are other purposes for which repetition is used. Lending
credence to this, Howard (2009:341) citing (Kernan 1977; Pennycook 1996; Silverstein
and Urban 1996; Agha 2005, 2007; Whortham 2006; Tannen 2007) observes that:

repetition provides the very texture of our discursive practice,

weaving together instances of discourse across temporalities,

and marking the social reference points and alignments that

bind people together with other human actors. Behavioural

repetition highlights the performative nature of our patterns

of behaviour, patterns which are often imposed upon us by

the societal 'norm' into which we fall.
He says that there are sub-categories within this mode of repetition: the repetition of
extrinsic societal roles, and the inversion of such roles through repetition. Invariably,
different groups in a society learn their expected roles through repetition before they
finally get emmersed into the roles.

Observing the works of (Bauman & Briggs 1990, Silverstein &. Urban 1996),
Howard (2009) further says that canonical and authoritative texts that are poetically
styled through synchronic repetition, parallelism, and other rhetorical devices are
particularly potent means of transmitting and reproducing dominant and powerful
discourses. Anyone that has ever been with children would learn that young children
enjoy reading the same book, hearing the same song or tale over and over. This is simply
because of the comfort and pleasure they derive in the repetition which spices certain
texts.

Rydland and Aukrust (2005) demonstrate that less proficient second-language-
learning children used self-repetition frequently to facilitate their participation in play
with peers, while more proficient second-language-learning-children used repetition for
more complex functions such as displaying understanding and building on other
children’s talk. Considering the foregoing, it is very glaring that repetition is not only
meant for reiteration or emphasis, but it plays other social roles than mere emphasis.

By and large, repetition is again considered to be one of the most frequent

techniques used in joke-telling sessions. Its main aim is to determine the rhythm of the
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joke performance (Freud 1960, Nilson 1978 and Norrick 1993). Repetition serves to

strengthen the rhythmic pattern of a joke telling session and as a strategy to gain

planning time. Wordplay and pun on the other hand represent two techniques of verbal

humor that have attracted the interest of many researchers over the several decades
Eastman (1922, Koestler 1969, Nilson 1978, Brandreth 1982, Nash 1985, Norrick 1993,
Gruner 1997 and Ross 1998).

2.6.3 General features of repetition

There are some features with which repetition is known. Some of the peculiar

features of repetition include persuasion, understanding, storage process and convincing.

(i)

(i)

Persuasion:- If something happens often enough, It will eventually lead to
persuasion. Advertisements repeatedly replay themselves when one sees the product.
This is important for companies make available innovative new products at the
markets where users may be initially unfamiliar with the product or its usage.
Repetition of things has a distinct effect on us. Our brains are excellent pattern-
matchers and reward us for using this very helpful skill. Repetition creates a pattern,
which consequently and naturally grabs our attention.

Understanding:- Repetition can also lead to understanding. What look strange at
first becomes clear after repeated exposures. Misarticulated letters or pronounced
words can be learnt through repetition. Someone pronouncing the rolant sound /1/ as
/hi/ or /hin/ can be taught to role his or her tongue over the hard palate repetedly to
gain the correct articulation of the sound. Through this repeated action, the anomaly

would be corrected and the person gains confidence.

(iii) Storage Process:- Repetition is seen as a storage process. Remember learning

(iv)

multiplication and metric tables at junior school, we have to repeat each table several
times for students before each table finally sinks into their memories. Our short-term
memories are notoriously short-term and can forget something within a very short
time. Repetition is one of the ways of getting things into our longer-term memory for
storage purpose.

Convincing:- Some people just have to do things several times before they make up
their mind. Many people have to repeat things several times before they get
convinced. Three times is a common phenomenon in Yoruba as we have a saying that
“eekinni kebe, eekeji kébe, eléeketa ni ajeejetan” (first time mistake is forgivable, the

second time mistake, through warning, is also forgivable, but erring the third time
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attracts punishment). Either of the following Yorubad adages lends credence to this
convincing capability of repetition:
Isu atgnumoran ki i jona
A person that is always conscious of the yam he puts on fire,
would not have his yam burnt.
or
Bi alagbede ba n lurin 16ju kan naa, 6 1ami ni.
If a blacksmith is hitting an iron at a particular point, there
is something there.
The inference from the above is that “somebody who does not keep his mouth shut over
his problem will get the problem solved” as he would draw people’s attention to himself
by the force imposed or exerted by repetition. Also, our brains are excellent pattern-
matchers and reward us for using this very helpful skill. Repetition creates pattern with
which it evaluates or screens what is being repeated for convincing purpose.

Consequently and naturally it grabs our attention either to get convinced or not.

2.6.4 Types of repetition

Scholars have noticed that there is no universal norm or convention for
determining the amount or types of repetition. A specialist in musicology Middleton
(1990), identified discursive and musematic repetition. Other scholars viewed repetition
from two different perspectives. In classical terms, Frye (1985), Cuddon (2013) and Nino
and Tarma, (2013) identify the following types: Epizeuxis or palilogia (repetition of a
single word; Conduplicatio (the repetition of a word in various places throughout a
paragraph); Anadiplosis (the repetition of the last word of a preceding clause. The lexical
item is repeated at the end and the beginning of successive lines); polyptoton (repeating a
word, but in a different form, using a cognate of a given word in close proximity);
epistrophe (the repetition of a word or phrase at the end of every clause); anaphora
(repetition of a word or phrase at the beginning of every clause); Antanaclasis (repetition
of a word whose meaning changes in the second instance); antistasis (repetition of a
word in a contrary sense); Epanalepsis (repetition of the initial word or words of a clause
or sentence at the end); isocolon (a series of similarly structured elements having the
same length. The length of each member is repeated in parallel fashion); scesis onomaton
(a series of successive, synonymous expressions); synonymia (the use of several

synonyms together to amplify or explain a given subject or term. It is a kind of repetition
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that adds force); and diacope (a rhetorical term meaning uninterrupted repetition of a
word, or repetition with only one or two words between each repeated phrase).

Considering the above types in classical terms, one would easily see that the
yardstick for this classification is their distribution in the text. Another type considers the
compositional pattern of the repeated item. This type includes Alliteration (repetition of
the same sound at the beginning of two or more stressed syllables); assonance (repetition
of similar vowel sounds, preceded and followed by different consonants, in the stressed
syllables of adjacent words); consonance (repetition of consonants in words stressed in
the same place but whose vowels differ, it is also a kind of inverted alliteration, in which
final consonants, rather than initial or medial ones are repeated in nearby words); and
paroemion (Alliteration taken to an extreme. Every word in a sentence begins with the
same consonant).

Olatunji (1984) also identifies other types of repetition like lexical, lexico-
structural or semantic. Lexico-structural repetition may either be full or partial. Full
repetition involves the repetition of a sentence structure as well as of all lexical items
occurring in it. It may appear in couplets or there may be intervening line(s). It is very
glaring that Olatunji’s own types are based on linguistic structural units with
nomenclatures from the field of linguistics.

Another observable type of repetition is Root Repetition, noted by Nino and
Tarma, (2013:6). The repetition of lexical roots occurs in several different kinds of
structures in ordinary discourse. Also in literary discourse, other structure types are the
sorts that generate stylistic tendencies. All, however, are reflexes of the same linguistic
pressure to make multiple use of the same root. It may not be seen as repetition of full
lexical or lexico-structural items. It only occurs when the root morpheme of a lexeme is

repeated for semantic reiteration. For example, in:

Mo la lila, 1 lick the lickables
Mo je jije, 1 ate the eatables
Mo sin sisin, I made incissions

Mo si tun we wiwe  and I bath with all the bathable(soaps/concoctions)

(Fagunwa 1938:66))
In the above example, the morpheme ‘la’ which is the verb in line one is repeated as the
root morpheme in ‘lil4’ to create a kind of semantic link between the two word belonging
to different syntactic groups. Also the morpheme ‘je’ that serves as the verb in the second
line is repeated in ‘jije’ as the root morpheme. The same thing applies to ‘sin’ and ‘we¢’ in

lines three and four respectively.
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There are other types of repetitions noted by Ogunyemi (2009) which include
phonological, morphological, phrasal, lexico-structural and sentential levels. Other
observable ones in Yoruba poetic discourse include semantic, structural and thematic
repetitions. Our focused repetition types in this study are the ones having their base
under linguistic categories. Therefore, the study dwells on all the available types
identified under linguistic units; like phonological, lexical or morphological, lexico-
structural or syntactic, sentential or full and semantic repetitions. Refrain is also
considered as a repetition type. The types identified with Greek nomenclature are of
foreign origin and the yardstick for generating those classifications cannot be perfectly
used to classify Yoruba repetition types. Also the metric roles they played (in terms of
music and poems) in their language of origin are not that pronounced in Yoruba poetic
discourse. Every language has its own peculiar features, apart from the general
characteristics of language, which distinguish one language from others. Yoruba
language is not exempted from this fact, though wherever they correspond with the types
identified in this study, we make reference to them.

Bamgbose (1974) sees repetition as one of the most important stylistic devices in
Yoruba literature. In his study of Faginwa’s novels, he discovers that repetition is
sometimes used for their sound as well as meaning effect. He also discovers that
matching the repetition of words with repetition of sound as in drum beat can be used to
capture the rhythm and the atmosphere of drum language and make such repetition
natural whereby the words coming with each syllable corresponding to a drum beat
(Bamgbose 1974:109-110). He came up with some functional features of repetition in
Faginwa’s novels which include: symbolism, hyperbole, exaggeration, flattery and

insincerity.

2.6.5 Types of repetition in Yoruba

1. Phonological repetition: Repetition of sounds does not belong to syntactic stylistic
devices but to phonetic stylistic devices. Repetition or reduplication of sound is an
important poetic feature that is largely inform of alliteration and assonance. Artistic
deployment of alliteration and assonance appeals to our sense of hearing especially when
read aloud. Sounds are categorized into two in Yoruba language. There are vowel sounds
and there are consonant sounds. Vowel sounds are still classified into oral and nasal
vowel sounds. Either vowel or consonant, there is no sound that cannot be repeated for

artistic purpose. According to Balogun (1996:356), figures of sound are “sound devices
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used by poets to reinforce meaning in poetry or to create auditory pleasure” In addition
to repetition of sound, there is repetition of syllable. Repetition of syllables also falls
under phonological repetition like that of sounds. This occurs when part of a lexeme
(word) is repeated in a structure. Inkelas & Zoll (2005: 2) called it phonological copying
because it is essentially a phonological process that duplicates features, segments, or
metrical constituents in a structure. In this study, we are concerned with repetition of
segments like phonemes and syllables. For example in Fagiiwa’s Ogbdjii we
Awa akoni jé méje. A gbé 0jo méje 16do Iragbéje ni ilé olojulé méje
We great hunters are seven. We lived for seven days with Iragbéje in the house
with seven apartments.
(Olateju, 2016:23-24)
The phonological schemes employed to achieve this catchiness in the text are those of
alliteration and assonance which results in rhyme. Such foregrounding devices (Leech
and Short 1981: 78-79) are to be found in poetic discourse. Alliteration, assonance and
rhyme with their auditory pleasing effects serve to focus the attention of the reader, to
underline and emphasize. We might also see here the linguistic mechanisms which
contribute to the stylistic effect of ‘catchiness’ and ‘prominence’ of pun as a device in
the text above. Some supra-segmental phonemes (tone — especially the mid-tone on the
end syllable “je” in four places in the text), besides having a grammatical function, are
open to stylistic utilization, for example, it yields melodic effect and produces stylistic
function of rhythm, voice intensity (loudness through asphiration of palate alveolar
sound /d3/), emphasis and pause. The author’s choice of ‘méje’ (nuber seven) shows his
belief in Christianity. Seven is a number of perfection (Asepé) in the Christian belief.
Also in
Ewé oro k6 maa robi 1é won 106ri
Igi obi k6 maa bi won si koto
Ata 16 ni ki won 6 maa tara
The underlined segments in the above text constitute the syllabic repetitions
where the second syllable in the adjectives of the first two lines and the second syllable
of the noun in the third line in the subjectives cases form the corresponding verbs in the
text. So, there is reduplication of the second syllables of these lexical items, “oro, obi,
ata. The interaction between this reduplication gives rise to the generation of pun and the

essence is the establishment of semantic ties between the objects in question (in
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subjective cases) and the verbs derived from them. The stylistic effect is incantatory,

significantly for curse raining and the communicative value is curse raining.

2. Lexical repetition: Here, we consider repetition that involves lexical items rather than
phonological identities. This repetition occurs when the morphology calls twice for a
word, with possible phonological modification (as in Yoruba interfixation and tone) of
either or both the two constituents. This.implies that a word may be repeated twice
within a sentence with phonological modification - mostly tonal variation and
interfixation in Yoruba cases - on either or both of the constituents. The morphological
element that can be repeated here in Yoruba is the entire morpheme (word). For instance
in:
Bi igba ba n gbani if a period is punishing us

Igba 1 bo ti 6 gba ni another period is coming to resque us
(Top¢ Alabi: A Christian Gospel singer)

The reduplication of the root morpheme “gba” in the bi-morphemic word “igba, and the
phrases ‘gbani’ (punish) and ‘gbani’ (resque) generates pun and the essence is to
establish semantic ties between the noun ‘igba’ and the verbs “gba and gbd” that are
seemingly derived from it. This is a false derivative because they are two distinct words,
“gba” is not the root morpheme of the word “igba” neither ‘gba’. Because of the identical
form or autographic congruence between the syllable ‘gba’ in both items (igba and gbani
or gbani with varying tone marks’), the noun “igba” looks as if it is connected with, and
possibly derived from, the verb “gba”; this is never the case. The effect of this false
association is the suggestion of a semantic relation between the two items. The noun
“igba” has its normal meaning 'period', but by implication, in the reference to its possible
relation to the verb “gba” and “gba”, other meanings are generated (resque and punish

respectively). All these that constitute pun and the communicative value is that of hope.

3. Phrasal or partial repetition: Here, we have repetition of structures like phrases and
clauses. In partial repetition, all the words in a sentence, except a few, are
repeated. According to Qlatanji (1984), the effect of partial repetition is two-fold,
the fist is the creation of emphasis through an ideational re-iteration; and two,
listing of items or the chanter’s desires. Opéféyitimi (2001) expands this when he
says that partial lexico-structural repetition emphasises the semantic implications of the

repeated phrases and allows for the listing of some important aspects of the message
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conveyed. In other words, it is useful for semantic intensification and lexical listing of
both important aspects of message and synonymous items. A good example is se in the
following lines:

Won bini kanun, won da kanun somi

Won binui iyo, won dayo méépe

Won binu Onku Bola Igé titi

Won rdn an sorun apapandodon

(Aderibigbe et al, 2017:62)

They are not happy with potash, they threw it inside water
They are not happy with salt, they mixed it with sand
They hate Uncle Bola Ige

They sent him to heaven

In the first two lines is reduplication of structure “Won binii” being completed
with structures with different lexemes that add semantic value to the text. Each of the
lines contains two related simple sentences; that is, both of them are compound
sentences. The grammatically and semantically related words are chosen and structured
in equivalent positions. Words like “kanun and iy0” together with the prepositional
phrases “somi and méeépe” are chosen for coherence and cohesion purposes.
Semantically they express the irrepairability of the havoc perpetrated by the assassinators
of Chief Bola Ige, the former Arthoney General of Federal Republic of Nigeria. Not only
this, the noun pairs “kantin and iy0” and the prepositional phrases “sémi and méepe”

exhibit tonal counterpoint at their locations.

4. Lexico-Structural (partial or full) repetition: Here, it is observed that the patterns of
reduplication are in two folds. First, we have reduplication of structures like phrases,
clauses and sentences (the entire structure). Secondly, we have reduplications where
different lexical items that fall within the same gramatical slot or class are used. At
times, a single idea is restated or reaffirmed in a variety of ways for equal semantic
value. In other words, we mean the repetition of structures whether with the same lexical
items or different lexical items falling within the same gramatical slot or class.
According to Olatanji (1984), In partial repetition, all the words except a few are
repeated. The repetition is not full as certain parts varied according to the poet’s desire.
Also, Syntactic repetition can be seen as a cohesive device, serving to tie together
different bits of information in a poem and to provide cues as to how the text is
structured. For example, in Sangotoye’s (2017) poem entitled “Erin W6” we have the

following lines:
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Eja nla lo nibu, gbogbo ibu pa 1010 big fish got missing in the deep, the
whole river became silent
Arogidigba lo 1al¢ 0do, gbogbo 0do 1 s0fd  river goddess was no longer
found in the river, the entire river

is mourning
Bola Ige 1o nilé yii 6 di kanrin kése Bola Ige has gone from this land,
never to be seen again for ever
Ajibola Ige dara ilé gbaa. Ajibola Ige is now cohabiting with
the deads

(Aderibigbe et al, 2017:61)

Here, in the first two lines, we have reduplication of identical structures with different
lexemes that have semantic relations. Each of the lines contains two related simple
sentences, that is, both of them are compound sentences. The words are specially chosen
and arranged to achieve coherence. The grammatically and semantically related words
chosen are structured in equivalent positions. In the norminal group, we have words like:
“gja nla, arogudigba, iba, and 0do”; while at the verbal group, we have “lo nibu, lo lale
0do, pa 1010 and n $0fo”. This ensures cohesion and semantic relation in the lines. The
two lines again add emotional value to the rendition. Not only this, the two lines exhibit
tonal counterpoint as a result of choice and arrangement of some words like the
following pairs; ¢ja nla vs arogidigba; nibu vs lale 0do; pa 1010 vs s0fo”. Each pair
exhibits tonal counterpoint in their location within the text. The tonal variation really
adds auditory beauty (phono-aesthetic) to the rendition. The remaining lines balance the

thought in the first two lines by identifying the deceased.

5. Parallelism as a subset of repetition:- Parallelism allows the author to bring a
diversity of ideas within a convenient structural identity in order to show beauty in the
skills with which the author manipulates words or sentences. Parallelism as a form of
repetition is seen as the soul of oral performance. In rhetoric, parallelism means to give
two or more parts of the sentences a similar form so as to give the whole a definite
pattern. In other words, parallelism is the use of similar or identical language, structures,
events or ideas in different parts of a text. This is an indirect repetition of ideas and
events.

Bamgbosé (1969) in Olatinji (1984) defines parallelism as involving a juxtaposition of
sentences having a similar matching of at least two lexical items in each structure, a
comparison between the juxtaposed sentences, and a central idea expressed through

complementary statements in the sentences. The relation between lexical items in
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sentences in parallelism is equated in order to bring out the implication of comparison.
He then observed that parallelism is used at times to reiterate, like repetition, the themes
in Yoruba poetry.In parallel sentences, the significant lexical items occur in identical
places in the structure of sentences as in sentences that display partial lexico-structural
repetition and tonal counterpoint. Elaboration through bringing out of the similarity of
meaning in different situations can be said to be the poetic function of parallelism in
Yoruba poetry. The same idea is brought out in different ways in each of the lines in
parallel statements. Parallelism, according to Qpéféyitimi (2001), infuses the language of
the parallel sentence with colour and poetic beauty. Parallelism does not belong to a
particular genre in Yoruba, it manifests in all Yoruba literary genres. It even serves as
stem which holds some other figures of speech like tonal counterpoint and lexical
matching. For example, in
Eni mo ‘Fa ko mona Ofa
Eni t6 mona Of ko mo ‘Fa
(Obasa, 1982:39-40)

The lines are balanced structurally with semantic opposition. Combining the two lines
can be seen as balancing of semantic opposition. There is repetition of the words ‘Ofy’
and ‘Ifd” which eventually exhibit a kind of wordplay on the syllable ‘fa’ with tonal
variation that generates pun. Semantically, they both reiterate the fact that those who get
the chance do not have the opportunity, and those who have the opportunity do not have
the chance. The communicative value is that of inequality. Another equivalent of this
expression in Yoruba proverb is “Eni t6 16ri ko ni fila, eni t6 ni fila ko 16ri” (he who has

head has no cap, and he who has cap has no head).

6. Refrain: Refrain in poetry is a repeated part of a poem that appears either at the end of
a stanza or between two stanzas. It is usually the last line that shows up each time in a
poem or song verse. It can occur as a verse, a line, a set or a group of lines. Refrain can
be seen as a poetic technique employed by poets to add stress to a line, group of lines,
word or group of words to convey a certain idea in the poem. This technique is also used
to create a natural and powerful rhythm in poem by means of repetition. The purpose of
utilising this type of repetition is to add weight to a point or idea in a piece of poetry and
bring it to the reader's notice. Refrain joins poem together stanza by stanza as a chain.
Without refrain, nothing (beyond repeated structure) links poem, and the stanzas

contained in the poem could fly apart. It is as if poets feel thata poem needs
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gravitational force to keep it from subdividing. For example Adéwolé (1988) in
Olabintan (1988:2) has the following incantation:

Béyele ba ji,

A fapa fa’re owo wo’le

Emina lo ni e na’re temi si mi, emina

Baluko ba ji,

A saso ¢ 16sun rere

Bi 1ékeélékee ba ji

A saso re ni kiki efun...

Emina lo ni e na’re temi si mi, emina

If pigeon wakes up

It draws fortune into its home with its wings

It is Emina that say you should give me my own fortune, Emina

If aluko birds wake up

It soaks its feather in camwood

If egrets wake up

It makes it feather white as chalk...

(Adéwolé 1988:2)

The expression “Emina 16 ni ¢ na’re temi si mi, emina” is repeated as refrain in the
above incantation. Apart from being a refrain, it affords the chanter the opportunity to
hammer home his desires to his imaginary audience. It is the belief of the chanter that his
desires be better emphasize so that they would be heard and granted by the power

invoked.

2.7 Repetition and rhythm in Yoruba literary genres

Generally, thyme, alliteration, assonance and consonance are ways of creating
repetitive patterns of sound. They may be used as an independent structural element in a
poem, to reinforce rhythmic patterns, or as an ornamental element. Several authors, both
foreign and native have worked on Yoruba rhythm. Among the foreign scholars’ works
available are Jakobson (1960), Hrushovski (1960), Lotz (1966) and Abercrombie (1967).
Each of them approached the concept of rhythm in Yoruba poetry in line with the nature
of the language of their nativity forgetting that apart from the general characteristics of
all languages, each language still has its own peculiar features which distinguish one
language from the other. They were able to identify some elements as central to rhythm.
Such elements include prominence, stress, and tone, syllable length with metrical
sequence, word boundaries, syntactic groups, pause, repetitions and juxtapositions of

sounds as conducive factors for rhythmical effects.

66



It is important here to note that what is obtainable in most European languages
are not in Yoruba. May be this is why Oyelaran (1975) raised some questions as per
whether Yoruba language has stress syllables. Such questions include: Does Yoruba
lexical item have a distinctive stress? Does Yoruba poetry use meter in the same sense as
English poetry? The subsequent Yoruba scholars who are native speakers of the language
have been able to knock off most of the ideas of the non-native speakers or rhythm in
Yoruba poetry. It is very obvious that their ideas are being affected by the fact that they
are foreigners. Some of the findings of the native speakers shed light on what one should
look for as elements of rhythm in Yoruba poetry. Among the native speakers who have
worked on rhythm in Yoruba poetry include: Oyelaran (1975), Olabintan (1977), Olatunji
(1973), Babalola (1975), Isola (1973), Yai (1973). They were able to identify certain
elements of Yoruba rhythm. Olabimtan (1977:204) in journal of Research in African

Literatures summaries the whole thus:

in our opinion, rthythm in Yoruba poetry should be
recognized as a sense of movement created by the recurrence
of the following elements, (1) syntactic parallelism, (2)sense
parallelism, (3) balancement of sense, (4) ornamental pause,
(5) tone pattern.

The above shows that tone pattern is essential in the determination of Yorubéa rhyme and
rhytm. Other elements identified by some of them were deliberately left out here because
of the criticism they were subjected to. Such elements include: ‘Tempi’ by Yai (1973)
and ‘stress of prominence’ by Oyelaran (1975). There are two particular elements that are
very crucial to the focus of this study. These are the role or the importance of syllable
and tones as elements of rhythm in Yoruba poetry. Though these two elements are
undermined by the aforementioned scholars due to criticism, but the present study finds
them relevant. If Abercrombie (1977) could see Yoruba as a syllable time language, and
Olatunji (1973) says that the tone of the syllable should be considered along with the
syllable, the stand of the present study, therefore, is that the role of tones and syllable in
Yoruba rhythm cannot be overemphasized. Both scholars observed tonal modification
(tonal distortion and changes at interval) and syllable lengthening as rhythmic features,
therefore there is no doubt in the fact that Yoruba rhythm is contained in the succession
of syllables and the alternating rise and fall of the speech tones on the syllables. Even
aside rhythm, for Yoruba sounds (vowel, consonant and tone) to produce any meaning,

Olateju (1989) says it is imperative for the three to combine. He affirms that in any tone
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language, a language in which the pitch of the voice changes the meaning of a word, the
phonetic, syntactic and semantic implications of tones are enomous (Olateju 1989:27).
Oyelaran (1975) is of the opinion that it is possible to abstract the tonal scheme of
lines of some Yoruba poetic text and compose a different text with identical tonal
scheme. He used the example of talking drum, advertising radio broadcasting station
“This is the Nigeria Broadcasting Service’’
He was able to generate two different texts from the above drum sound
(1) Ko solosi nibi, lo silé keji, there is no poverty-stricken fellow here, go to the
next house
(2) Bolubadan ba ku, tani 6 joye?  If Olubadan passes on, who will ascend the
throne?
Apart from the above, other generations from Isola (2010:133) include:
(3) Ojogede dudd, int i ru bon-un. He ate green plantain, his belly is swelling

(4) Bélo gangangungiin onimu oru (huge Belo with nose like small pot)

This shows productive capability of any tonal scheme in Yoruba language. The recurrent
lines must have the same number of syllables to be able to get fit into the scheme. Isola
also stressed in his local rhythm and signature rhythm that when rhythm-units is a
syllable shot, the chanter prolongs a syllable to make the duration right (in terms of
number). Yai (1973:3) also reaffirms that because Yoruba being a syllabic timed
language, rhythm at phonological level is therefore based on syllable succession. Also, in
addition to what Qlabimtan (1977) termed sense balancement and syntactic parallelism,
Olabimtan further notices that recurrence of tone sequence at the segment end in arungbé
plays paramount role in the achievement of rhythm in arungbe. He says further that, in
addition to the varying tones on the words in every segment, a recurrence of an
arrangement whereby in each rhythm unit, there is tonal contrast at the end of each
segment. The recurrence of low tone on the last three syllables that mark the end of
segment characterizes Aringbé chant. Qpéféyitimi (2001) reiterates that, apart from the
emphasizing role, semantic repetition is useful for rhythmic variance; and that the tonal
balance and the contrast between the high and low tones on words gives auditory

satisfaction and pleasure. A good illustrative example is found in the following line:

Eni mofa o mofa He who knows Ofa city does not understand Ifd divination
Eni mofa o mofa He who understand Ifa divination does not know Ofa
Bee ni ifd ta [Ofa Certainly, Ifa divination business is lucrative in Ofa.

(Obasa, 1982:39-40)
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There is special patterning of syllable “fa” in the names ‘Ifa’(a Yoruba divination) and
‘Ofa’(a place in Yorubaland). The repetition of the syllable in verb phrases “mo If4”
(know or understand divination) and “mo QOfa” (know Ofa town) together with the nouns
generate pun in the text; again, the occurrence of the syllable “fa” with varying tones at
the final position in all the lines constitutes end rhyme. Its prevalence in the medial
positions also ensures internal rhyme. The first two lines are parallel with structural
equivalence, lexical matching and tonal counterpoints. The third line which also
showcases the repetition of the said syllable ‘fa’ is meant to balance the senses in the
first two lines. The repetition and pun here related with the tonal variation to make the
entire rendition rhythmical. Again in Faginwa novel Ogboju:

Awa akoni j¢é méje. A gbé 0jo méje 10do Iragbéje ni ilé 0l6jtilé méje

We great hunters are seven. We lived for seven days with Iragbéje in the house

with seven apartments. (Fagunwa 1938:66)
The items that produce stimulus here are the Yoruba numerical indicator of number 7
(seven) “méje” and the syllable “je” that pervades through the repeated “méje” and the
name “Iragbéje” in the text. The phonological schemes employed to achieve this
catchiness in the text are those of alliteration and assonance which results in rthyme. Such
foregrounding devices are only to be found in poetic discourse. Alliteration, assonance
and rhyme with their auditory pleasing effects serve to focus the attention of the reader,
to underline and emphasize. We might also see here the linguistic mechanisms which
contribute to the stylistic effect of 'catchiness' and 'prominence' of pun as a device in the
text above. Some supra-segmental phonemes (tone — especially the mid-tone on the end
syllable “je” in four places in the text), besides having a grammatical function, are open
to stylistic utilization, for example, it yields melodic effect and produces stylistic
function of rhythm, voice intensity (loudness through asphiration of palate alveolar
sound /d3/), emphasis and pause. With all these, there is no doubt that Yoruba has rhyme
and rhythm.

2.8  Pun in Yoruba literary genres

Frye (1985:379) conceives pun as involving a play on word, usually humorous,
but sometimes with serious intent. He says in one form of punning, a word is repeated
with a shift in meaning. At times, the repeated word is slightly changed; for example

It lakawarapa fi n sodan epileptic person celebrates with saliva

It 1obun fi A 10gba bed-wetter enjoys life with urine
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There is slight difference in the initial words of the two lines. The disparity is at the
supra-segmental level. The tonal variation on two identical lexemes marks the difference.
This is not surprising as Yoruba is a tonal language where tone marks play significant
roles in ascribing meanings to words. Also, there is a little shift in the meaning of the last
word in the two lines that is, ‘sodun’ and ‘logba’. Frye furthers that most times, in
another form, two meanings of a word are suggested simultaneously, while in another
form, a word is used to suggest a second word spelt differently, but sounding the same.

YAN Yi-bo (2015) traces the origin of pun and says: the word “pun” comes from

a Latin word “paronomasia”, which means a humorous play on words. First, a word with
two or more meanings, or two words with the same or similar sound are used in a pun.
Second, there exists a literal meaning and an implied meaning in a pun.
Pun has two main characteristics, namely ambiguity and double context. The first feature
of pun is ambiguity. Leech (1969) says “A pun is a foregrounded lexical ambiguity. This
definition does not account for those puns that are based on syntactic ambiguity or on
phenomena such as homophony or homography. May be this is why he later recorded
that ambiguity is a kind of language item which has two or more cognitive meanings, but
it is avoided as much as possible in our daily communication (Leech, 1983). He then
amplified its communicative and literary function as an effective way to gain the
attention or arouse the interest of the audience during communication. Also in the
literary arena, it is an attention getting device especially in advertising.

As earlier said above, double context is the other feature of pun. The literal
meaning is the denotation whereas the other is intentional or connotative meaning, which
is always hidden. YAN Yi-bo (2015), citing an American scholar, Archibald (1985), puts
forward three elements in analyzing a pun, namely Double context which comprises
literal meaning and intentional or connotative meaning Hinge refers to the punny
expression itself, while Trigger refers to the intentions and backgrounds hide behind the
exploitation of puns which is often employed when we analyse the puns, this goes
beyond the internal context of pun.

Khanfar (2013) posits that, puns as rhetorical device, have been dealt with by the
Romans and Greeks, both of whom really influenced modern theorists, and thereby
established the basis for modern critics on analysis and translation of pun. He posited
that despite this rich heritage, the term ‘punning’ is itself an innovation that has been

studied extensively by researchers of different backgrounds and orientations (Bamgbose,
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1970; Abimbola, 1976; Lederer, 1981; Thomas, 1983; Bates, 1999; Olatunji, 2004;
Bosco et al, 2004; Abbas, 2007; Perez, 2008; Weiting, 2008; and Jamshidan, 2011;).

Some scholars consider pun and wordplay as interchangeable or synonymous
elements while Giorgadze (2014) sees wordplay as an umbrella term denoting all the
sub-classes such as spoonerism, malapropism, wellerism, onomatopoeia, palindrome and
other linguistic units. Also, Alexander (1980:6) says it is possible to distinguish between
a 'narrow' and a 'broad' use of pun. In the first sense - the case of what the layman calls 'a
real pun' - we find involved either the polysemy (of a single word having two or more
meanings) or the use of homonyms or near homonyms (having identical or, less often,
similar phonetic or graphetic meanings). Alexander observes that in a wider sense,
homonymy may not be necessary at all time; but it is sufficient to allude to a word or to
distant formal similar events. This idea may not be acceptable in this study because it
does not give a clear delineation of what pun covers. Despite the fact that some of the
sub-classes mentioned may share some things in common, still, their peculiar features
could not allow them to have direct link with wordplay as pun does as Alexander
observed. Since there has not been a conventional clear-cut difference between the two
lexemes, this study prefers to use them interchangeably at times.

Leech (1969: 209) sees pun is a foregrounded lexical ambiguity. Mitchell (1978:
226) characterizes puns in the narrower sense as devices in which primary and secondary
meanings are kept simultaneously in play. This is, no doubt, an important feature of pun
that is held unto in this research. There are two possible sources for the ambiguity which
ensue; it may either be the homonymy or the polysemy of lexical items or phrases.
Homonymic clash is defined by Hartmann and Stork (1973) as the ambiguity arising
from the use of homographs or homophones. May be it is the opinion of Hartmann &
Stork (1973) that prompted Giorgadze (2014) citing Leppihalme (1997) points out that
pun can be based on several different features of language(s) involved. Features like
pronunciation, spelling, morphology, vocabulary or syntax. Giorgadze then presses
further to say that wordplay can be expressed in ambiguous verbal wit, orthographic
peculiarities, sounds and forms of words, in breaking the grammar rules and other
linguistic factors. He further states that context has a vital role for the actualization of
wordplay as its pragmatic essence (mainly humorous, satirical, sarcastic etc.) is fulfilled
and actualized in a specific context (Giorgadze, 2014:271).

Any linguistic or stylistic effect generated by pun depends on the ambiguities in

the words. Ambiguity itself is believed to be the convention of punning as said earlier
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because of its ability to connote meanings other than literal ones. Though Attardo (1994)
and Korcak (2012) point out that not every ambiguous word constitutes a pun, but when
ambiguity focuses on its resourceful applications in any text to create jokes, such
ambiguity is therefore regarded as something to be exploited in language rather than
being overlooked or neglected.

Simpson (2007) lends credence to the ambiguous and humorous features of pun.
He says that one of the most commonly used stylistic devices for creating humour is the
pun. A pun is a form of word-play in which some features of linguistic structures
simultaneously combines two unrelated meanings. It is an important part of stylistic
arsenal of writers because it allows a controlled double meaning to be located in what is
in effect a chanced connection between two elements of language.

Based on the foregoing, a pun therefore deliberately exploits ambiguity between
similar-sounding (homophonic) elements for humorous or rhetorical effect. Such
ambiguity may arise from the intentional misuse or extortion of homophonical,
homographical, polysemic or metaphorical language. On the issue of ambiguity, Korcak
(2012) averses that the ambiguity in pun cannot just be random. In order to create a pun
the two senses of utterance have to be semantically incompatible in context. Only by
reaching the semantic incompatibility can an incongruity be created thus leading the
recipient into humorous interpretation. Also the recipient has to be aware of multiple
meanings present in the message to process the utterance as a pun. Only by doing so the
full range of intended effect is reached.

Redfern (1985), as noted by Giorgadze (2014), says “To pun is to treat
homonyms as synonyms”. So, a pun is seen as a sentence or utterance in which two
different sets of ideas are expressed, and we are confronted with only one series of
words. Pun is deliberately created by artists as earlier said.

Lederer (1981) defines punning as the trick of combining two or more ideas
within a single word or expression. He added that punning challenges us to apply the
greatest possible pressure per square syllable of language. He observed that the simplest
pun is based on the use of a single sound which generates two or more different
meanings. If the difference in meaning is not accompanied by a difference in spelling,
the pun is called a homographic pun. For example,

Ika lagba, bi se é kanniyan nii un. Agba kan yin niyen

Old age is wicked, so it gets to one’s turn. It is your turn now.

72



The homographic pun here is the word ‘kan’. It is used in this context to generate two
cognitive meanings; ‘hit with head’ and ‘one’s turn’. The elderly responsibility is
presently the ‘turn’ of the addressee in question and it is considered wicked because it
does not notify him. So, it ‘hits’ him abruptly.

Pérez (1999) quoting Delabastita (1993: 57) gives a more precise definition that is
general enough to cover the different kinds of wordplay that were not included in the
descriptions above:

wordplay is the general name indicating the various textual

phenomena (i.e. on the level of performance or parole) in

which certain features inherent in the structure of the language

used (level of competence or langue) are exploited in such a

way as to establish a communicatively significant, (near-)

simultaneous confrontation of at least two linguistic structures

with more or less dissimilar meanings (signifieds) and more or

less similar forms (signifiers).
This definition is broad enough to refer to several degrees of similarity between the
signifiers (having similar sounds), instead of indicating only total identity. On the
semantic level, it acknowledges the unstable degree of disparity, that is, the degree of
disparity can fluctuate; this implies that the difference between the habitual and
figurative senses of a word can give rise to a pun. The final merit of Delabastita’s
definition is that it highlights the “communicative significance” of pun, that is to say, its
humorous or other effect (Pérez, 1999:358).

In short, pun is the humorous use of words in such a way as to suggest different
meanings, or application of words having the same or nearly the same sound but
different meanings; it is a play on words. Pun may occur by taking advantage of a
linguistic accident; that is, extending the meaning of a word by bringing two or more of
its meanings into simultaneous use within a text. In other words it is a situation whereby
two or more different meanings are linked by a single word.

Summarily, a pun is a form of wordplay which suggests two or more meanings
by exploiting muiltiple meanings of words, of similar sounding words, for an intended
humourous or rhetorical effect. It is also seen as a figure of speech which consists of a
deliberate confusion of similar words or phrases for rhetorical effect, whether humorous
or serious, it is always stylistic intended (Giorgadze, 2014:272). A pun can rely on the
assumed equivalency of multiple similar words (homonymy), of different shades of
meaning of one word (polysemy), or of a literal meaning with a metaphor. Puns classify

words not by what lives (their meaning) but by mechanics (their mere sound). This
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means pun uses of word or words that either have multiple meanings or sound like other
words, the result of which may be humorous or serious. Because of the captivating effect
of pun, it cannot occur within a text without being noticed. This may account for why
puns are often used in marketing trade through advertisement because of its attention-

getting capability.

2.8.1 Puns and context selection in Yoruba literary genres

The advantage of pun lies in its potential multiple meanings. It is therefore
stronger to plain expressions. In this case, a special context selection is necessary and
significant. This context selection will finally influence the process of ascribing
meanings to puns. A pun functions as follows: two or more interpretations are
intentionally triggered by the communicator of a pun for ambiguity, but the audience
rejects the common (literal) interpretations in search of connotative and more acceptable
interpretation that suits the context in which the pun is produced. For a pun to be
successful, it is necessary that the audience should access more than one interpretation of
a given utterance based on a special context selection. For example: in Qladéjo Okédiji’s
novel entitled Aja Lo Lerui, the antagonist of Lapade (the protagonist) is painted inactive,
foolish and incapable of the role for which he is assigned to play. Hence the expression:

Audu Karimu du 1 titi, sugbon ko ri nnkankan mua
Audu Karimu struggled for long but could not catch anything

The question now is that “Kin ni Audu Karimu n du? Kin ni ko ri mu? (What does Audu
Karimu struggles for? And what is it that he did not catch?) It is important at this
juncture to note that there is pun on the two names ‘Audu and Karimu’ which happens to
be the names of the antagonist who is assigned the role of a police inspector. The third
syllable “du” in ‘Audu’ and the last two syllables “rimu” in ‘Karimu’ are used to generate
pun in the text. Audu Karimu’s ineptitude, coupled with his low level of intelligence
does not allow him to make any success in his duty as a police officer. He is being
molested by his retired counterpart, Lapadé, who is a man of will-power, dedicated and
committed to policing even at retirement. Lapadé performs excellently well in tracking
down series of criminals in the novel, a role that the so-called current police officer in the
personality of Audu Karimu could not perform. In order to boo him and show him how
useless he is as a police officer, his names are used to express his level or degree of
incapability and senselessness. It is the general context of the novel as a whole that

provides answers to the questions earlier made. The interpretation that goes thus:
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Audi Karimu du (18) odardn titi, sugbon ko ri odaran (kankan) mi. The pun here is
sarcastically intended to convey and rain insults on the worthless modern police officers

that are incompetent and are not ready to uphold the etiquette of their profession.

2.8.2 Types of puns
There have not been any stable classificatory methods of categorising pun as

different scholars have diverse opinions on the exercise. The broadness of puns has
hindered the efforts to categorize them. This is as a result of the different perceptions of
pun in different linguistic systems. This explains why there are also various approaches
as to how it should be classified. Khanfar (2013) citing Culler (1988:4) sums this up by
saying that “Scholars have sought to define and classify puns, but the results have never
met with much success”. However, based on their formal identity, he cited some scholars
and came out with different categories of pun, some of which are as follows:
1. Homography: This type of pun refers to the words (i.e. lexemes) which are of the
same spelling but of different meaning (Crystala, 2003). For example, the verb “s¢” in

Ise lo: se erin, erin Wogbd

Ise lq sqfc‘)n, 0 rodan

Ise lo se ipil¢ oro 6 damugun ewre (El¢butibon 2004:26)
Have ‘poverty as meaning in the first two lines, while it means ‘fault’ in the third line.
So, while the first two lines reiterate poverty as the reason behind elephant and buffalo’s
living in theforest, the third line reports that it is faulty foundation that makes goats
climb dilapidated walls. The word has the same spelling but different meanings
2. Homonymy: This type of pun refers to lexical items which are of the same form
but of different meaning. ‘Bear’ (animal, carry) is an example of homonyms (Crystala,
2003). The word “awo” in Yoruba may mean ‘babalawo’ (herbalist) as in “A dia fin irin
wéréwéré omo Ogiin” or ‘Orémind’ (intimate friend) as in the proverb “Awofin nii boré
jé, firi lawo éni h woni”
3. Homophony: This type of pun refers to lexemes which are of the same
pronunciation but of different spelling and meaning. The words 'threw' and 'through' are
the examples (Crystala, 2003). The homophonic words in Yoruba perform polysemic
function. For instance, the word ‘ya’ may mean fear in “asQ ya” or leak in “awo ya”; just
as the word ‘y¢’ can mean shift in “y¢ fun mi ki n jokoo” or disappointment in “orQ ti y¢”
examples in this category of pun can serve under homographic pun.
4. Paronomy: Phonological similarity of the words and the morphological structure

is the characteristic of paronymic puns. To take one example, the words 'faith' and 'face'
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are different only with regard to their last phoneme (Marjamiki, 2001) In Yoruba, we
have the words “Iworo” and Isoro in

fworo Ota ¢ wa woran o o

Isoro Ota ¢ wa woran o 0

E wa womo Qlota 16mi

E wa womo Edu 16ke

Iworo 0td ¢ wa woran o o (El¢buubon 2004:36)

The only mark of difference is the initial phoneme of the second syllable, that is, /w/ and
/f/. Another example a humourous proverb that says:
“Bi Abiké ba dé Kano 6 le di Aboki,
Ortiko té ba womo nii jé 1¢yin odi” (Olawuyi, 2011:107)

The word ‘Aboki’ is a Hausa word that has phonological congruity with the Yoruba
name Abiké The word ‘Aboki’ is a loaned item from Hausa language. It is used to play
on the Yoruba feminine name ‘Abiké’ because of their phonological similarities. Abiké’
is a proper noun in Yoruba, while ‘Aboki’ means ‘friend’ in Hausa language. ‘Kano’ is a
city in Hausa land where there is concentration of people from different parts of the
country. Abiké, leaving her place of birth (Yoruba land, where she is well known) for
Kano (a far distant land, where she can hardly be recognized by anybody), may choose to
bear different name; may be to conceal her identity (both ethnically and religiously) as
many people from Yoruba origin do in the northern part of Nigeria to get favoured by the
northerners. The word Aboki may also arise as a result of phonological differences
between Hausa language and Yorubad language. Hausa language speaker may find it
difficult to articulate or pronounce the word Abiké clearly and correctly, hence the
choice of Aboki which is an existent word in Hausa language. So, the choice can
therefore be seen as an economy of effort, which may result into laughter among the
Yoruba audience.

Also in addition to the above, Munthir (2011:452-455) citing some authors
identifies the following:
1. Polysemic or Semantic Pun:- This type occurs when one polysemic word (i.e.
having various dissimilar senses ) recurs with two dissimilar senses . This type of pun is
explicit. As an example the Yoruba polysemic word 'f¢' could have the following
dissimilar meanings: to love, blow air, rekindle light with bellows. Another example is
found in statements like “Awo mi ni Lagbaja” (Lagbaja is my friend) where the word

‘awo’ may mean an intimate friend, and at the same time a diviner. Homonymy is also
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applicable here in Yoruba case. This type of pun is also called ‘semantic’ (Leech,
1969:209-14) .

2. Parody Pun:- Parody pun is based on the needs expressed in the form of the
structure of parody well — known as aphorisms, proverbs or so on ( Chengming , 2004 :
89). This type of pun is an existing social, cultural knowledge — based. For example, in
“6 ko ibasun fun un”, the noun “ibasun” has a cultural knowledge-based meaning as it is
euphemistic expression used to avoid committing taboo of vulgarism and obscenity.

3. Phonetic Pun:- In spoken language phonetic pun results from the phonetic
structure of the sentence . It may depend on the acoustic breath group unit of speech, not
the individual word, i.e. two units of two breath—groups as units of speech made up of
different words become phonetically ambiguous, e.g. “near” could be mistaken for “an
ear”, and “an aim” could be mistaken for “a name”, and, as in the example below, “an
arrow” could be heard as “a narrow” (Ulmann, 1967:156). The observation here is that
this category of pun can only occur as a result of phonological processes in a connected
speech. This is because the ambiguity in such speech is generated by phonological
means.

One of the means through which this type of pun can be derived in Yoruba is
through substitution, especially when a supposed stranger in a literary art pronounces a
word that contains one or more sounds that are not obtainable in his or her own mother
tongue, he or she substitutes with the closest sounds in his or her mother tongue. A
saying in Yoruba justifies this: “Gambari ti y66 poléoko oba, afaim¢o k6 ma
palakwooba”. (A Hausa man that would pronounce oldoko obd, “king’s namesake”; it is
doubtful if he would not pronounce aldkoobd ‘herbinger or herald of misfortune’). In the
like manner, a Fulani man would pronounce ‘ow¢’ (money) as ‘aw6’ (guinea fowl).

Parsing can also be used to generate this kind of pun. For instance “Ado enikan”
(Ado, one passanger) can become “A do enikan” (We fucked one person). A bus
conductor calling for a passanger going to Adé (a city in Ekiti State) repeating the phrase
in quick succession may be mistaken to mean the second meaning derived through
parsing. Another example is “E fEdi sil¢ fan Joni” (Leave Edi for John). Because of the
phonological process of elision and contraction that changes the phrase “fi Edi” into
“fEdi”, the clause “fEdi sil¢” (leave Edi) is now taken to mean “fe idi sile (open your
lap). So, the entire sentence “E fEdi sil¢ fin Joni” (Leave Edi for John) is now conceived

as “(All of you) open your lap for John”.
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4. Morphological Pun:- To Crystal (2004 : 408 ) , Morphological pun results from
the manipulation of the elements of word structure, such as affixes , or dividing words in
unusual places , e.g. the word S6koto (the seat of caliphate in the northern Nigeria) is
manipulated by Yoruba speakers as ‘Sé oko t6? (Are the penis enough?) mainly to create
fun that would make people laugh.
5. Visual Pun:- Visual pun is the use of symbols to suggest two or more meanings
or different associations . Visual pun combines two or more symbols (pictures and / or
texts) to form a new meaning. The viewer must mentally elaborate on the visual stimulus
to interpret the message. For instance, examine the picture of a lady with big buttocks
with the quotation in Ephesians 5:31 “Nitori idi €yi li okunrin y66 se fi baba ati iya re
shall leave his father and mother, and shall be joined unto his wife, and they two shall be
one flesh.) This text is an allusion to a Bible verse ephesians 5:31 which says “For this
reason, a man shall leave his father and mother and shall be joined unto his wife, and
they two shall become one flesh”. There is pun on the word “Id7” (reasons) which is
pictorially represented by big buttocks in the text. The homographic congruence between
the Yoruba equivalent of the word “reason” (which is idi) and the Yoruba word for
buttocks (still id7) paves way for the pun generated in the text. That is why the author
used the word “Idi” (reason) to refer to the picture of the big buttocks in the text. this is
further supported by the saying that: “Orisirisi idi 16 wa nlbadan, idi arere, idi obi, idi
apé, idi oro etc.” The effect of the polysemic word “idi” in this context is humourous.
The atmosphere of laughter is created by the text

A homophonic pun exploits word pairs that sound exactly alike (perfect
homophones), but are not synonymous. Example in Yoruba is the expression below,

Kdyinbo t66 dé lati i séebo nibadan tawa,

Oyinbo dé Kudeti, won ni “this place is too dirty”

Bée, koyinbo too dé lati n pe Kudeti

(S.M Raji)
Before whitemen came, we had been speaking English in our Ibadanland

Whitemen got to Kudeti, they said “this place is too dirty”
Afterall, before they came, we have been calling Kudeti.

The English expression “too dirty” is played upon using the Yoruba homophonic version
“Kudeti”. The first syllable in “Kudeti” represents the English intensifying adverb “too”,
though with different initial consonants /k/ and /t/ respectively. The gradable predicative

adjective “dirty” sounds alike with the Yoruba compressed verb phrase “deti” which is a
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derivative of “di eti”. Pun here relies on the sound similarities between the non-
synonymous but similar sounding words.

A homographic pun exploits different words (or word meanings) which are spelt
the same way, but possess different meanings. For example,

Arsenal je saari ibanuj¢ 10woo Sari ni Baktuu lanaa

Arsenal ate sorrowful Ramadan saari from Sari yesterday.

(Sport reporter on Splash FM Radio, Ibadan 30™ of May 2010)

The homophonic congruence between the two words, saari and Sari in the above text
paves way for the pun achieved in the text. There is a play on the word ‘Sari” (Mourizio
Sari, Chelsea coach) and ‘Saari’ (the early morning food for the Muslims during fasting).
What brought about this punning is as a result of the way Chelsea Football Club
walloped Arsenal FC at Bakut in Ukrane during the Final match of the Europa cup. The
match was played during the Ramadan period, and the fact that the match was played in
the late night made the reporter to use the word ‘saari’. If the match were to be played in
the afternoon time, choosing the word would not have been appropriate, and if Arsenal
had won the match, the punning would not have be possible this way.

Homographic puns using words with the same spelling but different
pronunciations. A compound pun is a sentence that contains two or more puns, such as:
“A man bought a cattle ranch for his sons and named it the ‘Focus Ranch’ because it was
where the sons raise meat” punning on the phonological similarity to “where the sun’s
rays meet”. A recursive pun is a sentence that contains a pun that refers to the similar
sounding word. Let us consider the following owe:

Bi nikan ko ba s¢ es¢

Esé ki i déédéé s¢

If nothing happens to Esé,

Esé does not occur without a cause
The words “¢s¢” is repeated for punning purpose in the text above. The choice of the
word “¢s¢” affords the text the opportunity to establish semantic relationship or tie
between the word itself and the verb ‘s¢’ which is also repeated in the text. The verb ‘s¢’
refers to the subject noun ‘¢s¢’ which contains the same syllable ‘s¢’ that forms the verb
in both the dependent and independent clauses of the sentence.

Recursive pun at times admit malapropism - an adjective or adverb - meaning
‘inappropriate’ or ‘inappropriately’. The term therefore refers to the misuse of similar

sounding words, especially with humorous results. For instance the Yoruba proverb that
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says “Oju awo ni awo fi n gbobe” is articulated as “Oju dwa ni awa fi n gbobe” by a
Hausa man selling jewelries. The choice of ‘awa’ instead of ‘awo’ is a case of
malapropism with humorous result. Extended pun or pun sequence is a long utterance
that contains multiple puns with a common theme. The following example is from

Yoruba Ifa corpus Obara Osé:

Sofo-s0fo oto Losers are distinct

Jere- jére oto Fortune makers are distinct
Bénikan 0 sofo If someone does not suffer losses
Enikan ii jere Another cannot acquire gain
Bénikan o jére If no one acquires any gain
Enikan ii sofo There can be no loss suffered

A dia fun Qpéréé-bosu 10lo  Ifa divination was performed for Qpéréé-bosu
1010 (El¢butibon 2004:116)
The above text contains multiple puns with a common theme. The phrase sofo and jere
are repeated several times in the text to create the impression that what faces one backs
the other; “Ohun t6 koju sénikan, ¢yin 16 ko s¢lomiran”. Profit is made at other people’s
loss, while loser losses to the advantage of the profit makers.

Pérez (1999:359), citing Delabastita, (1993: 78-116) highlights some observable
linguistic materials in pun especially with regards to phonological, polysemic, idiomatic,
morphological and syntactic categories. They include the following among others:

a. When rooted in phonology, wordplay is formed by words which share several
phonemes without, however, being etymologically or semantically related. As noted in
Yoruba literary arts, it can occur through parsing. Phonological wordplay can further be
differentiated according to the nature of the linguistic stratum. For instance, the name
‘Adékanmbi’ being parsed into an interrogated sentence “Adé kan mi bi?” is a In the
case of homophony, two or more differently spelled words share their pronunciation, as
happens with flower and flour. Homonymy occurs when two or more words are identical
both in spelling and pronunciation, e.g. when miss refers to the verb to miss as well as to
the nominal designation. Lastly, a phonological pun can be termed paronymic when
words are similar but not identical in spelling and pronunciation.

b. When a pun is based on polysemy, the two or more associated meanings are part
of what is considered to be one single word. In this type of pun, we find a clash between
two different signifieds. For example, the word ‘y¢’ may mean shift as in “op6 y¢” (the
pillar shifted); it may also mean change as in “boju ba yeju, kohun ma y¢” (if we part

way, our discussion should not change).
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c. A third possible linguistic mechanism underlying punning is the idiomatic layer.
Idioms offer this potential since the habitual meaning of the expression — by definition
not the sum of the meanings of its components — and its literal meaning can be
confronted. For example, in

Ifa gbéfa mi 1EKiti Ifa swallowed if4 in 1Ekiti land

(Alaroyé, Monday, 23/7/2018)

There is pun on the word “ifa”. Ordinarily ‘ifa” is used as a cognate of ‘Qranmila’ which
Yoruba believe to be the god of wisdom. But in this context, ‘ifd’ refers to abbreviation
of Yorub4a names prefixed with ‘ifa’ or have ‘ifa’ initial like ‘Ifdyemi, Ifagbémi,
Ifay6oséé etc’. Coincidentally in this case, the outgoing governor of Ekiti State named
Ifayooséé was backing Elékaa whom he chose to succeed him to contest the
gubernatorial seat with his own predecessor Ifayemi who intended to come back to
power. It is the defeat suffered by Ifayodseé from Ifdyemi that prompted the expression
“Ifa gbéfa mi IEkiti” (meaning Ifa swallowed if4 in 1Ekiti). The expression simply refers
to the fact that Fayemi defeated Fayoséé in Ekiti state governorship election. So, Fayemi
swallowed Fayoséé (dynasty) in Ekiti state. The choice of the verb “swallow” is not
without literary significance as it adds hyperbolic and idiomatic effects to the text.
Ordinarily, one would wonder how ‘ifa’ can swallow ‘ifa’. After all, there is only one
‘ifa’, and how can ‘ifa’ swallow himself. Again, the word ‘defeat’ would have been more
appropriate, but in order to colourize the expression to create certain advertisement
effect, that is, to draw people’s attention and prompt them to purchase the newspaper, the
scriber chose the word ‘swallow’ in that expression that makes the headline.
d. Finally, syntax can be exploited for punning purposes, since statements can
sometimes be analysed syntactically in at least two different ways. Example is found in a
bus conductor’s way of calling passengers

“Ado enikan, Ado enikan...” Ado, one person, Adod, one person
The utterance is homophonically balanced when parsed into the sentence

“A do enikan” We fucked someone.
Structurally, they are not the same. But in a connected speech, the mark of difference
would not be noticed. The essence of the parsing is to create pun the is expected to
generate humourous atmosphere

Pun is seen as humour, especially when it is meant to generate laughter among

the reader or audience of humour generating punny expressions. Humour itself is
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defined, according to the tenth volume of the American Peoples Encyclopedia (1964:56),
as:

“a quality in an object, situation or verbal expression that provokes

amusement and laughter, either inadvertently or by design”.

Excitation or amusement is essential to human existence. A society

that is devoid, bereft or denied of this may not worth being

habited”.

This reveals the fact that the social and psychological functions of pun cannot be
overemphasized. This fact reflects in the present study as some of our data were gathered
at drinking and ayo game joints; funeral and wedding ceremonies; and festivals.

Attardo (1994:16) says that wordplay is a consciously metalinguistic
phenomenon. This implies that the speakers deliberately take advantage of certain
characteristics of language namely; the existence of homonyms and polysemous words,
to create a humorous effect. Therefore, the humorous effect appears to be the most
important reason for taking advantage of the possibilities that language offers for
creating wordplay. Viesbergs (1997:159) and Delabastita (1996:130), among others,
state that the function and goal of wordplay gives the possible opportunity to address
potentially taboo or obscene issues. For instance, it is a taboo among the Yoruba to
mention the names of male and female genitalia in public. Thus we have the word
‘basun’ (sleep with) for having canal knowledge of a woman or lady, and ‘sun’ (sleep)
for somebody that died. Let us take the following expression as an example

Pelepele 1a fi n pamukuruu pele

One hits a mosquito that selltes on one’s scrotum gently.
The deep structure that produces this surface structure is

“Surru la fi n pamukuru to ba lé ni 16ri epon”
‘Pelépele’ is an equivalent of ‘stuurt’ in Yoruba; while ‘p¢l¢’ is euphemism of scrotum
(epon). The surface structure therefore is more preferable to avoid or address potentially
obscene issues

Alexieva (1997) averses that, human beings have strong wish to create humorous
effect when communicating with others and this is the motivation behind wordplay. At
the same time they like to test their own and the audiences skills of making analogies. If
the audience is able to catch the intended meaning and share in the humorous effect then,
this may cause a strong feeling of solidarity between the speaker (author) and the
audience. On the other hand, if the audience fails to grasp the intended meaning the

speaker may get some feeling of power and superiority. In other words, the manipulation
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of language (in particular the sound and meaning of word) with intent to amuse is
referred to as wordplay. The more we play with words, the more we find that most of
them possess multiple meanings because words are alive and they refuse to stay still. Not
only that, as words grow older they accumulate new meanings.

From the foregoing, it is quite clear that humourous pun was designated primarily
to create laughter and provide amusement. The works of late Gbénga Adébodye serve this
purpose among his fans.

Pun is quite common in Yoruba as a method of reinforcing meaning. Examples of
visual orthographic and sound-based or phono-aesthetic pun also abound in written
literature. The play on particular syllable of the name of Odu If4 in the Yoruba Ifa corpus
justifies this assertion. Let us consider the following in Odui Ofiinsad,

Oftn sa 4 1éfun Oftin marked it with white chalk

Oftin sa 4 16sun Oftn marked it with white camwood

Oftin sa 4 nf MOriwod ope yee yee yee Oftin marked it with young palm fronds
(Elébuubon 2004:53)

In the above text, we have examples of visual orthographic (imagery) and sound-based
or phono-aesthetic pun in the third line where “yee yee yee” painted the picture of new
palm-fronds in our imagination with phono-aesthetic ideophone.

Most literary artists engage in pun to some extent, but some among them are
particularly adept or committed to pun at length. Gbénga Adéboye dwelled extensively
on pun in his oral renditions during his lifetime such that his works are enough to
produce other academic research on Yoruba pun or wordplay. Moreso, pun as a literary
device requires a high sense of language competence. In it, a word may be repeated with
a shift in meaning; in another form, two meanings of a word are suggested
simultaneously; still in another form, a word is used to suggest a second spelt differently
but sounding the same (Frye 1985). All these combined together in weaving punny
expressions to show that dexterity in language use (in literary art) requires greater degree
of creative ingenuity. Some Yoruba artists successfully demonstrate this in their work.

Pun can also be seen as interaction among words in which speaker or writer plays
with institutionalized meanings within a situation that seems humorous and funny. Let us
consider this expression:

Speaker A : Elédaa mi saant mi o
Speaker B: kO ma sa okuta da sib¢ sa o.
If one hears the above expression, one would consider the speaker B to be ignorance of

what speaker A requested from God, but he deliberately says it to create humour. The
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phrase ‘saanu’ is played upon by ascribing another meaning to it to mean “to pack stones
and fill somebody’s stomach with the stones; whereas, speaker A is praying to God for
mercy. In every situation, Yoruba is fond of creating atmosphere of humour. It is the

polysemic nature of the phrase ‘saant’ that makes this possible.

2.8.3 Ena: A Yoruba pun type

Ena is seen as a means of generating secret language through language distortion.
(Isol4 2010) he distinguishes between Ena and cryptology by saying that Ena, which he
refers to as code talking obeys the phonological rules of language while cryptology
because of its connection (association) with top secret matters hardly exploits the genius
of language. So the creativity in language use which makes Ena an interesting study are
not found in cryptology.

According to Isola (2010) Ena offers insight into the phonological, and to some
extent, the grammatical nature of Yoruba language and reveals some basic poetic features
o f the language. Isol4 (2010) identifies four systems of code talking (Ena) in Yoruba
language. Interpretation or understanding code-talking depends on the shared knowledge
between the speaker and the audience. So, a Yoruba adage lends credence to this that
“oro asoti nii j¢ omo mi gbéna” (if your childunderstand your code, it is because your
child and you both share the secret)

The four systems of Ena identified by Isola (2010) include: simple disordering of
syllables in a word and (or) words in a sentence; (2) adding null tags to syllabic units, (3)
inversion of syllables and substitution of null tags; and (14) vowel numbers. In the first
system, he gave the example 'mo fé¢ lo soko’ which he ambiguated with simple
discovering to become ‘Lo m —f¢ koso’ in deciphering this code, he reiterated the role
and position of tone phonemes. This is what is applicable to drum language which also
depends on the position of tone phomemes. One a tone pattern is given; several sentences
are possible on that pattern. Such is the case with the drum signal o f the Nigerian
Broadcasting Service with the tone pattern. It allows for many parallel creative
interpretations. In the second system, He gave the example: “mo fé lp séko” which he
turned to ena by adding null tag to every syllable of the utterance; whereby the null
consists of an open syllable: ‘mogo fege logo sogo kongo’; the consonant of the null is
constant throughout while the vowels vary because they have to be identified with the

null tagged to each or every syllabic unit. He noted that in this system there is a way of
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delineating lines or mark stops and pauses. The last null syllable in each pause group of
the message is preceded by the syllabic nasal (n) in the example given above, it occurs at
the end of the sentence. To Is0la null may also be polysyllabic, for example by adding
‘ntiri’ to every syllabic unit. The difference between the monosyllabic null and
polysyllabic null is that there should be tonal agreement between the vowel in the clear
syllable and the null syllable but there is no tonal agreement between the vowels in the
null and clear syllables when use ‘nitiri’. From the foregoing, it is very glaring that
morphemes and words can be manipulated to enstrange utterances such that the non-
initiates would not understand. Thus ena is a punning process among the Yoruba people.
Isol4 called the third one ‘the inversion of end-group syllable and substitution of
null tag’. In this method, the operation is not only on syllable but also on the sense
group. After identifying a sense group, the last syllable of the group is brought to the
beginning and is prefixed with null syllable 7, then, the other null syllable ‘tin’ replaces
the transposed one in the last syllable position in the sense group. So, an expression “Mo
fé jeun ki n t6 sun” will become “njeun mo fétin nsun ki n totin”
Isola’s fourth identified ena type, which he called ‘vowel numbers’ is not that relevant to
this research. It has no morphological relevance because it is number based. Vowels are

assigned numbers and the numbers replace the vowels wherever they occur.

2.9 Theoretical approaches to this study

The model which we considered more relevant to the present study is formal-
functional approach, hence our choice of structuralism and Morphological Doubling
Theory (MDT). While MDT takes care of linguistic aspect of our analysis in establishing
the formal relationship between repetition and pun, structuralism takes care of the
intrinsic aspect of the semantic analysis of the two tropes. The linguistico-semantic
orientation of the models and their accommodation of situational (extra-linguistic)
features recommend them for this study.

Because no approach is insignificant and at the same time, no one is completely
perfect in the analysis of literary text, the study adopts structuralist methodological
model and MDT as the main theory, and where there is need to complement them with
other theories like Chomsky’s Transformational Generative Grammar (TGG) and
Halliday’s Systemic Functional Grammar (SFG), we do. Where this is done, it is stated
or mentioned. TGG is used at times to trace the disparity and relations between deep and

surface structures. The point is that the meaning of surface linguistic constructs like
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poetry is retrievable only in the deep structure which really encapsulates and captures the
author’s intention; while Halliday’s textual metafunction is used for focusing on the
internal organization (structure) and communicative nature of a text. The textual analysis
is done at phono-morphemic, syntactic and semantic levels. Structuralists’ model
examines literary piece in its totality. So, we consider the relevance of context (both
internal and external) in analysis of texts. The combination affords us the opportunity to
employ both intra and extra-textual phenomena in analyzing texts. Ullmann (1972) even
confirms that series of tests designed to study the influence of context have shown that
there is usually in each word a hard core meaning which is relatively stable and can only
be modified by the context within certain limits. Leaning on these methodological
models, this study investigates meaning-making strategies in Yoruba literary tropes of
repetition and pun. The study is textual and it investigates language from context and

function.

2.10 Context in communication

Language scholars use the term context to provide links between linguistic items,
the social and situational factors of communication. Ayeleru (2001) identifies two types
of contexts namely verbal and situational contexts. The verbal context refers to the
company that a linguistic item keeps. Verbal items are better interpreted in relation with
one another and not in isolation. Doing this reduces syntactic and lexical ambiguities that
are always common when the items are considered separately. The situational context on
the other hand is a characteristic of pragmatics. This is divided into the context of culture
and immediate context. Context of culture lays down the conventional or socio-cultural
rules of behaviour which participants must share before they can communicate
successfully with each other.

The context of situation specifies the components which describes the specific
circumstances in which communication takes place, e.g. time and event. Language
depends on context and it performs certain functions within the context (Ayeleru

2001:28) citing Freeman (1970:75) says;

Any piece of language is therefore part of a situation, and so
has a context, a relationship with that situation,

Nesbitt and Plum (1988:iv) says;
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All language is language functioning in context. And all
language is language systematically related to its context.

Since context gives the reason for the choice and use of language, and gives a
clear picture of the situation, there is no gainsaying in the fact that a literary text cannot
exist in isolation from the context of situation and even the context of culture. As far as
this present study is concerned, context is taken in a wider sense to include both verbal
setting and context of situation. The essence is to be able to focus on sound patterns,
lexical choices, syntactic organization and semantic relation of texts that constitute the
two tropes under study. This makes us to understand and appreciate the literariness in

literature.

2.10 Structuralism as a methodological model in literary analysis

Structuralism is an approach to the human sciences that attempts to analyse a
specific field (for instance, mythology) as a complex system of interrelated parts. It
began in linguistics with the work of de Saussure (1857-1913). But many French
intellectuals perceived it to have a wider application, and the model was soon modified
and applied to other fields. Thus, structuralism is not only applied within literary theory.
There are also structuralist theories that exist within philosophy of science, anthropology
and in sociology.

Barthes (1970) in his Science versus Literature defines structuralism as method
of analyzing cultural artifacts which stems from the method of contemporary linguistics
(Newton 1988).

According to Assiter (1984), there are four common ideas regarding structuralism
that form an ‘intellectual trend’. Firstly, the structure is what determines the position of
each element of a whole. Secondly, structuralists believe that every system has a
structure. Thirdly, structuralists are interested in ‘structural’ laws that deal with
coexistence rather than changes. And finally, structures are the ‘real things’ that lie
beneath the surface or the appearance of meaning.

In literary theoy, structuralism relates literary text to a larger structure which may
be a particular genre, range of intertextual connections, a model of universal narrative
structure or a system of recurrent patterns or motifs. The theory argues that there must be
a structure in every text which explains why it is easier for experience readers than for
non-experienced readers to interpret a text. A potential problem of structuralist

interpretation is that it can be highly reductive, as Belsey (1983) puts it “the structuralists
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danger of collapsing all differences”. Structuralsts are interested in identifying and
analyzing the structures that underlie all cultural phenomena — and not just literature. The
theory gives a blueprint that one can redraw to literature. Structuralism offers insight into
and reveals patterns that characterizes what makes a text possible (Mambrol, 2016).

Structuralism focuses on examining how the elements of language related to each
other in a string to form a whole. Saussure (1916) used the term phoneme to represent
the smallest basic speech sound. Parole means a specific word, while langue is a
language which a parole belongs to. Langue is the language system of a speech
community, while parole refers to what we are able to do with the langue. A word is
assigned a definition when all people of one langue agree upon what the word represents.
Structuralists look more at the langue than the parole (Mambol, 2016). The distinction
made by de Saussure between langue and parole was clarified by Chomsky’s distinction
between what he called competence (which refers to ones understanding of the
fundamental principles or skills in a language) and performance (referring to what one is
able to do or perform with the language) respectively.

Key notions in Structural Linguistics are the notions ofparadigm, syntagm and
value. A structural paradigm is actually a class of linguistic units which are possible in a
certain position in a given linguistic environment (like a given sentence), which is the
syntagm. In a clearer statement, paradigm refers to linguistic units; while syntagm refers
to linguistic environment like a sentence. The different functional role of each of these
members of the paradigm is called value.

The structuralists claim that there must be a structure in every text, which
explains why it is easier for experienced readers than for non-experienced readers to
interpret a text. Hence, they say that everything that is written seems to be governed by
specific rules, a “grammar of literature” that one learns in schools and that are to be
unmasked. Barthes (1970) summed it up by saying that structuralism itself developed
from a linguistic model, finds in literature, which is the work of language. In other
words, structuralism emerged from linguistics and in literature; it finds an object which
has itself emerged from language. We can understand why structuralists would want to
find linguistics of discourse, whose subject is the ‘language’ of literary forms .

Vendler (1966) justifies the use of the methods of linguistics in literary study.
She noted that any information about language is useful in studying an art-form whose
stuff is language. If linguistics is defined as the study of language, then, its contribution

is unchallengeable. This logic does not necessarily mean that all specific brand of
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linguistics are admissible. This is because despite the fact that literature is language and
therefore opened to ordinary formal linguistic investigation, it has essentially distinctive
contexts which the linguist no less than literary critic must study. In short, any successful
linguistic criticism should proceed not merely from a theory of language but also from a
respectful consideration of the demand and peculiarities of the many kinds of literary
study.

Newton (1988:131) also emphasizes the appropriateness of structuralism in
literature when he says:

Literature seemed especially appropriate to structuralist
approach since it was wholly made up of language; thus a
system of conventions which makes literature possible and to
attach little 1importance to authorial or historical
considerations or to questions of meaning or reference. As
language from Saussurian point of view is seen as a
signifying system in which the relations between the
elements that make up the system are crucial, so literature
could also be seen as embodying systematic sets of rules and
codes which enable literature to signify.

In considering literary texts as ‘paroles’ which must be understood in relation to
‘langue’ or the underlying signifying system, structuralist literary criticism inevitably
concerned itself with poetics as a general science of literature. Individual texts were used
mainly to exemplify general characteristics of literature as a whole. Despite the fact that
structuralism has its basis in linguistics, the likes of Barthes, Jakobson, Todorov,
Genette, Olabodé, Olatéju, Anozie, among others have variously shown that

structuralism is a valid tool that can hardly lose its relevance in literary analysis.

2.12  Poetics and structuralism

The work of Torodov, Definition of Poetics, as recorded by Newton (1988)
explains the concept of poetics and its relation to the structuralist approach. In his
explanation of poetics, Torodov started from a general image of literary studies. He
posits that there are two attitudes to be distinguished: one sees the literary text itself as a
sufficient object of knowledge; the other considers each individual text as a
manifestation of an abstract structure. To him, the two options are not incompatible as
they achieve a necessary complementarity, though clear distinction can still be made
between the two tendencies. The first attitude holds that literary work is the ultimate and

unique object. This Torodov called interpretation otherwise known as explication de
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texte or close reading analysis. The aim is to name the meaning of the text examined or
to make the text itself speak.

In effect, it is impossible to interpret a work, literary or otherwise, for and in
itself, without leaving it for a moment, without projecting it elsewhere than upon itself.
Or otherwise, the outcome will just be a mere word-for-word repetition of the text.
Maybe this is why in the work of Van Dijk (1972), for example, which is based on
literary and poetic texts; literary metaphors are classified as unconventional features of
grammar and meaning; unconventional in the sense that the understanding of such
metaphor must be sought. Thus metaphor is looked at from a culturally detached psycho-
cognitive point of view. From a socio-cognitive/functional point of view, however,
which is the perspective of contextual text analysis, literary metaphors are normal
features of a text which have their own grammar recognized by societal norms (Adégbité
1991).

The second attitude he inscribed within the general context of science, which goal
is no longer the description of the particular work, the designation of its meaning, but the
establishment of the general laws of which a particular text is the product. This second
attitude denies the autonomous character of literary work and regards it as the
manifestation of laws that are external to it and that concerns the psyche, or society or
even the human mind. The object of such studies is to transpose the work into the realm
considered fundamental: it is a labour of decipherment and translation. To this attitude,
literary work is the expression of something, and the goal of such studies is to reach the
something through the poetic code.

Poetics breaks down the symmetry that was established between ‘interpretation’
and ‘science’ in the field of literary studies. It contradicts both inferpretation and
science. In contradiction to interpretation, it does not seek to name meaning, but aims at
a knowledge of the general laws that presides over the birth of each work. But in
contradiction to ‘science’, it seeks these laws within literature itself. Literary works itself
is not the object of poetics; what poetics questions are the properties of discourse that is
literary. This is because poetics itself refers to that type of message which takes as its
object not its content but its own form. Each work is regarded as the manifestation of an
abstract and general structure.

On the relationship between poetics and structuralism, Torodov says all poetics,
and not merely one or another of its version, is structural; since the object of poetics is

not the sum of empirical phenomenon (literary work) but an abstract structure

90



(literature). To him (Torodov) as recorded by Newton (1988), literature is a product of
language. For this reason, any knowledge of language will be of interest to the poetician.
As poetics is the only science that takes literature as its object so is linguistics the unique
science of language.

Genette in his Structuralism and Literary Criticism, as recorded by Newton
(1988) says the structural study of ‘poetic language’ and of the form of literary
expression in general cannot reject the analysis of the relations between code and
message. To him, the ambition of structuralism is not confined to observing the
repetition of phonemes; it must also attack semantic phenomena which constitute the
essence of poetic language. The structuralist idea 1is to follow literature in its overall
evolution while making synchronic cuts at various stages and comparing tables (facts
discovered) one with another thus enriching literary evolution as a result of its survival
of constant alteration or amendment.

This study sees structuralism as the name that is given to a wide range of
discourse that study underlying structure of signification. Signification refers to
meaningful event or the practice of some meaningful actions like writing or reading a
text. It is believed by this theory that all texts, all meaningful actions or events and all
signifying practices can be analysed for their underlying structures, and that such
analysis would reveal the petterns that characterize the system that makes such texts and
practices possible. With the belief that there must be a structure in every text, it is easier
for experienced readers than for non-experienced readers to interpret a text. A potential
problem of structuralist analysis is that it can be highly reductive, as Belsey (1983) puts
it “the structuralist danger of collapsing all differences”. By this we mean, in a case of
inter-textuality where two writers write on a similar events and action, one might say the
later writer has not done anything.

For instance, considering Sophocles’ Oedipus Rex and Ola Rotimi’s Gods Are
Not to Blame or Olanipekun Esan’s Teléedad Lase, it is a fact that a baby boy is given
birth to, to come and dispose what has been proposed for him by his destiny. Though the
boy is ill-fated, despite all his efforts to reverse his destiny, he is still caught in the web
of destiny. The similarities in these texts came as a result of similarities in that aspect of
culture among the Greeks and Yoruba whereby the parents eagerly investigate what the
future holds in stock for any new born baby. It is the underlying culture that paves way
for inter-textuality of this kind. Since structuralism is interested in identifying and

analyzing the structures that underlie all cultural phenomena and not just the text, it
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really gives us a blueprint as the present study hinges on it in explaining some of the

socio-cultural factors that born some texts in our data.

2.13.1 Before morphological doubling theory

Tkaczyk (2005) observes that from a terminological point of view, other specific
terms such as duplication, doubling, and repetition which have alternatively been used to
denote the process of reduplication, are either too general or represent a different
reproducing system in language. Generally speaking, in Yoruba, the process of
reduplication is divided into total and partial. Total or full reduplication doubles the
entire word morpheme (free) or the stem. Partial reduplication, on the other hand,
doubles some phonologically characterized part or subset of the word or the stem.

According to Inkelas & Zoll (2005: 2), there have been two general approaches to
reduplication in the existing literature: phonological copying and Morpho-Semantic
(MS) feature duplication. Phonological copying is essentially a phonological process that
duplicates features, segments, or metrical constituents, while MS feature duplication
combines two identical sets of abstract (syntactic/semantic features) to be accounted for.
They said that in phonological copying approaches adopted by the likes of (Marantz
1982; McCarthy & Prince 1993 & 2001), all reduplications, whether partial or total, are
the affixation of a phonologically skeletal morpheme. This means that the reduplicant is
supposed to be an affix onto which features or segments of the base are copied. In
contrast, under Morphological Doubling Theory, which Inkelas & Zoll (2005) says is the
typical representative of Morpho-Semantic feature duplication approach, reduplication
involves semantic rather than phonological identity and as such, this analytical approach

allows the morphologists to account for several more patterns of reduplication.

2.13.2 Morphological doubling theory (MDT)

Inkelas and Zoll (2005) argue that the driving force in reduplication is identified
at the morpho-semantic, not the phonological level, and they present a new model that
derives a broader range of reduplication patterns. While other theories of reduplication
have focused on the duplication mechanism of phonological copying, the central concern
of the Morphological Doubling Theory (MDT) is that what is needed in reduplication is
more than duplicating features, segments, or metrical constituents but also morpho-
semantic features. In other words, the phonological and morpho-semantic mechanisms

are needed and that their empirical domains of application are nearly complementary
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(Inkelas & Zoll 2005: 2). The essential claim of MDT is that reduplication results when
the morphology calls twice for a constituent of a given semantic description, with
possible phonological modification of either or both the two constituents (Inkelas & Zoll
2005: 6). Khanjan (2010) expresses that they do not claim that morpho-semantic feature
duplication can replace phonological copying altogether, but that the scope of
phonological copying is limited to a narrow set of contexts (Inkelas & Zoll 2005: 20).
They identified criteria for classifying a given duplication phenomenon as
morphological, in which MS feature doubling is the correct analysis, or as phonological,
in which phonological copying is called for.

As noted by Inkelas & Zoll (2005), the first criterion is that phonological copying
serves a phonological purpose, for instance to create sound effect of alliteration,
assonance and consonance; while morphological reduplication serves a morphological
purpose, either by being a word-formation process itself, as in reduplication of verb
phrase in Yoruba to arrive at a noun; or by enabling another word-formation process to
take place, as in the Yoruba word ‘t0r9’ (a noun, two and half kobo) that is prefixed with
close front vowel /i/ and reduplicated to have ‘itgro-itoro’ belonging to a new class of
adverb. The second criterion is proximity. Phonological duplication is proximal, that is,
it targets the closest eligible element. This is not necessarily true of morphological
reduplication in Yorubd. The third criterion is that the unit of analysis in phonological
copying approaches is the phonological segment, while morphological reduplication
targets the morphological constituent. The last criterion is that, unlike in phonological
copying which is motivated by phonological identity, in morphological reduplication, the
origin of identity is the morphological (semantic) component of the linguistic item to
which meaning is pertinent.

Khanjan (2010) used this theory to find out whether the existing patterns of
Persian language full reduplication distinguish between phonological copying and
morphological doubling, and if so, does the Morphological Doubling Theory (MDT)
approach to reduplication, as proposed by Inkelas and Zoll (2005), suffice to
accommodate the data? Among the most important findings of Khanjan study are: first,
the patterns of Persian language full reduplication are not limited to the morpheme or
word level but, rather, they cover a range of linguistic expressions from a single word to
an entire syntactic construction; the semantic feature bundle of the output of Persian
language full reduplication may vary on a relative continuum ranging from iconic to

totally idiomatic/metaphorical meanings and, in some cases, it is affected by contextual
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parameters; and finally, patterns of Persian language full reduplication are sometimes of
stylistic significance and are subject to certain register restrictions.

A lot of people have worked on reduplication in Yoruba. Actually, reduplication
commonly involves repetition of stems and roots in other languages. There are numerous
cases where affix material is copied as part of stem for reduplication in different
languages. In Yoruba, we only have prefix and agentive morpheme which are used in
generating new word from already existing words. It is important to note here that affixes
used in generating noun are not part of the base. Affix materials are not copied as part of
stem but are affixed to the stem. For instance, if the verb ‘lo’ is prefixed by the noun-
forming affix like ‘@’ (a + 19) to give us “alg”, the affix is never the part of the root which
is ‘lo” Affixation is entirely another form of word formation in Yoruba. Because Yoruba
language system does not operate surfixation, the only two types of affixes available in
noun formation are prefix (a, ¢, ¢, i, 0 and the agent morpheme ‘oni’) and infix. Which
Awoyalé (1974) referred to as linkers. The word linkers join two identical noun
components, that is, the base and the reduplicant. For example, if the word ‘omo is
reduplicated and affix ki’ is inserted in the middle, we would have ‘omo ki omo’. The
vowel ‘1’ is delited and the tone mark is transferred on the initial vowel of the
reduplicant; the remaining elements are therefore contracted to have “omokomo”

As far as this study is concerned, our focus is on complete reduplication where
the reduplication of a root, stem, word or phrase, clause or even sentence is repeated in
its entirety. At different levels as stated above, reduplication takes place in Yoruba poetic
discourse. The shape determines the size and configuration of the base that are repeated.
It can be either total or partial repetition. Total reduplication involves repeating a root,
stem, word or phrase, clause or sentence in its totality. Reduplication can be associated
with both derivational and inflectional meanings, including changes in part of speech; for
instance, it can convert verbs to nouns as the case is in Yoruba language. Yoruba only
have derivational morphemes, but no inflectional type. This account for why Yoruba
verb cannot admit morpheme to mark tenses, negation and plurality.

Olateju (1989) observes that the sound patterns of Yoruba language constantly
influence a poet’s choice of words as well as the sound combination of the words to
choose from; and that the exploitation of phonological possibilities depends on the
creative ability of the poet. Based on the foregoing, since reduplication is one of the
ways in which syntax can be made to deviate from the norms to create a marked structure

with special effect or ornamentation, as noted by Khanjan (2010), the present study
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examines how Morphological Doubling Theory of reduplication accounts for
reduplications in repetition and pun as tropes in Yoruba literary circle with a view to

uncovering the formal relationship between the two tropes.

2.13.3 Summary

This chapter reviews the works of different scholars on the subject matters of this
research work. Two things are reviewed in this chapter. They include various concepts
that are relevant to this present study and the theoretical frameworks upon which the
work hinges. Scholars’ opinions on various issues like language within poetic discourse,
approaches to literary analyses and stylistics in relation to style and linguistics; the
concerned areas here are Morphological Doubling Theory (MDT) and Structuralists’
methodological models. This is done with a view to providing frameworks for the study.
How data are gathered through the various methods adopted are the major concerns in

the next chapter.
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CHAPTER THREE
METHODOLOGY
3.1 Overview

It is a fact that a study of social functions of a language must be supported by
adequate data of language use. Adégbit¢ (1991), citing Grimshaw (1974:421), identifies
four types of data that have been used in social studies of language. These include:

(a) Natural speech observed in actual settings of communicative events;

(b) Natural speech observed in contrived settings of communicative events;

(c) Elicited speech and/or rules about that speech or other behaviour by field assistants to
ethnographers in response to direct inquiry; and

(d) Historical and/or literary materials

Due to the fact that, by its nature, this study does not have any particular group of
people as target population, coupled with the fact that the methodological models
adopted have their basic concern in the texts and situation (context), the major method
that will be adopted in the study is textual analysis of contents of the data collected
through (a), (b) and (d) above. In other words, data shall be drawn pool of Yoruba oral
genres documented in written form in as much as such data would be relevant to the
topic under study. However, it is hoped in this work that a good measure of success shall
be achieved in data collection because there are sufficient grounds for and means of
getting as much data as possible from different sources in all Yoruba genres. It is only in
the Yoruba genre of owe that data were gathered through non-participant observation as
they were naturally rendered.

Text, which constitutes the data for this work is used in linguistics to refer to any
passage, spoken or written of whatever length, that forms a unified whole as opposed to a
collection of unrelated sentences (Fakuade, 1998). The distinction here shows that
certain characteristics abound in texts, which are realised through texture, that is, the
properties that make a text, and the cohesion. Judging from the foregoing, there is no
denying the fact that text comprises most of the things to look for whenever we embark
on stylistic analysis of any work. The question now is that, does stylistic analysis end
with texts? To the formalists or the tough-minded autonomism of the school of Wimsatt,
text is the real thing. Fakuade (1998), citing Wismatt (1951) says that critic’s obligation
is to ignore all evidences except that of text itself, since each text, poem, novel, or

whatever is unique and self-sufficient; everything that can be said about it has to be
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learnt by concentrated study of the text itself. At the conclusion of the exercise, one
knows just what the text informs one.

Our position in this study is that it is good to admit that the text provides best
evidence for its own structure, but it is completely absurd to claim that texts are utterly
independent of contexts, or that their contexts are not relevant to understanding them or
analyzing them stylistically. To this end, Barber (1991:3) says:

literary text as having involved greater thought or efforts

than other kinds of utterances or writings, as being more

premeditated, or as undertaking to  exhibit a greater degree

of skills. They may articulate and give form to otherwise

amorphous notions circulating in society. Because literary

text is more detached from the immediate context than other

utterances, having the quality of repeatability and the

capacity to be recreated in a variety of situations, it is

compelled to put things into words which normally are left

unsaid. Less of its content can be assumed from the

immediate context...
The above shows that greater thought and efforts are required in the creation of literary
texts than other kinds of writings to exhibit a higher degree of skills. Again, literary
text is more detached from the immediate context, so, little of its content can be assumed
from the immediate context which is the text. This stresses the relevance of context in

the interpretation of literary writings which is among the concerns of this study.

Ogunsiji (2001:2), corroborating the above quotation, submits that the real
domain of meaning can be said to be the world of reality which exists outside language
itself. Therefore, in order to understand the text, the reader or decoder should go beyond
the level of primitive meaning, that is, the world of words as mere linguistic signs- into
the world of reality which defines in concrete terms, the process of meaning making and
meaning decoding. He furthers that doing this calls for locating the text within their
immediate and wider situations, giving them some sociological and psychological
perspectives. The present study is an exercise in this direction. It focuses on how
language structure, particularly repetition and pun as literary tropes, interact to transmit
meanings that take cognizance of form and situation — that is, the formal properties of
text linked with the socio-cultural function. Summing it up, we can say that language is
sensitive to its situation of use.

From the foregoing, it can be seen clearly that text has become a powerful

condenser of unarticulated social thoughts or emotions. The text says more than it knows
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and generates meanings that go beyond, though may at times subvert, the purported
intentions of the work. Therefore, any linguistic formulation or literary text is intended
and expected to be explained, expanded and opened up so that the multiple meanings
enclosed and compressed within it are revealed. Barber (1991) still notes that not only
are literary texts made to be interpreted; they are also accompanied by well-developed
indigenous methods and techniques by which their interpretation is carried out.

Also, as Africans, our stylistic practice is being influenced by some extra-textual
linkages such as prevalent theories of religion, culture, society, gender, politics etc.
Therefore, this work does not adopt an analysis that involves devising a model of
language use which may be appropriate only for a narrow range of texts, rather a model
of language which offers flexibility and a wide range of applications is selected as it
affords us the opportunity of analyzing any required texts that are found useful for the
issues under study.

Since text in this work refers to texts encoded in phonic or graphic pattern, it is
important at this juncture to point out that the organization of such texts (phonic and
graphic) may at times indicate tropes, schemes and some extra-textual patterns which
make a text literary and contribute to its meaning. We shall also explore the pattern of
grammar, that is, the significant word building processes and the linear concatenation
(linking) of words in texts and expressions that are literary where and when necessary.
This, according to Ogum (2002), illuminates the morphological and syntactical nature of
texts and some stylistically significant tropes or schemes as well as extra-textual cues by
which we might access the quality of texts. In semantic domain, we determine the
stylistic value of lexical items in both separate and associative usage. We also portray the
meaning of items in various patterns through the functions they are textually assigned,

and the devices created by such patterning are noted.

3.2 Data collection and analytical model

This research examines two literary tropes, repetition and pun within the Yoruba
literary arsenal. The study is more of textual analysis of the repetition and pun aiming at
examining and comparing repetition and pun in Yorubd literary genres with a view to
interrogating their interplay, relationship and stylistic effects; and to see how they relate
and work with other allied tropes like parallelism, ideophones and onomatopoeia.
Therefore, this study is an exploration of the relationship between text and meaning

within the general domain of stylistics. Since one major way of integrating language and
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literature in Yoruba studies is to concentrate on stylistic and sociolinguistic of texts in
order to observe the linguistic, literary and socio-situational features in them, there is
need for recent researcher to concentrate more on data elicitation from different texts
across genres.

According to Elmusharaf (2012), data collection techniques allow us to
systematically collect information about our objects of study (people, objects,
phenomena) and about the settings in which they occur. In the collection of data we have
to be systematic. If data are collected haphazardly, it will be difficult to answer our
research questions in a conclusive way.

According to Hawe, et al (1990), the research following a qualitative approach is
exploratory and seeks to explain ‘how’ and ‘why’ a particular phenomenon, or
programme, operates as it does in a particular context. As such, qualitative research often
investigates

@) local knowledge and understanding of a given issue or programme;
(i)  people’s experiences, meanings and relationships; and
(iii))  social processes and contextual factors (e.g social norms and cultural
practices) that marginalise a group of people or impact a programme.
Qualitative data is non-numerical, covering texts and people’s written or spoken words
as the case is in the present research. (Leedy, 1974 and Gay, 1976).

The study hinges on observation method of primary data collection, which
according Elmusharaf (2012) is a technique that involves systematically selecting,
watching and recording behaviour and characteristics of living beings, objects or
phenomena. There are different types of observation, but the two major ones relevant to
qualitative research are Participant and Non-Participant Observation methods. Non-
participant exploratory observation method of primary data collection is favoured by this
research. It is exploratory because it is unstructured and the observation takes place in
the natural setting, in an uncontrolled observation. This method of data collection is
considered useful and appropriate because it does not allow subjective bias; neither do
the data affected by past behaviour or future intentions of the observed person. Also,
natural behaviour is guaranteed, ensuring the high degree of reliability rate.

On the other hand, written oral genres that are already available or generated by
someone else are also used. This is known as secondary source of data collection. The
source of secondary data in this research work are selected published books like

Abimbola’s Jjinle Ohun Enu Ifd 1&2, Qlatanji’s Ewi Adébdyo Faléti I, 1s0la’s Afaimo,
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Raji’s Ewi Awisé Yoruba:Aydjo, Adéléké’s Aso Igba, Faléti’s Basorun Gaa, and Isola’s
Fabu. These were purposively selected for being replete with repetition and pun, and to
represent the three literary genres. Before selecting the books, we considered the
reliability rate of the data contained, the authors’ experiences and popularity in writing
together with the acceptability of their works in the academic circle, the accuracy,
adequacy and suitability of the data in their works to the present study.

In line with the foregoing, this study therefore adopts a qualitative approach with
regards to data elicitation and analysis. Data were extracted from published books on
Yoruba oral genres such as ese¢ ifa, 0fg, alo, owe and oriki. Non-participant exploratory
observation method was also found useful as, unconsciously at the spur of moment, some
data on owe were collected from resource persons without any formal arrangement or
prior notification, and neither was there any pre-plan to even meet them. The data were
gathered as they were naturally rendered by elders of appreciable age that have first-hand
experience in the use of Owe, and have indepth knowledge and are expert regarding the
use of owe. This is referred to as primary or raw data because they are being collected at
the source. This type of information is obtained directly from first hand sources by
means of observations, during direct communication among respondents. They are not

subjected to any processing or manipulation. The data were qualitatively analysed.

3.3 Analytical model

The data in this study were subjected to content and linguistic analyses. In
analyzing the texts that form the data of this work, Morphological Doubling Theory
(MDT) and structuralism form the theoretical foundations. The researcher could have
chosen to limit this study to a particular literary genre but he believes there may be some
problems as a particular literary genre might not be able to generate enough quality and
dependable data for analysis. The study therefore spans across the three major literary
genres (poetry, prose and drama) to give the researcher enough opportunity of getting as

many reliable and appropriate data as possible for the study.
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3.4 Summary

This chapter on ‘Research Methodology’ has highlighted the methods adopted in
gathering data for this study. Data were drawn from Yoruba genres such as owe, 0f9, alo,
oriki and ese¢ ifa as well as written sources, including Abimbola’s fjinlé Ohun Enu Ifd
1&2, Faléti’s Basorun Gda, 1s01a’s Afaimo and Fabi, and Qlatanji’s Ewi Adébdyo Faléti.
All these were purposively selected for being replete with repetition and pun, and to
represent the three literary genres. Abimbola’s ljinle Ohun Enu If4, 1s0la’s Afaimo, and
Olatanji’s Ewi Adébdyo Faléti.represent the poetry which is undoubtedly the store-house
of literary tropes; Is0la’s Faba and Al Apagbé (folk narratives) represent the prose;
while Faléti’s Basorun Gaa represents drama. The data drawn from these sources were
subjected to content, linguistic and stylistic analyses. Data elicited through the above

mentioned means are presented for analysis in the fourth chapter of this study.
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CHAPTER FOUR
CONTENT, LINGUISTIC AND STYLISTIC ANALYSES OF REPETITION AND
PUN IN YORUBA LITERARY DISCOURSES

4.1 Introduction

This chapter deals with the analyses of repetition and pun in Yorubd literary
discourses. As earlier mentioned in this study, Morphological Doubling Theory MDT
and structuralist model form the basis of our analyses in this chapter. Morphological
Doubling Theory MDT serves to establish the formal linguistic and physical relationship
between repetition and other related tropes (pun inclusive), while structuralism serves to
account for intrinsic (semantic) qualities that characterize repetition and pun, with a view
to determining the level of interplay between them. Stylo-linguistic analysis is an
amalgam of style and linguistic analyses. The preoccupation of this chapter is the

analyses of our data based on the linguistic and stylistic theories adopted for the study.

4.2 Morpho-syntactic analysis of repetition, pun and allied tropes in Yoruba
literary genres

This is an exploration of the concept of repetition as encapsulated in the general
theoretical rubric called reduplication which serves primarily as a mnemonic and
aesthetic device in oral narratives. Reduplication is particularly prominent in narrative
performance and narrative performers everywhere are considered verbal artists, experts
in a number of rhetorical devices such as repetition, pun, parallelism, onomatopoeia,
simile, metaphor, personification, alliteration, consonance, assonance, idiophone,
euphemism, hyperbole, framing, code-switching or loanage, quoted speech, pauses, and
songs, which they employ strategically to enhance their performances.

In the ethno-poetics of Yoruba oral narratives and poetry, repetition and pun
devices often feature prominently, constituting some of the most important elements for
structuring the stories and other forms of oral performances. However, the stylistic uses
of repetition as a reduplication strategy in Yoruba literature are yet to be given much
scholarly attention. Olateju (1989) attempted a study of sound patterns in Yoruba poetic
discourse within the structuralist framework. The work really shows the relevance of
phonological patterns in the achievement of stylistic and aesthetic effects in Yoruba
poetic discourse. Indeed, the process of reduplication in various languages shares
minimally the repetition of a word or some part of the word; nevertheless, the formation

of reduplications varies greatly from language to language and often provides important
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clues to the phonological, morphological, or semantic structures of a particular language.
Thus, this study of reduplication has focused primarily on phonological, morpho-
syntactic and semantic processes. Such study is important and essential for a complete
linguistic description, especially with regards to poetry, hence our preoccupation with
repetition as a strategy of reduplication in achieving literariness in Yoruba poetry and in
generating other literary tropes.

As earlier discussed in the previous chapter, repetitions are of different kinds.
Going by Olatunji (1984) we have lexical repetition, lexico-strucural repetition and
semantic repetition. These lexico-structural and semantic repetitions are the ones referred
to as repetition of structure and sense by Babalola (1975). Qpéfeyitimi (2001) discusses
full lexico-structural and partial lexico-structural repetitions. This shows that repetition
takes place at phonological and morpho-syntactic levels. At phonological level, devices
like alliteration, assonance and consonance are treated under phonological stylistics to
expose the mechanisms of sound repetition. This is further expantiated later in this

chapter.

4.2.1 Phonological repetition in Yoruba poetic discourse

It is not only words, phrases or clauses that can be repeated in literary discourse
but sounds as well. Repetition of sounds does not belong to syntactic stylistic devices but
to phonetic and phonological stylistic devices. Repetition or reduplication of sounds is an
important poetic feature that is largely in form of alliteration and assonance. Artistic
deployment of alliteration and assonance appeals to our sense of hearing especially when
read aloud. Sounds are categorized into two in Yoruba language. There are vowel sounds
and there are consonant sounds. Vowel sounds are still classified into oral and nasal
vowel sounds. Either vowel or consonant, there is no sound that cannot be repeated for
artistic purpose. Below are the figures of sounds of different types. Each of the repeated

types has its literary term for identification.

4.2.2 Repetition of sounds in Yoruba poetic discourse

According to Balogun (1996:356), figures of sound are “sound devices used by
poets to reinforce meaning in poetry or to create auditory pleasure”. The scholar adds
that, these devices include alliteration, onomatopoeia, repetition, assonance, consonance,
rhyme and refrain. Artists are meticulous in the deployment of sounds in many of the

data collected for this study. These sounds are such that generate musical delights in
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readers and are suggestive of the subject matter of the texts in which they are used. Many
devices are used in generating musical quality in some of the Yoruba texts collected as
data. These include alliteration, assonance, consonance, pun and onomatopoeia as found
in Yoruba literature. Sounds also relate systematically with the subject matter, which the
poem evokes. Musical beauties in most Yoruba songs are achieved through repetitive use
of sounds at strategic points. Recurrence or dominance of consonant sounds in some
literary piece may be in consonance with the mood of the poem suggesting it as that of

firmness or seriousness.

4.2.2.1 Alliteration
Alliteration is the repeated occurrence of a consonant sound at the beginning of
several words in the same line. It is usually used as a form of figurative language.
Alliteration is often aimed at imparting a melodic effect to the utterance.
A Yoruba example is found in ese If4, Tka Méji ori kartin tin
Akawl nii paaro orun, éékan;

Kal¢ kaakaakaa
(Abimbola 2006:116)

It was a cotton spinner who changes spindles and knots
The person whose name is Kal¢ kdakaakaa

There is preponderance of voiceless velar sound /k/ in the text. Its occurrence with open
vowel /a/ to produce syllable ‘kd’ which pervades the text is a pointer to the Odu being
recited, which is Ika Méji. The two lines prepare ground for the enumeration that
follows. “¢ekan kale kaakaakaa” is imagery, appealing to our sense of sight (seeing the
numerous eekan spindles) which is the normal phenomenon in a cloth weaving or cotton
spinner’s apartment or shop. Also, in Otaa Méji:

Arébé ni baba;

Araba ni baba;

Eni a ba laba ni baba

(Abimbola 2006:129)

Araba is the father,
Kapok is the father
He who we found in the farm-shack is the father

The superfluous occurrence of bi-labial plosive sound /b/ marks the alliteration in this
text. Its patterning with the open vowel /a/ with diverse tones adds poetic beauty to the
text. So, the stylistic essence is phono-aesthetics, w hile the communicative value of the

text in entirety is to teach respect for elders, seniors and founders. The patterning of the
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text generates the device of pun. Variation of tones on the lexemes “Araba” and “baba”

achieves tonal counterpoints in the two lines.

4.2.2.2 Assonance
Assonance is repetition of vowel sounds to create internal rthyming within phrases or
sentences. Assonance, together with alliteration and consonance serves as one of the

building blocks of poetry. For example, in Ikd Méji ese Kerin

Ba a pd d dadkaa if one wants to cast Ikd

A dadkad one casts Ikd

Ba a pd a dadkaa if one does not want to cast Ikd

A dadkad one casts Tka

Oosadld maso aka dakad it was Oosadla who used dka cloth to cast Tka

Akdrdkdra ojau kangara Kangara’s face looks unsmooth

A dia fan Alayinrin oké Epé Ifa divination was performed for Alayinrin of
oke Ep¢

Nigba ti 1 je lagbatemo ayé when he was living among his enemies

(Abimb¢la 2006:115)

There is preponderance use of open vowel /a/ in the above text which resulted in
assonance. The stylistic essence is cohesion. There are both internal and end rhymes in
the text. The semantic import of the lines in the entire poem is that of victory, just as
death and other Ajoguns could not defeat Ika, so also death and other Ajoguns could not
defeat Aldyinrin even amidst his foes. Also in Adébayo Faléti’s poem entitled Ela Loro.
In lines 171-172, we have
Ati pé igi araba 16 salatiléyin igi ata it was kapok tree that supported the pepper plant
Kigi ata 6 t6 pa baba before the pepper plant could kill the father
(Olatinji 1982:27)
The recurrence of open vowel /a/ is an example of assonance. The stylistic essence is the
creation of both internal and end rhymes; it also ensures coherence while the semantic
relevance it that of clarification to disambiguate the erroneous or ambiguous notion that
pepper tree fell and killed somebody. Also there is repetition of igi, three times; and ata,
two times. The repetition ensures cohesion in the text. Since there has been prior
mentioning of ‘igi ata’ severally in the text, it disambiguates the ambiguity that the use
of pronoun might bring if it is written as:

Ati pé igi araba 16 satiléyin r¢, it is kapok tree that supported it
K6 t6 pa baba before it could kill the father

Again, in the following Yoruba proverb (owe):
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A fogbon ologbon sogbon ki i t¢ boro
He who draws from other people’s wisdom does not fail easily

Two vovel sounds are severally repeated in this text. They are the half open vowel /o/
and its nasal variant /3°/. They constititute the assonance in the above text and their used
for internal rhyming, as they occur within the same line, which also aids the internal
cohesion of the line. The communicative value of the text is that no man can claim to be
the repertoire of knowledge. Again, in the proverb (owe)

Ara ilé Ahun ko gbadun Ahun, Ahun gan an ko gbadun ara r¢

Miser’s relatives do not enjoy him or her; even he or she does not enjoy

himself or herself
There is superfluous recurrence of half close nasal sound /u/ on syntagmatic axis in the
above expression results in assonance. Also, it ensures the internal rthyming of the line
and performs cohesive function in the entire text. the communicative essence is that it
does not pat to be a miser

Also in Faléti’s Basorun Gaa, we have the following lines:

Awon eni ti 0 gbon, eni ti 6 monran those who are ignorant, those without insight
Nwon a ni kokoro tatoja 1ébe isuran  they say the insect stung yam tuber, it goes bad
Gaa tin pa Majeogbé Gaa has again killed Majeogbé

Kin ni M4jedgbé se? what has Méjedgbé done?

Tabi pé awon ijoyé tun pa Majedgbé  or that the Chiefs have again killed Majeogbé
Kin ni Majeogbé se? what has Majedgbé done?

Sugbon Gaa ko 16 pa Joye but it was not Gaa that killed a chief

Tjoye ko 16 pa Majeogbé it was not the Chiefs that killed Majeogbé
Majeogbeé 16 doldye to gbagbé it was Majeogbé who became a Chief and forgot
Pé énia ta ba fémo 10w ¢, eléyiini that the one whose daughter you marry, that one
Oun lana eni is your father in-law (Faléti 1976:4)

The preponderance of half-close front vowel /e/ marks the assonance in the text above.
The sound occurs in words like ‘Majéogbé’, “Tjoye’, ‘oloye’, and ‘gbaghbé’; and it is
auditory appealing. The stylistic essence of this device in the above text is the generation
of internal rhymes in some of the lines and end rhymes in lines three to nine. The entire
text portrays Gaa as an aged chief, who is well versed in history and orature. The way he
embellishes the speech makes it appealing to auditory faculty. So, it is captivating and

attention sustaining. This tradition was borrowed from European poetics.
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4.2.2.3 Consonance
It is the repetition of consonant sound within words or words stressed in the same
place (vowels may differ). It is also a kind of inverted alliteration in which final
consonants are repeated in nearby words. Let us consider the following Yoruba owe:
Omo arayé 16 sogha doghun

Igha ogbtin 0 so 16ko

It is people that make calabash a carrier

Calabash is not a container from its plant on farm
In the two lines above, there is superfluous use of voiced labio-velar plosive sound /gb/.
The repetition of this sound as the last consonant in the words where it occurs makes it a
good example of consonance. This is achievable through reoccurrence of the said
consonant at the same place with different vowels. Also in Oyékﬁ M¢ji ese kefa, we have

... 0 ni ohun 6 gba igha oké 10w won
Igha t6 gba igha oké¢ tan...
(Abimbola 2006:33)

...She said she would collect twenty thousand crowies

After collecting the twenty thousand crowies...
In the lines above, there is repetitious use of voiced labio-velar plosive sound /gb/ in
words like ‘gba’, ‘igha’ and ‘igha’ in quick sussesions. The lines exhibit internal rhyme
with the preponderance of voiced labio-velar plosive sound /gb/. The semantic essence is

that nothing happens without a cause.

4.2.3 Repetition of syllables in Yoruba poetic discourse
Repetition of syllables falls under phonological repetition like that of sounds.

This occurs when part of a lexeme (word) is reduplicated in a structure. This is what
Inkelas & Zoll (2005) calls phonological copying, because it is a phonological process
that duplicates features, segments (syllable), or metrical constituents in a word structure.
In this case, there is reduplication of segment called syllable In Odi M¢ji ese kejo, we
have

le'} sﬂgi siki siki niyi obinrin

A dia fEji Odi

Ti i sunkun ailobinrin...

Igba idi di méji

N4aa la dolomo

(Abimbola 2006:54)
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... Firmness of breast is the glory of a woman
We divine for Eji Odi

That was crying for lack of wife...

It is when buttocks become two

That we own children

Syllable ‘di’ in “‘Odi’ (name of the Odu being recited) is repeated in the last two lines in
the above text in the word ‘idi’ (buttocks, a noun), the verb ‘di’ and the verb phrase
‘dolomo’ whose deep structure is ‘di 9lomo’. Apart from the repeated syllable ‘di’ being
a pointer to the Odu Odi’s name. The expression “siki siki siki” is onomatopoeic
idiophone as it describes the firmness of an admirable breast of a woman. The choice of
the word ‘idi’ is euphemizing process. It is used to connote both male and female
genitalia meant for procreation. The semantic value of the expression is “It is when the
organs (of both male and female) come together to copulate that procreation can be
possible. The stylistic relevance of the syllabic repetition here is for generation of pun.
Another example of syllabic repetition is found in oriki Oniloko in Is0la’s poem entitled
iba, lines 58 — 62, we have:

Omo méta niyaa yin bi your mother gave birth to three chilgren
O bOlugbodn ti fi gbdn eeni lo niwaju oba  she gave birth to Olugbdn that clears the
dew in front of the oba

O bArésa Ajéjé ti n saléé bo 1éyin she gave birth to Ar¢sa that cleans the
ground from behind

Op4 10niloko fa 10w Opé is the one whose hand Onilokd held

Omo Asetan Ab¢moloriikuperegede the offspring of one who behead humans to

die completely
(Tsola 1978:2)
In the above text, lines two and three exhibit syllabic repetition. Line two repeats the
syllable ‘gbon’ that ends Olugbon, while line three repeats the syllable ‘sa’ that ends
Aresa. As such, the choice of the verbs ‘gbon’ and ‘sa’ as the corresponding verbs to the
subject nouns in the said lines generates pun which eventually enhances coherence in the
lines where they occur. Apart from this, they establish a kind of semantic tie with their
noun subjects. The semantic import of the text altogether is symbolic; it is a symbol of
praise, as the lines are adapted from oriki Onilok9, other intrinsic relevance is the
reiteration of certain historical antecedents in Oniloko’s lineage poem.
Also, in the following tongue twisters:

O pobo gbdbo bogbé

O firu obo bobo 1énu

Bo6 0 ba téte gbobo bogbé

Obo 6 gbé o bogbé (Islola 2010:106)
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He kills a monkey and hides it in the bush

He thrust the rope around the monkey’s waist in the monkey’s

mouth

If you don’t quickly hide the monkey in the bush,

The monkey will hide you in the bush
There is repetition of the syllable “bo” in the word “0bo” and the phrases “pobo, gbdbo,
bogbé and bobo” in the above text. It is important to note here that the surface structures
of these phrases are come by through the phonological process of elision and contraction.
the preponderance of the said syllable “bo” with variation of tone generates pun whose
interaction with the repeated items produces both internal and end rhymes that ensure
cohesion. The rhythmic patterning of the labio-velar voiceless sound /kp/, labio-velar
voiced sound /gb/, and bi-labial plosive sound /b/ together with their corresponding half-
open back and front vowels /o/ and /3/ respectively makes the pronunciation and the
rendition of the entire text difficult. Hardly can the text be rendered in quick succession
without tong-twisting. This kind of repetition is found among children and the essence is
to learn fluency or linguistic competence. The lines exhibit internal rhyme and end
rhyme. Thus we have the rhyming scheme of a, b, a, a, which adds rhythimic value to the

text. It can be rendered musically with beats accompaniment in highlife musical mode.

4.2.4 Lexical repetition
Here, we consider reduplication that involves lexical items rather than
phonological identities. Reduplication results when the morphology calls twice for a
constituent of a given semantic description, with possible phonological modification of
either or both the two constituents. This implies that a word may be repeated twice
within a sentence with phonological modification - mostly tonal variation in Yoruba
cases - on either or both of the constituents. The morphological elements that can be
reduplicated in Yoruba include the entire word or the roots in bi-morphemic or poly-
morphemic words. Let us consider the following expression from Faléti’s Adébimpé
Ojédokun, line seventy-nine.
O ni nitori pé ode ki i pa ode jayé
(Olatinji 1982:40)
He said a hunter does not kill his fellow (hunter) for survival
The word ‘ode’ is repeated in the line. The repetition would not have been necessary

because the line can be rendered as “O ni nitori pé ode ki i pa ara/egbé won jayé”. The

second appearance would have been substituted for with a pronoun to avoid tautology.
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The poet deliberately uses it for intensification of the fact expressed that members of the
same cult should not maltreat one another. This even re-affirms the Yoruba cultural belief
in taboo, that it is abomination for members of the same cult to cheat on one another. It is
even one of the don’ts in hunters’ cult.

Again in Faléti’s Sasoré, we have the following lines where lexical repetition manifests

Riri tE1éwif ri Sasoré the moment Eléwii saw Sasoré
O fere le wo il¢ ko gborun lo he fetl like entering the ground and die
LEléwii bd mh bebe oran Elewii started pleading

O n se Kabiyési! Qba Alé Qyun saying Kabiyési! The king of Alé Qyun
S’és(‘)ref’gbé_bé. 0ro tan 10 ba tan n sadara Séasoré accepted the plea and started praying
O ni kEIéwii bere si saamin he said that Eléwii should be saying amen
Eléwii nda wa n saamin, aamin, Eléwii was saying amen like male monkey
aamin bi ako ijimere

(Olatinji 1982:36)
The last line of the above text shows the repetition of the word “aamin” three times. This
is an example of lexical repetition. The repetition in quick sussession is a mark of being
under psychological durex. It is so because of the unbelievable scene he witnessed,
seeing himself under the authority of somebody who was formerly under his care, and
for no just cause he has condemned. Sasor¢ still repeated the same offence of prayer for
which Eléwii ordered his being thrown into river and commanded him to say amen to the
prayer. In trying to please and secure leniency from Sasor¢, he started saying “aamin”
uncounbtaly. This uncountable “aamin” is even meta-texted or alluded to the situation of
monkey in a folktale that concerned tortoise, monkey and tiger, where tortoise punished
monkey through tiger for not saying aamin” to his prayer. The tortoise lied to the tiger
that monkey used to produce sweet excreta, but it depends on how hard one can beat
him. To prove his words, he prepared sweet bean cake, soaked it in honey and gave tiger
as the monkey’s excreta. In a bid to get more, the tiger went to monkey and demanded
sweet excreta, which monkey could not produce and he was nearly beaten to death by
tiger before tortoise arrived at the scene to rescue him. When the tortoise repeated the
same prayer, the monkey started shouting “aamin” times without number. The same line
under consideration in the text showcases another device of simile. This simile is even
the clue to the fact that the poem is meta-texted to the tale. A juju musician, Ebenizer

Fabiyi Obey also alluded to this folktale in his song.

In ese ifa Irosun Méji ese kejo, we have:

Won ni kayé 6 ribo World was told to offer sacrifice
Ay¢ ko, ayé o rii... World refused, he did not offer sacrifice
O pawo lékeé he took his If4 priest for a liar
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Q pEsl‘J 16le he took Esu for a thief

O worun yan yan an yan he then looked scornfully towards heaven

Bi eni ti 0 nii kit m¢ layé like somebody who would never die

O wa koti ogboin s€bo he turned deaf ears to Ifa’s prescription of
sacrifice

Esu 16 di agbo Ese said, it is time, let us go to another person

Mo 16 di afakan the declaration was made

Okuuru opdn ona sun The ornamental bowl of sacrifice was already
on the move

Esu ni ta 16 ri the question followed: who performed sacrifice

Tani 0 ru Who did not offer

Won ni ayé ni O r The answer was: Ay¢ did not perform sacrifice,

Isekuse nikan 16 7. .. it is only Isekuse that performed

Ni Esu ba ni ki awon méjééji Esu said, both of them should engage in duel

fowo si ija...

(Abimbéla 2006:63)

The word “ru” is repeated in various places in the above expression. The reduplication
entails the entire word “r#i”” which contextually means “to offer sacrifice’. The repetition
is made severally to reveal the clients’ disposition to ifa’s instruction either positively
like “6 gbd rira ebo, 6 rii” as the case is with Isekuse, the result of which is joy and his
ability to subdue foes; or negatively like “6 pawo lekéé, 6 pési 161¢” as the case was
with Ayé, the result of which is regret and inability to overcome. The repetition achieves
both internal and end rhymes with the rhyming scheme a, b, b, b, b,b. in the text. the

communicative value is that of ‘obedience’. In Ikad Méji, we have

Ar6 Ika kii jaja Ar6 chief in k4 does not eat dog
Odofin ika kif jagbo Odofin chief in Ik does not eat ram
Ejemu ika kii joruko Ejemu chief in ik4 does not eat he-goat
Olori k4 o gbodo jori aja Leader in Ik4 does not eat dog head

(Abimbéla 2006:116)

The word k4 is repeated in each of the lines above. It is a lexical type of repetition. The
repetition is meant for intensification and emphasis, with reference to each Ika chief and
the taboo attached to each title. The word appears as qualifiers in all the lines in the text
with different head nouns as subjects and different nouns in objective cases. The
linguistic import of the repetition is that clarification which allows for the listing of the
titles with the taboo attached to them. Line one and two again exhibit tonal counterpoint
on the last word of each line. So, the word aja, which ends on high tone, counterpoints
with agbo that ends on low tone mark. Also in Faléti’s poem Qj¢ lldyéfun, lines 51-55:

we have:
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Won ba yara madi¢ opipi they quickly took an opipi fowl

Won yara madie 0sQoro they quickly took a fresh chicken

Won ti ydra tami ape quickly, they put water inside pot.

Won stré wonlubo kale gégére they quickly measure yam flower in
large quantity

Won gbé e sinu igba ni yaara okankan they put it inside calabash in a room

(Olatinji 1982:30)

Two lexical items are repeated in the above text. They are the third person plural pronoun
‘won’ which appears in all the lines; and the pre-verb ‘yara’ which appears in the first
three lines and is replaced with ‘saré’ in the fourth line. The repetitions of these words
play significant roles in the text. The repetition of “won” makes for unambiguous
enumeration of the actions performed by hosts in the poem, while the recurrence of
“yara” shows how the hosts in the poem are hastily preparing to cook food for their
guests. The items they are getting ready, together with the manner in which they are
rushing to get things ready shows how important the guests are. What a dramatic method
of description. Lines fifty-nine to sixty-one of the entire poem lend credence to this fact;

the lines read

“Baba omo, iya ati ara odede the father, the mother and the co-habitants
Ni won n ro kukukeke, were all moving helter skelter

Ki won l¢ téte gbounje falejo to to quicly prepare food for their visitors from
bodale” foreign land  (Qlatunji 1982:30)

The word “kukukeke” itself is an onomatopoeic ideophone used as adverb to paint a
mental picture of their state of impatience in getting food ready. The first two lines in the
text under consideration exhibit parallelism, having structural congruity and semantic
similarity. The words “Opipi” and “adi¢ 9so0r¢” are used as qualifiers to describe the
fowl to be killed for their guests, and the two words counterpoint tones with each other.
Not only these, there is use of archaism in the text. The word ‘Opipi’ refers to a kind of
fowl that can hardly be seen nowadays because they are no longer common. ‘Opipi’ is
recognized for its scanty feathers. The stylistic relevance of the text is description, while
the semantic import is that it popularizes the guests, telling us how important they are to
the host family — being their prospective in-laws. Another example is found in Qkanran

Mg¢ji, we have the following lines

Okanran kan nihiin one Okanran here

Okanran kan 10httn and one Okanran there

Okanran méji abidi jingbini two Qkanrans with many buttock

A dia fin Qya If4 divination was performed for Qya

Oya nsunkun omo relé Ir4, ... Qya was crying of children to Ifa’s place
(Abimbola 2006:87)
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The word Qkanran is repeated in the first three lines of the above text. It is the head word
that starts the first three lines. It belongs to nominal group with the qualifier ‘kan’ in the
first two lines and ‘méji in the third line. The phrases “nihiin and l6huun” are
prepositional phrases that are derived from the deep structure, “ni ihin” and “ni ohtn”
respectively. Okanran in line one and line two are referring to male and female. Line
three expresses the fact that when the two Qkanrans come together, they reproduce. Qya
and Sang6 are the two Okanrans both of whom are in need of children. In isolation,
neither of them could have a child. When Ifa divination was performed for them and they
complied with Ifa’s instruction by offering sacrifices, they joined together and born many
children. This is even inter-textual with Odi Méji ese kejo that says “Igba idi di méji naa
la dolomo”, meaning that it is when male and female copulate that children are begotten.
The text emphasizes the divine essence of the union between man and woman. It is even
a meta-text with the biblical injunctions in (Efesu ori karun Un, ¢se¢ kokanlélogbon)
“Nitori eyi li okunrin yoo se fi babad ati iyad re sile, oun yoo si darapo mo aya re, awon
his father and mother and shall be joined unto his wife, and they two shall become one

flesh”.

In Yoruba owe, we have:
Oro sunnukun, oju sunnukun la fi i wo 6
Bi ahon tatu ba soro, eti tatu la fi i gbo o

Serious issue is given serious attention
If a case is presented in a subtle manner, we hear it with subtle ears

The word ‘sunnukun’ and ‘tatu’ that are repeated in the first and second line respectively
are both qualifiers. The second appearance of each of them plays the significant role of
complementarities, balancing the expectation. They both prescribe or predict fair justice.
If the two words are replaced with their antonyms, ‘waduwadu’ and ‘gbigbéna’
respectively, the expected justice may be perverted and results in wrong adjudication. In
this sense, Stylistic repetition exploits how we communicate and how we seek positive
changes to our cognitive environment. If I want somebody to pay further attention to a
text in order to make import, I will repeat it again and again. By virtue of my repetition,
the person will pay attention to what I repeat, recovering a vague and nebulous
interpretation. Again, in Is0la’s Afaimo, under the poem entitled Atamg Atatamo I, we

have
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K’A4jaé ma jajao mo
Kolortko méji ma je ara won.
Ajao should not eat ajao

so that name sake does not eat each other
(Isola, 1978:69)

There is repetition of the word ‘Ajad’, with phonological modification (tonal variation)
which makes the derivative to have different meaning (names) from the base; Ajao is a
Yoruba personal name, while ‘ajad’ is a name of a bush animal like bat which can move
on the ground and still fly like a bird). The stylistic effect of pun generated in the above
example is humour. It is not abominable for Ajaé to eat ‘ajad’ but the poet utilizes the
homophonic nature of the two names to generate pun and create an atmosphere of
humour. So, the reduplication of ‘Ajad’ with phonological modification (tonal variation)
is for phono-aesthetic intention. The semantic import is to keep good relationship or

friendship.

4.2.4.1 Repetition of lexemes and phrases for tonemic aura

This consists of a variation of tone on the same lexical item that is being
reduplicated without a corresponding change of meaning. For example, in the following
lines:

Bi éniyan ba na babalawo t6 gbona yanranyanran 16tu Ife

Ohun buruki a maa ja lohun buriki

Ohun buruku a si ja lohun buriku

(Abimbola, 2006:32)

If someone beats a versed herbalist in If¢

Bad things will be falling on bad things.

Bad things will continue falling on bad things.
In lines two and three above, the words “buriku” and “buruku” are morphologically
doubled respectively. The two lines are parallel, exhibiting structural balance, lexical
matching and tonal counterpoint. The words “buritku” and “burtku” counterpoint on mid
and high tone versus low tone (MHH) vs (LLL) and the structures are the same. The
existent form “buruku” (bad) gives the deviant form “buruki” meaning (also bad) which
in the context is also acceptable meaning but with explanation. Outside the context of
this tonal word play, the word buruku itself has no conventional acceptance in Standard
Yoruba language, but its usage in this literary arena has bestowed meaning on it.

Awobuluyi (1978) propounds a tone law which stipulates that at times the deviation of

tones can imply some impressions. The high tone according to him tends to suggest
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smallness of size or weight while low tone does suggest bigness of size or weight. If one
considers the fact that low tone sometimes connotes or is associated with heaviness or
bigness - as in the adverbials gbangba, gagara, banba- therefore, one can say “buruku”
connotes something worse than “buraka”. The foregoing notwithstanding, the
manipulated forms here have both poetic and semantic values. It exhibits repetition with
tonal variation which generates pun. The semantic or communicative value is that of
warning, as the lines serve to be the outcome of the conditional statement that preceeds
them.
Also in alg apamg, there is this saying:
Akuko baba mi kan /déldé

Akuko baba mi kan laélaée

One ancient cock of my father
One ancient cock of my father

The two lines are structurally repeated with tonal deviation to generate pun. The word
laélaé and laelae are morphologically doubled from the deep structure “ni ayé”. The
deep structure undergoes some phonological processes before becoming what we see in
the surface structure. The vowel ‘i’ in the preposition ‘ni’ is deleted to have ‘nayé’ which
is non-existent. Through substitution of allophone of the same phoneme, (/ and n), the
non-existent ‘ndayé now becomes ‘/dyé’. Again, consonant ‘y’ is deleted to arrive at ‘1aé’
which is further reduplicated and contracted to have 14élaé that appears in the surface
structure. La¢laé is further repeated with tonal deviation to get /aelae (the defiant lexeme
meant for tonemic foregrounding). The stylistic intention is to generate auditory pleasure
through tonal counterpoints that arises between the existent form /déldé and the deviant
form [aélae, both of which counterpoint on high tone versus low tone (HHHH) vs
(LLLL). The repetition and pun here exhibit phono-aesthetics that adds beauty to the text
and makes it auditory appealing. The word ldéldé exist in Yoruba language with the
meaning (ancient time), while /aélaé does not have conventional meaning other than the
one bestowed on it by the existent /aélaé. So, the meaning that /aélae has in this text is
supplied by /aélaé that has semantic relevance in the Standard Yoruba language. If laélaé
can be remembered, /aelae on the other hand can not be remembered. So, it has an
expanded meaning. It is therefore used to mark the higher degree of remoteness. The
deviant form here may have no conventional acceptance in everyday language use but

still it connotes certain degree of meaning and added some values to the text. The socio-
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cultural relevance of the text entirely is stage setting or mind preparation for Yoruba
riddles.
Also in Faléti’s Eda Ko Ldropin we have the following lines that exhibit tonal

foregrounding in line ten of the entire poem:

Iyd kan iya kan ti th be alua Ajasé

Ni 1aélaé ki won 6 t6 birtu wa.

There lived a woman in Ajasé

Far remoted than when the likes of us were born

(Olatunji 1982:6)

In line one above, we have a case of tonal deviation the noun phrase “iya kan” is
understandable in Yorub4 language, while the deviant form “iya kan” has various
connotations like ‘iya’ (suffering); and “iya-mi” (special mothers whose connotation is
‘aje” witches). The meaning attached to it in the above text depends on the acceptable
form “Iyd kan” which is generic, that is, it refers to any one out of many mothers. But the
deviant form “iya kan” refers to a definite mother among many. The poet uses it to set
stage or introduce the story he intends to tell. This is similar with the introduction in alg
Apam5 where we have “Akuko baba mi kan 14é14é, Akuko baba mi kan 1a¢laé...” where
laélae is the deviant form of /délaé. The stylistic essence of tonemic foregrounding here
is phono-aesthetics and mark of specificity of a particular mother. Again, “Jyd kan” can
refer to the deceased in the poem while “iya kan” may be symbolic of the suffering and
shame that the deceased children would have suffered during their mother’s death, for
not buoyant enough to give their mother a befitting burial. Also in Faléti’s Qjg lldyefun,
line nine of the poem showcases tonal deviation in:

Nigba kan igha kan

Once upon a time
The repetition of noun phrase “igba kan” is meant for tonemic foregrounding. The first
phrase “igba kan” is the acceptable form in Yoruba language, while the foregrounded one
“igba kan” is dialectal (Ijésa). The tonal deviation here has some semantic implication in
the text. “Igba kan” is generic, but “igba kan” refers to a particular epoch. Or if
Awobuluyi’s tone law is applied, one can say that if “igba kan” is one hundred years ago,
“igba kan” should be far more remote than that.

It is important to note here that this form of tonal deviation has extended to from

its domain of literature, where it is frequently used, to our day-t-day conversational

discourse. It is not uncommon to hear expressions like:
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Request: Jowo ya mi ni iwé re Please, lend me your book
Answer: “Iwé koo, iwé nii”’ Book? No book at all
Request: Dakun fin mi ni owo6 di¢  Please, give me some money

’

Answer: “Owd koo, owo nii’ Money? No money at all

Request: Se 0 6 ba mi g s6ko? Will you follow me to farm?

Answer: “Oko koo, oko nii” Farm? I am not going to farm at all.
All these underlined deviant forms, according to Qlatéju, can be interpreted as marks of
refusal and insult to the person(s) making request of the objects in the examples above.
The refusal is expressed in the first part or segment of the expressions in the answers by
the negator “k00” (no) in its emphatic form, while the insults lie in the second segment
that contains the deviant words with low tones and the tone of emphasis marked by “nii”
also in its emphatic form. It is a teasing way of saying “why not asking for something
greater or more important than what you requested?” Deviant expressions of this kind

according to OQlat¢ju have become a veritable way of turning down requests with

rudeness and impunity among the Yoruba language users nowadays.

4.2.4.2 Repetition of lexemes/phrases for tonemic aura
Reduplication here consists of two lexical items, each with a distinct meaning.

The lexical items are contrasted by tone. There is similarity in the phonological shape of
the lexical items being matched. For example:

Ohun ti a n wa lo si Sokoto ti a ba 1apo sokoto

Something we were going to Sokoto to look for and found in the pocket of

the trousers.
The item “sokoto” is repeated with varying tones that are phonologically pertinent to the
two words derived. The stylistic essence of this reduplication is the achievement of
lexical word play for stylistic effect. There is a play on the contrast between Sokoto-a
city in Northern Nigeria-and sokoto trousers. This is an example of two lexical items that
differ both in tone and meaning (though the tone marks change the meaning). The low
tones on the word “sokoto” trousers should not be seen as deviation from the high tones
in Sokoto (a city in Northern Nigeria). The tones are phonologically pertinent to the two
words (Sokotd and sokoto); unlike “buruktt’” and “buruku” where the deviant one is,
though functional but unconventional lexeme in the day-to-day language use, inataed of

being acceptable, the word “buruja is favoured. The essence of the lexical word play is
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in the similarity in the phonological shape of the lexical items Sokoto and sokoto that are

being matched.

Also, in Faléti’s Sdsore, lines one hundred and fourteen to one hundred and

sixteen of the poem manifest this functional tonal deviation. We have:

Layé won ba n dogba ni Refarefa
Loroo won ba f rorun ni Refurefu
Nigba tElewii ti sefé Irinmole 160ke orun

life became enjoyable for the in Ré¢furéfu
things becase easy for them
after Eléwii had satisfied the God of

heaven

The variation of tones marks on ‘Réfuréfi’ and ‘Refurefu’” exhibits tonal counterpoint.
The variation here may not be seen as non-functional because even if ‘Refurefu’ is the
setting of the poem and ‘Refurefu’ looks like the deviant of Réfuréfu, its use in the
context is still significant because it describes the rate and manner at which things are
changing for better in “Réfuréfa’ after offering the prescribed sacrifice. So, ‘Refurefu’ is
an adverb of manner, apart from the phono-aesthetic function it performs stylistically,
the semantic import is merriment. Again, the first two lines in the above are parallel to
each other. They are structurally and semantically balanced with lexical matching of near
synonys and tonal counterpoints. Within the above context, the phrases “Lay¢” (ni aye)
and “Lor¢” (ni QrQ) are near synonyms and they counterpoint tonally with each other. So
also, ‘dogba’ and ‘rorun’ are near synonyms that are semantically related, and they
counterpoint with each other like the previous set above.

It is worthy of being noted here that Awobuluyi (2016) pointed various
reduplication strategies in the Yoruba norminalisation processes and in generation of
noun phrases in Yoruba syntax. He noted that

1. anoun can be reduplicated whereby the first noun would re-occur in its agentive
forming variance. That is,
NI + (agent morpheme ‘oni’) + NI = New derivative (noun)

Examples: omo + oni +omo = omo 0lomo

Eja + oni teja = gjaelgja
2. nouns can be generated through reduplication of verb phrases whether in
transitive form or in an intransitive form. In transitive form we can have:
Examples: (a) Mo roko roko, mo dabi oko
Mo ye¢na yena, mo dabi ona

I cultivated farms, I resemble a farm
I cleared roads, I became like road
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In the above examples (a), the transitive verb phrases “ro oko” and “ye ona” are
reduplicated in the two lines respectively. The observation here is that there are full
reduplications of the verb phrases concerned. The resultant effect is that of reiteration
and intensification, as the reiterata is not merged with the initial phrase to change the
syntactic class of the derivative to a noun.
In intransitive verb phrases, we can have the following examples:

(b) O ké kéé ké, ko si eni ti 6 d4 a 16hun

O sun sun-un sun, 0ji r¢ wa

He shouted for long time but nobody answered

He cried so much that his eye-ball got swollen
In the examples (b), one discovers that instead of reduplicating the concerned verb just
once to make the derivative appear in two-fold like those in (b), the verb is reduplicated
twice and the derivatives appeared in three-fold with elongation of vowel in the middle
one.

This study would not view the (2b) of Awobuluyi’s examples as norminalisation
process as he claimed. Rather, it would be seen as a strategy for rendering an
independent clause into a surbordinate or dependent clause, though not through the use
of subordinating conjunctions like ‘pé, ki, ti and bi. As in:

‘O ké’, to become “pé 6 ke”
¢ O sun’, to become “pé 6 sin”
For instance, “O ké” is a complete sentence, following SV(O) rule of sentence formation.
The object is optional as the sign ‘O’ is put in parenthesis. If one now says “O ké kéé
ké”, his audience would be expecting the concluding part as the clause cannot be taken as
being complete. To make such construction a complete sentence, there is need for
another independent clause as evident from the following examples

O ké kéé ke, enikéni ko ddhiin.

O sun sun-un sun, ojii & wii.
The parts in italics in the above two lines are the principal or independent clauses that
make the two complex sentences to be complete. So, to this present study, the idea of
Awobuluyi’s reduplication in triplicates with elongation of the vowel in the middle one is
better taken as another means of generating subordinate clauses in complex sentences.
This is because the process renders sentences with intransitive verbs to become

dependent or subordinate clauses. The same accounts for “O sun sun-un sun”
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One significant and relevant aspect of Awobuluyi’s study of reduplication here to this
present study is that the derivations in (2a) of his examples which contextually connote
‘doing something continuously for long time’ may change and have new meanings that
would connote ‘one who engages in the event (as a profession) hence, we have the
professions like roko roko, yena yena, wogboé wogho, jedi jedi, regi regi, dana dana
among others, which normally occur in Yoruba literary genres.

Tonemic forgrounding is more than variation of tones or tonal deviation on
lexical or phrasal items alone. It is discovered that tonal dexterity can be displayed at
sentence level. This is well demonstrated below in Is01a’s poem entitled Atamé Atatamo

II

L9jo pip¢ kalayé o to dayé, long ago in the yester-years
Baba omo a tiraka womo: father labored to bring up his children
Ailéséto taara niwa agbaaya. Lack of planning is behaviour of irresponsibility
Bis¢ ba 16ja kalé 6 t60 I¢, if one succeeds before old age
5. Enirere a fi gbogbo ara sinmi: a good person would rest peacefully
frortin igbeyin lere atétejiya. Old-age rest is the reward of early struggling
Bonilé ba ku, ko to6 kolé tan, if a landlord died before completing his building
Gbogbo omore a fariwo bonu: all good child cries in mourning
Ofo igbeyin nibéru pataki. Old-age loss in the most important fear
10. Ka 16w6 10wo, ka tun kolé molé, if we are rich and wealthy
A le fomoyo, oore baba ni: we can enjoy, it is God’s blessing
Isowo jére ko s¢yin Edumare. Success at work, God is in the know.
Bin ba mo, towo ba tin mo, if one is clean-hearted
A le sun oorun gidi, a le yan fanda: one can sleep well and move confidently
15. Ailésun atiberu 1ere odale. Sleeplessness and fear is the reward of traitor
Balapa kannda ba fé¢ jo, if a proud person wants to dance,
Gbogbo aso a ta ka kaa ka: he spreads his cloth
Ewu géreje, tagba oje. Flowing garment are for the elders
Béyin ba fé¢ ka, ka kuka jé ko ka if tooth wants to wither, allow it to wither
20. Akokoro enu, a senu gbaguda: mouth disease disfigures mouth shape
Sofo erigi, fedo jamala. Loose teeth ridge and swallow food
Layé nibi, ka tan wi ka gbo, here in this world, let us say it again
Gbogbo apepe, ohun yepere ni:  much ado is all about nothing
25. Iféle logba lére igbéyin. Peaceful living is the end reward

(Isola 1978:71)
In the poem above, s0la artistically patterned the entire poem in triplets with each line
exhibiting a single tone mark without being diluted with any other tones. In every triplet,
the first line contains words with high tone, the second line contains words with mid
tone, while the third line showcases words with low tone. This is a unique artisory in
Yoruba poetry. Apart from the tonal sequence achieved, the poem again exhibits high
degree of rhythmic pattern which is achiaveable through rhythmic units of phrases,

clauses and sentences. Each line contains two rhythmic units which are delineated by
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comma and colon. Each triplet makes a sense and the sense is driven home at the third
line of each triplet. The arrangement of tones is sequential as there is regular movement

from high tone to mid tone and from mid tone to low tone.

4.2.5 Lexico-structural repetition and parallelism

Here, it is observed that the patterns of reduplication are in two folds. First, we
have reduplication of structures like phrases, clauses and sentences (the entire structure).
Secondly, we have reduplications where different lexical items that fall within the same
gramatical slot or class are used. At times, a single idea is restated or reaffirmed in a

variety of ways for equal semantic value; as itemized below:

4.2.5.1 Phrasal/Clausal Repetition:- By this, we mean the repetition of structures,
phrase or clause, whose lexical items fall within the same grammatical slot or class. The
following examples explain this better. In Faléti’s poem entitled Sasoré, lines twelve to

sixteen of the poem states that:

i1a kan wa ti n jé Réfaréfa there was a town called Réfareft

Oba kan wa je nibe, 6 n j¢é Eléwii  a king was installed there called El¢wii

O jé tan, ayé ko r6jti mo he became king, life became unbearable

0] jé tan, ila o toro he became king, the town became unsettled

O jé tan, won fi sigun sira won he became king, they were waging war against

one another
(Olatunji 1982:32)
There is repetition of clause “6 je tan” in the initial position of the last three lines in the
above text. The essence of the repetition is to afford the poet the opportunity to itemize
the sad occurrences at the installation of El¢wii as the king of Réfaréfu. The stylistic
relevance of the clausal repetition here includes listing or itemizing and the tonal
counterpoints achieved in the last words of the last three lines where ‘r6ju mg’, ‘tord’ and
‘sira won’ end in different tone marks — high tone, low tone, and mid-tone respectively.
The semantic import is that the installation of El¢wii ushers in bad luck for the entire

kingdom of Réfuréfu. Also in Oriki Qranmila, as recorded in Abimbola (1975:62-64)

Ifd ka relé o Ifa, come along to your home

Omo Enire offspring of Enire

Omo Enire offspring of Enire

Omo enikan saka bi agbon  offspring of they who who strike suddenly like sharp
object

Ifd ka relé o Ifa, come along to your home

Ewi nlé Ado Ewi in the city of Ado

O0sa n Deta Oodsa in the city of D¢ta

Erinmi 16de Owo Erinmi in the city of Qwo
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Ifd ka relé o Ifa, come along to your home

Mapo Eléré Mapd in the city of Eléré

Moba Otin Moba in the city of Qtin

Mapé El¢jela Mapé in the city of El¢jelu
Gbolajokod omo Okinkin Gbolajokod, offspring of tusks
Tii mérin fon That make the elephant trumpet
Ifd ka relé o Ifa, come along to your home

(Abimbola 1975:62-64)

In the above oriki, there is repetition of the clause “Ifa, come along to your home”. the
essence of this repetition is to reiterate the desires Qrunmila’s children that their father
should come along with them back to his home after he abdicated the throne when his
youngest son Qlowo defy his authority. A request that was never met, rather, Qrinmila
gave them sixteen sacred palmnuts of Ifa divination. He told them that whatever they
need in life, they should consult the sacred nuts. The role of oriki is also worthy of
mentioning here. It was used to pacify and console Qranmila to calm down and listen
their request. Still, as they were chanting Qranmila’s praise poem, they did not forget to
repeat their desire at intervals.

Again, in Faléti’s Ighéyawé kan ni Ileto wa, lines ninety-two to ninety-five have
the followin repetition of phrase

Jij6 ni gbogbo won n ba gége Akandé jo all of them were just dancing with

Akandé
Ti won n sape, ti won 1 gberin they were clapping, they were singing
Tt won m bAkandé yi ika ortn koikoi they were turning their neck with
Akandé
Bi pépéye saniyan ara won like ducks playing together in a group

(Olattnji 1982:51)

In the above lines, the structure “ti won n” is repeated in lines two and three for three
times. The repetition paves way for the vivid description of the extent of merriment at
Akandé’s wedding party. The last line which complements the third line above manifests
another device, which is simile. The essence of this simile is to create imagery or mental
picture of the scene where people are dancing with Akandé. The stylistic relevance of the
structural repetition in the text is for listing of the events or actions of people that dance
with Akandé, while the stylistic essence of the simile is the creation of humourous
imagery. Also in Faléti’s Sasoré, lines ninety-seven to ninrty-eight of the poem says
Leyin ti 6 we, ti 6 kun, ¢ 6 sun, # 6 ji,

Oba ni ki & fun un ni ohun gbogbo
(Olatanji 1982:34)
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The two lines above combine to form a multiple complex semtence with four beta and
one alpha (four beta stands for the four dependent clauses in line one while alpha stands
for the independent clause in line two above). The clauses are arranged chronologically
[we (bath), kun (rub pomade), sun (sleep) and ji (wake up)] to show the actions
performed by Sasoré. The second line completes the thoughts highlighted in the previous
line. In each of the dependent clauses, there is repetition of phrase containing the
subordinating conjunction ‘ti’ and the third person personal pronoun ‘6’. The phrase “#
0” is therefore repeated several times in the text. This repetition allows the poet the
opportunity to list or itemize the action performed by Sasor¢ in chronological order
without getting mixed up. The stylistic relevance of the repetition is coherence and it
showcases the comfort accorded to the character in question; it also clarifies senses and
thoughts in the text to avoid ambiguity. In lines thirty-three to thirty-five of the entire
poem (Sdsore), we have

:Igbé ti won gbopele janle

Igba ti won bifa nihun ti i se won gbogbo

If4 rihun ti m bawon ja bi arun (Olatinji 1982:32)
In the text above, there is repetition of the structure “igba ti won” in the first two lines
above. The repetition is not even needed there as the two lines can be merged together
using equi-NP-Delition rule (0fin ay¢da) to arrive at “igba ti won gbopele janle, won bifa
nihun ti n se won gbogbo”. The poet uses the repetition to be able to enumerate some of
the processes involved in Ifa divination which include “gbdpe¢le jonle” and “béére 10wd
Ifa”. Another stylistic device noticed in the text above is the violation of phrasal rule. In
Yoruba language, the qualifier comes after the noun it qualifies, but the rule was violated
in “ti won bifa nihun ti i se won gbogbo”, which in ordinary discourse would have been
“ti won bifa ni ohun gbogbo ti n se won”. One important thing to note here is that there is
shift of emphasis from the problems to the people. The problems that need urgent
attention deserve emphasis more than the people; but the poet chose to use it that way to
make it sound poetic, which is allowed in literature because of the poetic license that
artists have. Especially, having being aware of the fact that the audience would
understand what he really means through shared knowledge. The linguistic essence of
the repetition is for enumeration while the stylistic import is deviation, which is one of
the styles in stylistics. The semantic import is the revelation of the step taken to avert the

danger in the land of R¢furéfu
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4.2.5.2 Parallelism: A repetition subset

Parallelism is a rhetorical device in which a structural pattern is repeated. The
principle involved in parallelism is that it is a form of repetition in which a single idea is
restated or reaffirmed in a variety of ways. This shows that a line or sentence may not be
repeated but restated with different sentences of equal semantic value. What matters
when we say that two linguistic structures are parallel is that they share a common
structural frame, and that within this frame, some elements differ in form but play the
same grammatic role(s). Let us consider the following lines:

A téfa sinringindin, a 0 réonda

A pajuba beere, a 0 ronko.

(Abimbola, 2006:25)

Divination materials are set but no diviner

Great deal of forest is cultivated but no heaps maker
These lines could be seen as “semantic couplet”, they are parallel to each other, the
wordings are different but they are of the same semantic value. What the two lines
connote is that a vacuum is still not yet filled despite the people’s anxiety. They can
otherwise be seen as semantic repetition. The semantic relationship between the two
lines in this couplet could be seen in synonymous relationship to each other. The text
shows that the two lines reinforce each other by having the same connotative meaning;
secondly it generates another figure of speech that is tone-based, that is, tonal
counterpoint; and finally, a kind of metaphorical relationship is created.

Also repetition can also direct the attention of readers to search for contrastive

meaning links between the parallel parts of the varied lexical items as in

Bomodé ba subu, a wo iwaja if a child fall, he looks forward
Bagbalagba ba subu, a wo ¢yin if an adult fall, he looks
backward

where “omodé¢” pairs with “agbalagba”; and “iwaju” pairs with “eyin”. Each of the two
pairs is in antonymous relation, i.e. contrastive meaning. The connotative meaning of
this parallel lines is that “omodé” (youth) in the period of turbulence is full of hope
because of the years ahead; while “agbalagba” (elder) already full of age, in the time of
tempest only reminiscence or reflect on his past because he or she has already spent the
larger part of his or her lifetime. He or she has unknown limited time and little or no
strength to resist or overcome tempest. Summarily, youth looks forward to make history
while elder looks backward to tell stories. It is again observed here that the pairs of

parallels enter into antonymous relationship. Then, we look for contrastive links between
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the parallel parts. This really justifies the fact that embellishment in literary language
gives rise to metaphorical or non-literal interpretation.

Another example is found in Okanran Méji ese kefa, where we have

Eésun awo igho Eésun the diviner of forest

Erawa, awo odan Erawa the diviner of glade (savannah)

A dia fin Jingbini Ifa divination was performed for Jingbini
Tin lo 16¢ fowdo béso that was going to touch fruits

(Abimbola 2006:87)

The first two lines are parallel, they are structurally congruent. The exhibit lexical matching as
each word in line one belong to the same grammatical class with each word in line two. Eéstin
and Eruwa belong to the same grammatical class of noun in subjective cases; ‘awo igh6’ and
‘awo ¢dan’ are noun phrases in objective cases. The word ‘awo’ is qualified with ‘igh6’ and
‘odan’ in lines one and two respectively. The two lines disobeyed the rule of sentence formation
in Yoruba . In a meaningful and acceptable sentence, there should be subject and verb which are
compulsory. It is only the object that is optional. If a verb is used transitively, there would be an
object; otherwise, it would not have an object. Verb supplies the meaning in a sentence and it is
mandatory and not optional. There is no verbal element in the two lines considered in this
analysis. There is omission of verb ‘ni’ (is). Their deep structure and acceptable form may be

Eéstn ni/jé awo igho Eésun is the diviner of forest
Eruwa ni/j¢ awo ¢dan Eruwa is the diviner of glade (savannah)

The syntactic deviation in the text is only acceptable in poetic discourse due to the poetic license
a literary artist has, but not in ordinary discourse as the violation can hamper intelligibility.
Beside these, the lines exhibit tonemic aura as tones counterpoint for phono-aesthetic beauty.
“Eéstin’ (which ends in high tone) counterpoints with ‘Eriwa’ (that ends in low tone); so also
‘igh¢’ (high tone) counterpoints with ‘0dan’ (low tone) the stylistic relevance of this is aesthetics.

In lines forty-four to forty-six of Faléti’s Sasore we have:

To6 talaka bi aguntan he is poor as a sheep
T6 raagd bi itéledi he suffered like cooking pot protector
Téju ti pon tayo siso he suffered beyond words

(Olatinji 1982:33)

The first two lines are structurally and semantically congruent both on syntagmatic and
paradigmatic axes. Each of the two lines is a simile, comparing the level of the
character’s (Sasor¢’s) poverty. The first line compares Sasoré’s situation with a sheep
that is always dirty, especially aguntan paura (a local type of sheep). This justifies the
common Yoruba proverb that says “Aguntan o paso &sin da (sheep does not change last

year’s outfit). The second line compares his situation with it¢ledi (the rag used to dress
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the bottom of cooking pot protector container), which is a torn rag with perforations.
This connotes that Sasoré is so poor that he does not have two wears; he only appears in
rag always. The two lines are semantically related with the co-occurrence of near
synonymous lexemes like “talaka” and “raag6”, which are cognate of each other,
appearing within the same syntactic class of verb. So also “aguntan” and “it¢ledi” used
for comparison are nouns. Despite the fact that the two words are lexically unrelated,
their use in this context has cultural connotations that ascribed similar meanings on them.
As Aguntan is dirty, so also itél¢di is dirty and tattered. Also in Akinwumi Is9la’s Iba,
we have

Iba lerin ja t6 fi doré Ola-gbo

Iba naa lefon ju t6 fi daayo Olu-odan

Osupa juba foorun

O fimole bora bi aso

(Isola 1978:2)

Elephant paid homage and he became the friend of forest king

Buffalo paid homage and he became the friend of savanah king

Moon paid homage to the sun

It is wrapped with light like cloth
Lines one and two in the above text are parallel to each other, with structural congruity
and lexical matching. Some words are specially chosen by the poet for certain stylistic
effects. “erin and ¢fon”; “or¢ and aayo”; and finally “Olu-gbd and Olu-odan” are
specially chosen from the axis of selection and woven on the axis of combination to
achieve stylistic effect of lexical matching and tonal counterpoints. These words in each
set above are near synonyms, apart from belonging to the same syntactic group, they also
fall within the same semantic range. The words “erin and e¢fon” are big forest animals;
“or¢ and aayo” means friends; and finally “Oli-gb6 and Olu-odan” are kings of the
forest. The tones on the words in each of these sets counterpoint with each other. For
instance, considering the final syllable alone, “erin and ¢fon” counterpoint on mid tone
versus low tone; “or¢ and aayo” counterpoint on high tone versus low lone; while “Ola-
gb6 and Olu-odan” counterpoint on high tone versus low tone. The semantic import of
these lines is that ‘it pays to pay homage to all those who deserve it, because it yields
dividends. This dividend is what line three and four above express. Osupd (moon) pays
homage to Oorun (sun) and the latter shares its illuminant with the former in its

darkness. Altogether, the lines emphasize homage payment.
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Babalola (1975) also identified structural and sense parallelisms and then
amplified their roles in the achievement of rhythm in Yoruba poetry. Let us consider the
following lines in Faleti’s poem entitled Edd ko Ldropin:

Nwon yan gugtra, won kunlé
Won ponmi ta, won digbése
Won sowo titi, ko 1éré
Nwon fow6 sis€, owd run
(Olathanji, 1982:6)

They fried poocorn the house got burnt
They traded water, they incurred debt

They ventured into various business, no gain
They invested money, the money perished

The lines above are parallel both in structure and in senses as noted by Babalola. What
Babalola refers to here is the same thing as parallel statements with similar structure and
semantic congruity. The four lines are structurally and semantically balanced. The first
two lines are parallel to each other; they have structural congruity with lexical matching
and tonal counterpoints. The phrase “yan guguru” falls within the same grammatical slot
with “ponmi ta” in the class of verb phrase, and they counterpoint with each other. “Yan
gugurtt” ends with high tone, while “ponmi ta” ends with low tone; in the same vein
“kunlé” counterpoints with “di gbesé”, the two phrases also fall within the same
grammatical class of verb phrase. The remaining two lines also fall within the same
semantic range with the previous two parallel lines. They play complementary role with
the previous lines. All together, they express the extent of the effort made by the eight
children in the poem to succeed in life, and how their trials amounted to nothing and
could not shed off their poverty. By this, the children’s hardship could not be taken
against them for being lazy. It is the nature that has not been fair to them. The stylistic
relevance of the repetition is reiteration and intensification of the same idea, while the
semantic import of the lines is ‘nothingness’, that is, the high degree of poverty that the
characters in the poem are battling with despite all their attempts and efforts to succeed.
The first two parallel lines sound hyperbolic in that one would wonder how someone
traded water that does not require any capital and still incure debt. Afterall, there is no
cost price. The expression cannot be totally faulted because whether the trade flourished
or not, the trader must live. In trying to meet an end’s meet, he or she may have to
borrow and incure debt. The last two lines seem to clarify the first two lines. They
literally explain the connotations embedded in the first two lines. Another example is

found in the excerpt below
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Afeéfé nii gba eruku 1alaala it is light wind that blows dust

Eftufi nii mi ewé agbon jiajia heavy wind is required to shake coco-nut leaves
Moriwo ope 0 wi flin raa won téle new palmfronds did not tell one another before
ti won fif yo emerging

5 A dia fin Aritala a "F¢ Ifa divination was performed for Aritala of Ife
Woén ni bi itGu r¢ ba sonu they said if he lost his magical power,
K6 md wa a. he should not look for it

(Abimbola 2006:88)

As a structure wherein naturally equivalent forms occur in equivalent position, the above
lines also share common semantic and phonological features. Therefore, they can be
considered to be naturally equivalent. The first two lines are parallel to each other with lexical
matching. Certain words are specially chosen for stylistic effect. Aféfé and Efiufu belong to the
syntactic class of noun phrase in subjective cases; ‘gba eruku’ and ‘mi ewé agbon’ belong to verb
phrase (verb + object); while ‘1alaala’ and ‘jiajia’ are adverbials. There exists tonal counterpoint
between two words in each of the pairs in the above sets identified. ‘Aféfé” (which ends in high
tone) counterpoints with Eftifu (low tone); while ‘1414414’ (that ends in high tone) counterpoints
with ‘jiajia’ (low tone). The two lines, together with the third lines are the pen-names of Aritla’s
diviners in the text. The overall effect of the ways sounds are patterned in the above lines

can be explained thus:

1. In the first line, there is superfluous use of labio-dental fricative sound /f/ and
lateral sound /1/; together with half-opened and opened vowel /3/ and /a/
respectively. All these are suggestive of the lightness of dust (eruku) and the
simplicity of air or breeze (aféfé¢) blowing the dust.

2. In the second line, there is superfluous use of palatal affricate sound /d3/ and
labio-velar plosive sound /gb/; together with closed vowel /i/ and half-closed
vowel /e/. The sounds contained in the second line are produced with much
obstruction along the vocal track during production. This is a pointer to the
degree of heaviness of the wind shaking the coconut leave with a bit of force
because of the thickness of the leaves.

We can as well infer from the above that the amount of wind that blows mere
dust may not be sufficient enough to shake the thick leave of coconut due to the fact that
dust is lighter than the thick coconut leave. The little amount of wind required to blow
dust is represented with “aféfé” (breeze), while the larger amount of wind required in

shaking coconut leave is represented with “efinifii” (whirl wind or storm) So, the
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patterning of the identified words is to achieve coherence and cohesion. The explanation

can be represented thus:

Afefe lele Eruku
+ light & pleasant + light
As against
CEfunfu lele Ewé Agbon
+ heavy & destructive + heavy

The foregoing justifies Awobuluyi’s (1978) claim that high tone in Yoruba language
tends to suggest smallness of size of weight while low tone does suggest bigness of size
of weight. This corresponds with lightness and heaviness in the case above text.

The above shows that any text that is literary in nature exhibits a kind of
patterning that supports overall semantic effects. Therefore, one can categorically say
that the value of literature is related to its foregrounding of rhetorical processes. So, the
business of stylistics is not the criticism and interpretation of literature alone but the
articulation and codification of abstract properties which make every literary work
possible and which make it literary.

Summarily, parallelism as structural repetition plays mnemonic and emphatic
functions. It again obviates ambiguity. The by-products of parallelism as a repetition
subset include structural equivalence, lexical matching and tonal counterpoint, and the
linguistic output is repetition of near synonyms resulted in semantic repetition. The three
features in this category, repetition, parallelism and tonal counterpoint are considered
together because repetition is basic to them all.

Parallelism:- + structural congruity (syntactic congruity)
+ lexical matching (similar word-class or near synonyms)
+ tonal counterpoint (tonemic aura)
= Semantic repetition or repetition of near synonyms

4.2.5.3 Refrain as a repetition type

Refrain is a repetition type employed by artists to add stress to a line or group of
lines to convey certain idea in poems and narratives, as the case is in Yoruba folktales.
This technique is also used to create a natural and powerful rhythm in a poem by means
of repetition. The purpose of utilizing this type of repetition is to add weight to a point,
idea, or event in a piece of poetry or narrative and bring it to the reader's notice. Refrain
joins poem or narrative together as a chain, - stanza by stanza in a poem, and sequence of

events in a narrative. In Qsa Méji, we have the following lines:
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Kange kange nii sQlomo,
Kange nii sQlomo
(Abimbola 2014:61)

The one who lives to a very old age that is the hill

The hill is the one who lives to a very old age
The above lines are repeated in six diferrent places in the odu in a graduating manner. It
is used in the text to mark the number of times and characters (birds) that made efforts in
carrying sacrifices to heaven. The song was sung for asa, awodi, asadi, akala and Igun
who all offered to make trial in carrying the sacrifice to heaven. This refrain serves to
links the events in the narrative together. The song was developing as the number of the
emissary increases. In Faléti’s Adébimpé Ojédokun, we have in lines one hundred and
thirty-six to one hundred and thirty-seven:

Adébimpé Ojédokun Erelt omo

Edidaar¢ int igbé Omo Iyalagbon

(Olatunji 1982:39)

Adébimpé Ojédokun, a choice person

He that makes fools of others in the forest, the protege of the

Iyalagbon
The two lines above are repeated several times at intervals in the poem as refrain. They
are to perform two different stylistic functions; one, as a means of gaining pause and
plan time before proceeding if the poem is orally rendered; and two, to link events
together in the plotal exordium. The semantic import of this type of repetition in the
poem is the emphasis on the importance of Adébimpé Ojédokun as primus inter pares
(first among his equals) in the hunter’s guild. The intermittent use of the word ‘omo’
identifies the lines as the oriki (praise poem) of Adébimpé Ojédokun.

In alo apagbé (Yoruba folktales), songs are used intermittently as refrain. The
essence of this is to ensure audience participation and carry them along in the plotal
exordium of the tales. The sogs are sung to mark the gradual unfolding of events (end of
an event and the beginning of other one) in the tales being told. The same song is sung
severally with audience participation to create feelings among the audience and sustain
their interests. The entire atmosphere of folktales becomes lifely. Refrain also joins the
events in a tale together like a chain so that there would not be any loose end. Let us
consider a folktale with the following story:

Once upon a time, there lived two widows. One had a child, the other did not

have. The one with a child was a trader, while the other one stayed at home always. Each
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time the trader was going to market, she would leave good and nourishing food for her
child. Not knowing that immediately she lived home, the other woman would eat the
nourishing food and fed her child with left-over food of the previous night, she kept
doing it without listening to her child’s complaint because of the trust she reposed in her
co-widdow. The situation persists until one day when the child could no longer bear the
situation and decided to leave home. Each day the child lamented his situation with his

baby-sitter, he always sang a song that goes like this:

Child Audience
Ero ti  rOjéje Ojéje

Ero ti n rOjéje Ojéje

E ba mi ki iya mi fan mi Ojéje

Eyin t6 fi silé fun mi Ojéje
10rogin ma muje Ojéje
Ewura to kan gogo o Ojéje
10rogiin ma fémi Ojéje

Ojéje Ojéje

0o jé jeee 00 jéé jeeee
People going to Ojéje Ojéje
People going to Ojéje Ojéje

Greet my mother for me Ojéje

Tell her the egg she left for me Ojéje

Was eaten by her co-wife Ojéje

The soured water yam left-over Ojéje

Is what her co-wife gave me Ojéje

Ojéje Ojéje

0o jé jeee 00 jéé jeeee

This song was sung each time everyday in the plotal exordium of the tale until the day
when the child decided to leave home and had to sing the song for seven times
intermittently before he reached the seventh junction where he finally entered the
ground. He was singing the song at each junction to inquire from passer-by whether they
found his mother. When he could not find his mother, he was entering the ground
gradually as the song progressed. By the time the story got to his mother in the market
and she was rushing to meet her child, it was too late. When she got to where her child
was, it only remained head for the child to be beneath the earth thrust. Out of
desperation, the woman pulled the child’s head, only for her to pluck some hairs. The
child entered the ground and was never found. The repetition of the song served as
refrain in the plot of the tale. Apart from revealing the wicked act of his baby-sitter, the

song creates emotional state of sympathy in the audience about the condition of the child.
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It also links different events in the tale together packed and fastened them together to

avoid loose ends. The tale is symbolic of the state of masses situation in Nigeria, where

bourgeois are enjoying the nation’s resourses at the detriment of the masses; and where

there is no hope of liberation for the masses. The theme of uncertainty for the oppressed

are hammered in the tale.
Also in ofp, we have
Mo siju wapa mi otin
Mo rigba erin
Won 1i fori kori o
Iki ti v be lona
5 E ya fun mi

I looked at my right hand side
I saw two hundred Elephants
They locked horns together

If it is death that is on the way
Get out of the way for me

Gbongbo ona ké gbakii émi ki Road stumps, assume my death instead

Road stumps

I looked at my left hand side

I saw two hundred Buffalos
They locked horns together

If it is death that is on the way
Get out of the way for me

Gbongbo ona ké gbakii émi ki Road stumps, assume my death instaed

Gbongbo ona
Mo siju wapa mi 0si
Mo ri igba efon

10 Won 1 fiwo kanwo
Tku ti i be lona...
E ya fun mi
Gbongbo ona

The lines,

“Ika ti n be 10na

E ya fin mi

Gbongbo ona ko gbaku émi ka

Gbongbo ona”

Road stumps

(R&ji 2009:12)

If it is death that is on the way

Get out of the way for me

Road stumps, assume my death instaed
Road stumps

are repeated severally as refrain in this incantation. The essence is to emphasize the

chanter’s desire, which is to avert the danger of assumed looming death on him. It also

creates rthythm in the incantation. The essence is to add weight to the desire in the ofo

and impress it in the mind of the audience for notification.

Also in
Haa!
Haa!!
Haa!!!
Ikorita méta Afori-kogd
5 Iyangi ona afijin barabara
Eyin le ni 0ro mi ti dire
Oro mi ti dayo
Bi okunrin ba ri mi
Sese lomodé n yo méye
10 Sese
Bi obinrin 16 ba ri mi 16nii

Haa

Haa

Haa

three junctions that meet at a point
road stone that enter deeply

it is you that said my life has turned to good
my life has turned to joy

if male sees me

joyfully, little children run after birds
joyfully

if it is female that sees me today
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Sese lomodé n yo méye joyfully, little children run after birds

Sese joyfully
Ki gbogbo ayé maa yo mo mi  the whole world should meet me joyfully
15 Kiwon fowo mi wo mi. .. they should accord me my respect
Bo6 ba somodé ila 16 ri mi if it is town children that see me
Sese lomodé n yo méye joyfully, little children run after birds
Sese joyfully
Bi 6 ba se agbalagba i1t 16 ri mi if it is town elders that see me
20 Sese¢ lomodé n yo méye joyfully, little children run after birds
Sese... joyfully

(R4ji2009:19)
In the above text, the statement “Se¢se lomodé n yo méye, s¢s¢” is repeated at intervals as
refrain in this incantation. The essence is to emphasize the chanter’s desire, which is to
command everybody’s love and respect. It also generates rhythm in the incantation.
Little wonder then that batd drummers like the refrain when drumming. The refrain also
allows the chanter the opportunity of itemizing the categories of whose love he is
commanding. The stylistic relevance is that of intensification. In Qwonrin Méji ese keta,

we have the following:

A dia féji owon If4 divination was performed for Eji Qwon
Ti 6 torun bo that would come from heaven
Waa toro omo nilé ayé to beg for children in the world
Iku ti waa gbagbé awo death has forgotten awo
5 Nigba yi o now
Bdgbe ba roko roko if farmer hoes farm
Ko sai gbaghé ewé kan he must forget one plant
Arun ti waa gbagbé awo disease has forgotten awo
Nigba yi o now
10 Bdgbe ba roko roko if farmer hoes farm
Ko sai gbaghé ewé kan he must forget one plant
Ajogun gbogbd ti waa gbagbé awo  all plagues have forgotten awo
Nigba yi o now
Bdgbe ba roko roko if farmer hoes farm
15 Ko sai gbaghé ewé kan he must forget one plant

In the above text, lines six to eight “Nigba yi o, Bdgbe ba roko roko, Ko sai gbagbé ewé
kan” are repeated as refrain in the text. The stylistic relevance of this repetition is to
hammer and reiterate the fact that it is inevitable for farmers to forget one plant no matter
how carefully he hoes the farm. It also paves way or prepares ground as a cue for the
reciter to mention the names of the Ajogun one after the other. The patterning of the

refrain itself has sing-song quality because the delineation is rhythmical.
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4.2.6 Semantic repetition

Another noticeable type of repetition in Yoruba is the reiteration of meaning, that
is, repetition of an idea several times in different words. This is what Cuddon (2013)
identified as commoratio. Semantic repetition, according to Opefeyitimi (2001),
heightens the intensity and meaning of the subject matter stressed in literary pieces.
Apart from its emphasizing role, semantic repetition is useful for rhythmic variance.

In Osa Méji, we have the following lines:

0jo 010

Iri o s¢

Isu peyin o ta
Agbado tapé o gbo
Ereé yoju opolo

Aboytn 0 bi mo

Agan 0 tow¢ ala bostn
Okunrin 6 dide
Akérénodo wewu irawe
Ato gbe mokunrin nidii
Obinrin 0 ri asee re mo
fyan ma mu ma,

O polomun

0jo paapaapaa kan sile
Adie sa a mi

A pon abe sile

Ewuré ma un je

rain did not fall

neither dew

yam started producing but could not develop
maize did not produce corn

bean produced flowers but the fruit could
not form

pregnant woman could not born

barren had hope of rubbing camwood on babies
the sick did not recover

small rivers wore the garment of dried leaves
men’s sperm dried in their scrotum

women did not see their menstruation
draught was so severe that

it killed Olomuu

scanty raindrop fell

fowls fed on them

we sharpened knife

goat swallowed it

(Abimbola 2014:61)

This is semantic repetitions. Altogether, we have fourteen senses (statements) in these
lines compiled for descriptive purpose. The lines reflect the occurrences of the unusual
situation. There was severe draught and famine in the world. Things were going topsy-
turphy. Still in the text, there is manifestation of other tropes like pun in “Iyan mi ma
mu, 6 polomuu”. The word ‘ml1’ is repeated three times and its appearance in the word
‘olémun’ resulted in pun. Also, in “Okﬁnrﬁn 0 dide”, an abstract noun (sickness, which is
inanimate) is being personified to assume the quality of standing up, which can only be
performed by man or other animate object. In ordinary discourse, one would expect the
poet to say “olokunrun o dide” (the sick could not stand up). The poet uses the
expression this way to achieve another device of metaphor. Again, there are lots of
hyperbolic statements like “Ojo paapaapaa kan sile, Adie sa 4 mi (scanty raindrop fell,
fowls fed on them)” and “A pon abe sile, Ewlré mu un je (we sharpened knife, goat

swallowed it)”. Lastly, we have the metaphoric statement “Eréé¢ yoju opolo” which is
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likened to unformed bean fruits. All these are compiled together to create the imagery of
the hardships that the people suffered then as painted in the text. Also, in Qsa Méji, we

have the following lines:

Igan ko, Ighin 6 ra Vulture refused, vulture did not offer

O pawo 1ékéé He took his diviner for a liar

O pEsu 16l¢ He took Esu for a thief

O worun yan yan-an-yan He looked up at heaven

Bi eni ti 0 nii kit m¢ layé As somebody that would not die on earth

O wa koti ogboin s¢bo He then turned deaf ears to sacrifice
(Abimbola 2014:61)

This is also semantic repetition taken from a mythological narrative of Ifa. A single idea
is presented in different forms. The lines reiterate the refusal of the character (Igin) to
comply with the instructions given by If4, the outcome of which did not urgour well for
him. He was never appreciated for the wonderful assistance he rendered by carrying
sacrifice to heaven. His sick mother, whom the people promised to take care of, died.
Unknowingly, he fed on his mother’s corpse, the knowledge of which made him to curse
the world that anybody that does not feed on his or her mother would never succeed in
life. This shows why children must suck their mothers’ breasts.
In Is0l14’s poem entitled /b, we have

Kay¢ 6 ye mi mo waa wari in order to be well with me I salute the world
Kara 6 ti mi mo waa wole for me to have comfort, I have come to bow
Omodé i i jise fun babaa re ko jiya a child does not run errands for elders and still
face apprehension
Omodé 1 i jise fun babaa re ké rare  a child does not run errands for father and still
suffer
Iba mi iba I pay homage
(Isola 1978:3)
The above lines are parallelism in pairs. The first two lines form the first pair while the
second pair consist of lines three and four. The first pair contains words like “ayé and
ara”; “ye¢ and tu”; and lastly “wari and wole”. These pairs of words in set one are
specifically selected to achieve stylistic effects of lexical matching and tonal
counterpoints. Apart from these, they near synonyms because they are semantically
related as used in the text and they belong to the same grammatical class. Finally, words
in each pair counterpoint tonally with each other. For instance, considering the end
syllable alone, “ayé and ara” counterpoint on high tone versus mid-tone; “ye and tu”
counterpoint on mid-tone versus low tone; while “wari and wol¢” counterpoint on mid

tone versus low tone. The second pair of the parallelism in lines three and four almost
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fitn babaa re ké” is repeated. It is only the last word that is varied; ‘jiya’ in line three and
‘rare’ in line four. These varied words “jiya and rare” are near synonyms and they exibit
tonal counterpoint on low tone versus mid tone. The last line “Iba mi iba” apart from
balancing the sense in the previous lines, also helps in gaining plan time (as a mark of
pause) if the poem is to be rendered orally. The semantic import of the entire text is ‘to
give honour unto those that deserve it” or pay homage. In Faléti’s Adébimpé Qjédokun,
lines forty-five to forty-six, we have the following semantic repetition
Eranko naa y6o sunnu igba igbd

Eranko naa y6o sun nint ¢gorun tin odan

The beast would sleep in two hundred forests

Such beast would sleep in a hundred glades

(Olatunji 1982:40)

The above two parallel lines are structurally and semantically related with matching of
near synonyms like ‘igba’ and ‘ggorun un’ in one hand (denoting quantity); together with
‘igh¢’ and ‘0dan’ on the other hand (denoting forest). These sets of items are meant to
achieve tonal counterpoint in the text. In ‘igba’ and ‘ggdrun un’, mid tone counterpoints
with high tone; while in ‘igh6’ and ‘odan’, high tone counterpoints with low tone. Apart
from the tonal counterpoints, another stylistic result is the metaphor achieved in the text.
The two lines are metaphorical, indicating that whichever beast that may be troubling
Indol4ji farm would not rest, which is the semantic relevance of the two lines. The lines
also lend credence to the efficiency of Adébimpé Qjédokun as a brave hunter.

In Faléti’s Sasore, lines one to four, we have the following semantic repetition

Ibi tori eni yoo gbé sunwon wherever one would succeed in life
Kése 6 dakun, ko sinwa débe may one’s feet carry one there

Ibi tire eni ba duro si wherever our fortune is

Kori wa 6 gbéwa débe may God takes us there

(Olatinji 1982:32)

The lines above manifest semantic repetition in alternate form. The four lines comprise
two complex sentences. Lines one and two formed the first; while lines three and four
form the second. The dependent clause in the first line correspond semantically with the
dependent clause in line three, while the clause in line two also corresponds semantically
with the one in line four. The lines are similar to what is obtainable in the introductory
part of ¢s¢ Ifa. May be this is what prompted the use of “A dia fun Sasoré” as if the lines

are diviner’s name. The use of lines eight and nine “E paroyé ti ka sotan atata, E daké jé¢
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ké e gborin ti mo féé ko debunked the idea of conceiving the lines as ese Ifa. Again,
lines eleven and twelve which is a way of introducing story telling also confirm that the
poem is not an ese Ifa. The stylistic essence of the text above is creation of suspense
among the audience; while the semantic relevance of faith or belief in supernatural being.
The lines form the pillar that holds the entire poem. It is the theme around which the plot
of the poem is woven.

In Faléti’s Alagbara Ilé ati Alagbara Oko, lines twenty to twenty three, we have

Esin dona, ¢ f rin tikotiko the horse got to the road and was moving
reluctantly

Esin ddna, 6 i rin ginniginni the horse got to the road and was moving slowly

Ninu ba bi Adédigba so, Adédigba became angry

O gbésin korun 6 fon on saré he carried the horse on shoulder and was

running afoot
(Olatanji 1982:45)
The first two lines are semantic repetitions with varied adverbial items ‘tikotiko” and
‘ginniginni’ which are meant for tonemic beauty. The two adverbs describe the slow
manner in which the horse in question is moving, which prompts Adédigba to behave
surprisingly by carring the horse on shoulder and starts running. This is the hyperbole
expressed in the last line above. The stylistic relevance of the semantic repetition and the
hyperbole in the above text is to create humour, because one would wonder how a horse
rider can carry the horse and starts running afoot.

In Odu Ofiin, there is echoing and re-echoing of a particular repetition between Qranmila

and his friend Oro hunnuhinni, which involves a whole verse that goes thus:

Bi won ba n bii o, if they are abusing you
Emi ni [ am the one
Bi won ba n bl o, if they are abusing you
Emi ni it is me
Eéyan o kaku bi o bée ri; nobody has ever abused you like that
Bi won ban bl o, if they are abusing you
Emi ni it is me
(Abimbdla 2014:90)

The verse is re-presented severally in the ese Ifa, using various verbs like sd, t¢ and rin to
replace the verb ‘bl in all its places of occurrence. The rendition is made in a sorrowful,
appealing and apologetic tone expressing Qrinmila’s state of sadness and regret over
what befell him for his refusal to offer sacrifice. He wept and rendered the verse in
sorrowful Iyere chant. Despite the fact that the sentence “Bi won ba i bu o, émi ni” (If
they abuse you, it is me) is repeated thrice in the verse, each verse composed and

rendered with various verbs itemized above is still re-echoed by Orunmila’s addressee,
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which is Oro hunnuhunni who brought plague on Oranmila’s household for the latter’s
refusal to comply with Ifd’s instruction. The verbs bu, sa, t¢ and rin occur within the
same grammatical slot and belong to the same semantic range. The repetition is therefore
a semantic type. There is power of check and balances in the text. One would expect that
a person like Qranmila should have no problem even at his refusal to offer sacrifice. One
would expect that, he should know how to appease gods to avert the danger or subdue his
adversary. But if it happens like that, there is no point in obeying Ifa’s instruction if his
adherent through whom clients receive instructions could disobey him. The stylistic
essence of the repetition is to impress Orunmila’s plea upon Qr¢ hunnuhinnu that

brought the plague on Oranmila’s relatives; and the semantic import is regret and

apology.

4.2.7 Inter-textual repetition

According to Childs and Fowler (2006), inter-textuality is the name given to the
manner in which texts of all sorts contain references to other texts that have, in some
way, contributed to their production and signification. Texts depend on each other for
their meaning within structures and frameworks of genre and discourse. This situation is
a common phenomenon in Yoruba literary genres. Let us consider the following

examples in Yoruba literary genres. In ese Ifa, certain structures pervade all the Odus

such as:
Won ni 6 kaaki Molg, he was told to take care of gods
O jare, he was told that it would be a good thing
Ebo ni 6 se. If he performed sacrifice
O pawo 1ékeé; he took his Ifa priest to be liar
O pEsu 161, he took Esu to be a thief
O worun yan yanan yan he looked scornfully towards heaven
Bi eni ti 0 nii ki mo layé like a person who would never die
O waa koti 0gboin sébo he turned deaf ears to Ifa’s prescription of sacrifice

This is a common phenomenon in Ifa. The above text is made whenever a client refuses
to follow Ifa’s instruction. Lines four to eight is semantic repetition expressing the
client’s blunt refusal to obey Ifa’s prescription. In the text, line six exhibits onomatopoeic
ideophone “yan yanan yan” which modifies the verb ‘w0’ that is compressed with the
object ‘orun’ to derive the verb phrase ‘worun’. “Yan yanan yan” is therefore an
adverbial because it expands the meaning of the verb ‘wo’, telling us the way and
manner the character looked at the heaven. The outcome of these expressions wherever

they occur is not always palatable to the client as there would be regret, conflicts and

138



disappointments. Hence, the following expression which is also inter-texted in similar

phenomenon
Esu 16 di agbo Esu said: It is time; let us go to the next person
Mo lo di afakan The declaration was made
Okuuru ¢pon ona sun... The ornamental bowl of sacrifice was already on

the move

The above text expresses the conflict that ensues after the client’s refusal to obey Ifa’s
instruction. If prescription is made for two people and one of them obeys while the other
one disobeys, the obedient one flourishes while the disobedient one lives to regret his
action, provided he is not even visited by the deus de mal (the ajoguns). The text
interspersed Ifa in Odus like Ofan, Irosun Méji, Osé Méji ese kerin,

In Odu Owonrin Méji, we have

Won ni 6 kdaki Molg, he was told to take care of gods

O jare, he was told that it would be a good thing
Ebo ni 6 se. If he performed sacrifice

O gbo rira ebo he heard the sacrifice

O he made it

O gb éru atikeésu he heard what he should do to appease Esu
Ot he did it

O gbo ikarara, ¢bo ha fii un his sacrifice was immediately accepted.

This is also a case of inter-textual phenomenon among different Odus in Ifa. The text is
made whenever a client complies with Ifa’s instruction. The result of this compliance is

always is joy, happiness and peace. Hence, the expression

Lj6ninjo he started to dance

Ayo ninyo he started to rejoice

O 11 yin awon awo ré he started to praise his priests

Awon awoo ré 1 yin’Fa while his If4 priests praised Ifa

O ya enu kéto as he opened his mouth

Orin awo 16 bo si i lénu the songs of Ifa priests was what he uttered forth
Ese to na as he stretched his legs

ofaa dance caught them

The above is usually the reaction of the client to the outcome of his obedience to Ifa’s
instructions. This is also inter-texted in various Odus in Ifa such as Ogtinda Méji ese

kefa, Irete¢ Méji ese kefa, Osé¢ Méji ese keji, Qwonrin, Ika Méji ese kerin, among others.

Meta-text
This is the situation whereby an author produes a new work from the existing ones from

other genres. This really manifests in the works of Isola and Adéléke. In Isola’s Fabu,
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there is the following meta-text where the author meta-texted to a Christian hymn

entitled “Immortal Invisible”. Below is the author’s creation

Limota, Limota, oro re st mi o Limota, Limota, I am fed up of you

Ka roja lataaro, ka waa dé loru Going to market since morning and
coming back in the mid-night

O fisan mi sil¢ You left my penis

O n fasan onisan, You are caressing another man’s own

Limota, Limota, oro re st mi o! Limota, Limota, I am fed up of you

(Isol4 2008:52)
This meta-text is possible as a result of rhythmic patterning of the lexical items in the
text which coincides with the source text. Both the syllabic pattern and the delineation
are congruent to what is obtainable in the source. In the text, there are both lexical and
sentential repetition types. The word ‘Limota’ is repeated four times, ‘isan’ appears three
times; while there is a whole sentence in line one repeated in line five. The essence of the
text is to create an atmosphere of laughter. So, the stylistic relevance is that of humour.
In Adéléke’s AbOlodumaré n todgbé, the poem starts with a meta-text from
psalm 121:4 where we have “kiy¢si, Eni ti n pa Israeli mo kii toogbé, bée ni kii sun”. The
poet artistically alluded to this verse using his own creative ingenuity to polish it to give
his rendition a poetic touch, thus we have it the following way in the poem
Won Iéni ti i pani mo they say who is protecting me
Ki i togbé rara does not slumber
Débi yo06 foja l6orun nigba kookan much less of sleeping at all

Tosan toru loji Oliwa n s¢ arayé  day and night, the Lord’s eyes are on the world
(Adéléke 1997:55)

The reason for this meta-text is to ironically strengthen the title which asks an ironical
question whether God is dosing while evil doers flourish. God never sleep nor slumber.
He is a just and faithful God that knows everything, sees everything and can do and undo
without anybody querrying His authority. His delay in recompensing the wicked and
unjust ones prompted the rhetorical question that forms the title of this poem. The poet
enumerated some of the evils that are being perpetrated in our society whose victims are
the innocent and just people. The poet wonders why is it that the evil perpetrators grow
and multiply at the detriment of the just ones, afterall, they say “El¢se ki y6o lo laijiya”
(no sinner will go unpunished). Another fact remains that “Bile ba n gbosika ti ko gbe
0l606t0, bd pé, bd ya, ohun rere a maa suni i se” (if situation favours the evil-doers and
not the just and upright ones, sooner than later, the just and upright ones would be fed up

of doing good). This conflict is resolved in the poet’s submission that God is not just
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looking, as it seems, only that His ways are not our own ways. He would definitely pay
everybody back in his or her own coin. It may look to us as if it is delayed, vengeance
would surely come, and nemesis will catch up with evil doers. This is summed up in the

concluding part of the poem, where the poet writes

Iran we! Watching as how

Mo fi bowa Olodumare if God says He would come

Ko kuku ya 16gin odun He may not be ready in twenty years time

Omodé bl irdko tan a child finished abusesing mahogany tree
5 Omodé weyin wo and he looked back

Omodé ko mo p60jo ko loluwéré mini he does not know that oliwéré doesn’t fight
back immediately

These last three lines make another meta-text to one owe in Yoruba that says “Omodé bu
iroko tan, 6 boji weyin, 00j0 ko lolawéré n mini”. The stylistic import of the text is that
of ironical surprise. Surprise that what ought to befall the evil doers do not befall them,
rather, they flourish. The semantic import is re-authentication of God’s supremacy over
His creatures.

In Adéléke’s poem, Orogiin, (Appendix I) he draws materials from Odu Qyeka
Mg¢ji to artistically present the theme of rivalry between co-wives. Lines eleven to
twenty-five of the poem make direct references to the said Odu where we have:

“Okan soso lobinrin diin mo lowé oko
Bi won di méji,
Won a dojowu
Bi won di méta,
5 Won a deta n tilé
Bi won ba di merin,
Won a di iwo lo rin mi ni mo rin o
Bi won ba di mdrun un,
Won a di Lagbdja
10 Lo run oko wa tan lohun susuusu
Bi won ba di méfa,
Won a dika
Bi won ba di méje
Won a daje
15 Bi won ba di méjo,
Won a diya alatari bamba
Lo ti k6 irii eyl se oko wa lowo

In the above poem, there are cases of meta-text. The poem centres on a mythological
theme of house-wives rivalry. The poet started with his own artistic creation in unveiling
the throes of co-wives in a polygamous family. In order to justify and buttress his stand

on polygamy, he abstracted fifteen lines from Odu Oyéka Méji to support his claim. The
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entire poem lends credence to Ifa’s philosophy on co-wives rivalry. As such, the poet
picked from Ifa’s Qyéku to authenticate his theme. As it was in the myth that
polygamous homes were full of ups and downs, arising from jealousy between co-wives
which always resulted into unsettled and broken home, so the situation persists even in
this so-called jet age. A polygamous home, whether deliberately built or built per
happenstance, is characterized by jealousy, hatred, selfishness, chaos, misunderstanding
every now and then, untimely death caused by seeking one another’s lives and
restlessness to mention but a few. The abstracted lines from the Odu are used to itemize
the various problems encountered in a polygamous family.
Lines 1-4 (Appendix I) exhibits semantic repetition.

Orisa jé n pé méji Orisa, let us be two

Ko dént obinrin 1odede oko Is not a truism to a married woman

Oba jé a pé méji 10wo badlé God, let us be two in our husband’s hand

Ki i soro t6 d6do ikun abo It is not not an expression that is sincerely made by

women
Two sentences that are semantically related are patterned together in the four lines.

Lines 5-6 complete the thought expressed in lines 1-4.

Ko sébinrin ti { fé 16rogin No woman likes to have a rival
Okan s0so ni won fé jé 10wo oko They like to be one and only in their husband
home

In the same poem, there are cases of meta-texts. Lines 7-10 are preambles to the

meta-text used,

Asé Ifa ki i pard So, Ifa does not lie

Asé Ortinmila &¢é seké Ortnmila does not deceive

Oréré n Bara-petu wo Bara-petu just observed the situation
T’ Akéré-fina-sogbon i sord And made his declaration

While lines 11-25 in appendix 1 are the lines of the meta-text adapted from the ese Ifa
Oyeku Méji.

11 Okan s0so lobinrin dun mo 10wo oko it is only one wife that suits a man in
marriage
Bi won di méji, if they become two
Won a dojowu they become rivals
Bi won di méta, if they become three
15 Won a deta n tulé they become trios that scatter home
Bi woén ba di mérin, if they become four
Won a di iwo lo rin mi ni mo rin ¢ they become I do to you what you
did to me
Bi won ba di marun un, if they become five
Won a di Lagbaja the situation becomes it is so so
person
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20 L6 run gko wa tan l6hun susuusu that ruins our husband completely

Bi won ba di méfa, should they become six
Won a dika they’ll become wicked
Bi won ba di méjo, if they become eight
Won a diya alatari bamba the situation becomes it is the big-
headed old woman
25 Lo ti ko irt ¢yi s¢ oko wa 10wo that inflict our husband with this

kind of misfortune

All the remaining lines express the poet’s view on polygamy. The effects on the
co-wives, children and the husband are uncovered in the lines. The last two lines of the
poem contain the admonition of the poet to his audience on the issue of polygamy, that if

one is not wise and strong enough, he should not venture into polygamy. Hence the

expression
Okunrin ti ko 1égbaagbéje ogbon A man that does not have plenty of wisdom
Ira won kii fobinrin todede. Such a man does not decorate home with

women

Another case of meta-text in the poem is the song used to show how co-wives relate with

each other in a polygamous home. The song as reflected in the poem goes thus:

O sebi mo fé koko mi She thought I want to divorce my husband
O sebi mo fé koko mi She thought I want to divorce my husband
Ko I¢ ri yara mi 10 So that she can occupy my room

O sebi mo fé koko mi She thought I want to divorce my husband

(Adéléke 1997:9)

Originally, the song belongs to women-folk, especially in a polygamous home. It is
sarcastic song and it is used to abuse the assumed rivalry among co-wives. The poet uses
the song to express or illustrate the kind of relationship that thrives among co-wives in
polygamous homes. Having the meta-texted lines as the background, the poet artistically
X-rayed the troubles pose by co-wives in a polygamous home. He submitted that one
man one wife is the begining of a happy home, and there is no joy in Eta-n-tilé, iwo-lo-
rin-mi-n-mo-rin-g, or Ldgbdja 16 run oko wa tan lohun susuusu. Of what relevance is it
for the wives becoming wicked or witches? If these thrive, where is the joy of
togetherness as husband and wife? He then warns men-folk to be very careful before
marriage. They should look before leaping because polygamy is better prevented than
managed.

In Faléti’s Eda ko Laropin, we have a case of meta-text. The poet alluded to the

Bible in the book of Saint Luke chapter one verse fifty-one to fifty-three in line six
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hundred and sixty-eight to line six hundred and seventy-one (668 - 671) where we have
the following lines:

O fibunktn fawon alainisé lapa

O gbola fomo oku ole

Oluwa gbé talaka sipo nla

O te ori alagbara ba fin won!

He blessed those who were without job

He enriched the lazy ones

He exalted the poor to high position

He subdued the mighty ones for them
(Olatanji 1982:21)

The source of this metatext in the Bible recorded the verses as follow

O fi agbara han li apa ré

O ti ti awon onirera ka ni iront okan won

O si ti ma awon aldgbara kiiro 16ri ité won, O si gbé awon talaka 1éke
O ti fi ohun ti 6 dara kun awon ti ebi n pa;

O si ran awon 0loro pada 16wo ofo

He had shewed strength with His arm
He hath scattered the proud in the imagination of their hearts
He hath put down the mighty on their seat and exalted them of low
degree
He hath filled the hungry with good things
And the rich, he hath sent empty away
(St. Lukes 1:51-53)
Though the poet polished the text with his own ingenuity, still, there is semblance in the
message contained. This meta-text is not there in the text for nothing. The text lends
spiritual backing to the thematic preoccupation in the poem, which says one should not
be looked down upon or underrated, because you are not his maker, neither do you know
what the future holds in stock for him. Again, the text is a reflection of the poet’s
educational background. It shows the poet is conversant with the Bible having attended
Missionary schools in his school days. The semantic import of the text is that it shows
that God’s ways are different from men’s; and that He holds the key to everybody’s
future. Little wonder why Yorub4 has a saying that “Edé t6 mola ko si” (nobody knows
tomorrow). The stylistic function of the text is authentication and justification of the
theme of the poem.
In Adéléke’s poem, entitled Bdsa Basa, another case of metatext is noticeable

where he abstracted a children play song and artistically blent it to satirize an epoch in

Nigerian history. The poem is presented below for analysis.
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Ma ta somi werewere 1 jump into the water slowly
Ma ta somi werewere I jump into the water slowly

S6 ma ta So! I jump
Awoya woya woya Awdya woya woya
5 Abasa basa bansa Abasa basa bansa
Ewure ilé re The goats in your house
Salamotu Salamotu
Aguntan ilé re The sheep in your house
Salamotu Salamotu
10 Adiké Aduiké
Lawa n ba seré Is the one we are playing with
Olowo-eyo The one with plenty cowries
Aduké lawd 1 bd tayo  Adiké is the one we are playing with
Olowo-eyo The one with plenty cowries
15 Onpégo He is calling you
Olowo-¢yo The one with plenty cowries

The above sixteen lines in Appendix II are the meta-text abstracted from Yoruba children
song Orin Iwérénde. The poet includes his own creation in the song so as to afford him
the opportunity to intimate his readers with the knowledge of his target character in the
poem. This is achieved through stylistic device of repetition and pun. The poem is meant
to satirize Abacha’s government as a former Head of State of the Federal Republic of
Nigeria. The character’s name ‘Abacha’ is played upon in words like ‘Abasa’, ‘aldbasa’
‘asd’, ‘ilasa’ and ‘ilasa’; the phrase ‘basa jé’ (ba asa j¢); and the adverbial ‘bdsa bdsa’
which are homophonically contained in the name ‘Abacha’. The name ‘Abacha’ is
auditorily loaned into the poem as ‘abasa’ from which ‘alabasa’ is derived. This allows
the poet to be able to pun on the two syllables ‘ba’ and “sa’ in words like ‘Abasa, alabasa,
asa, ilasa and ilasa’together with the phrase ‘basa j¢” and the adverbial ‘bdsa basa’.

The title of the poem ‘bdsa basa’ (symbolizes state of disorderliness, carelessness
and tyrany) is onomatopoeic ideophone that is suggestive of the regime of the Abacha
which was characterized by agony, killings, intimidation, money laundering, and tyranny
of all sorts. The poet uses the line “Abasa basa bansa” in the text above to deviate from
the original line with a view to satirizing his target character. The ruler was so tyrannical
to the extent that no one could antagonize him or speak against his government. Whoever
did that had gone. The poet uses the poem to lampoon the tyrannical ruler (Abacha) for
all the atrocities committed during his reign as Nigerian Head of State. He also
sermonize to the general public that whoever is in power should remember that life itself
is ephemeral. One day whether they like it or not, they would be relieved of the power,

they may not even live to see what happens thereafter.
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A pun expression in the poems (Appendix II) is seen in lines senenteen and
eighteen:

Abasa irt éwo réé? What type of person is this?

Ki 16 I¢ fa basa basa? what can cause rubbish?
The word ‘Abacha’ is played upon in ‘Abasa’. It is homophonic pun with tonal variation.
Ordinarily a Yorubé speaker would call the name ‘Abasa’. The choice of ‘Abasa’ is the
ingenuity of the poet to have the freedom of lampooning his target character. The second
line plays on the last two syllables in the name ‘Abasa’ (basa) in the adverbial ‘basa
basa’ with tonal variation that makes it suggestive of the meaning “disorderliness”. The
word ‘basa basa’ here refers to bad governance of ‘Abacha’ which was even what
spurred the poet into action of writing the poem. The following lines are pointers to the

character’s wicked and tyrannical governance.

T6 o ko And you refuse
T6 o 0 diya mékunnu To wipe away masses problems
T6 o niwa asa 16 6 hu And you said that you shall be harsh
35 T6 o fiwa asa kdsa tire And you make harshness part of your habit
T6 o daja bi asd kenke And you become wicked like a hawk
Ti ko si oromodie t6 o le ki That has no regard for any chicken
Asd le se bée The hawk can per-happenstance
Ko fara kdsa ilasa 160ko ilasa  Fall a victim of ilasa gun in okra farm
40 Okoko asd a si jefun dsd And its intestine becomes prey little hawks
Ma fi bdsa basa basa jé Do not spoil the culture with your insincerity

Lines twenty-nine to thirty-one above repeat the word ‘asa’ with tone variations. The
tonal variation is functional because it is used to generate new words that are relevant in
the comparison that the poet made. ‘4sa’ qualifies ‘iwa’ line twenty-nine and it connotes
‘I don’t care attitude or being merciless’; ‘fiwa asa kdsa tire’ here means mingling of
terrible and wicked behavious; ‘daji bi asd kenke’ means that the character is as wicked
as hawk. The word ‘asd’ means ‘hawk’ (a kind of bird belonging to the family of
accipitridae). The bird is known for its swiftness in killing its prey. In line thirty-eight to
forty-one, the the pun generated through the recurrence of syllable “sa” in the words
‘asa, asa, kasa, ilasa’ and ‘ilasa’ are there to sound note of warning to tyrannical rulers
that if they do not change, they would meet their waterloo in no time. The lines literally
say that “hawk may enter the danger of being killed (fara kdsd) with a big gun (i/asa) on
okra farm (oko ilasa).

Again in Adéléké’s Onikan yii Rora, there is another case of meta-text. Let us

consider the following fourteen lines
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Onikan yii rora this garden-egg owner, be careful

Terejingin Terejingin
Onikan yii rora this garden-egg owner, be careful
Terejingin Terejingin
5 Iwg ka you plucked
Emi ka and I plucked
Terejingin Terejingin
Temi se leée dija why should my own cause duel
Terejingin Terejingin
10 Onikan yii rora this garden-egg owner, be careful
Terejingin Terejingin
Bo dija bo dita even if we are to fight
Emi o nii sd 1 will not run away
Terejingin Terejingin

(Adé1&ké 1997:46)

The above text from Adéléké’s Onikan Yii Rora is a meta-text. It is adapted from a
Yoruba genre called alo Apagbé (Yoruba folktales). The poet uses the song to satirize the
Nigerian government who were favouring certain group in Nigeria at the detriment of
others. The text introduces the poem. This is done to streamline or direct the readers’
focus towards the messages contained in the poem. It is a folkloric song that warns
against partiality or inequality, this even accounts for its adaptation and its being put at
the opening part of the poem to show that the poet is not afraid of speaking out his mind.
Some ethnicities were marginalized both in power sharing and facilities. The poem
advocates for the marginalized groups among which Yoruba tribe is one. The poet
emphasizes the fact that Nigeria does not belong to a single ethnic group. It is the leaders
from all the three major ethnicities that agitated for the sovereignty of the nation. So, no
ethnic group should see power as their own inheritance, and no ethnic group should be
cheated because every group has equal right to power. The poem brings readers to a
memory lane, tracing a bit of Nigerian political history.

Before Nigeria came into being, every group was on its own, it is the foreigners
(the British) that amalgamated the groups in 1914 for their own economic interest
without considering the background of each ethnic group. When the British stay was
long overdue, the conglomeration of elders from the three major ethnic groups came
together and fought for their sovereignty in 1960. Since then, there has been problem of
leadership. Instability characterized Nigeria political situation. The transition has always
been from civilians to the military and vice versa. The atrocity of the election annulment
committed by Babangida is also expressed in the poem. How he formed two political

parties and annulled the elections that followed in 1993 just because the presidential
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candidate of his choice (Bashir Tofa) did not win the election. Moshood Qlawalé Abiola
who won the election was denied his mandate through annulment. The poem is
historical; it marks a political epoch in Nigeria. The linguistic import of the text is the
expression of the readiness of every tribe to agitate for their rights, while the stylistic
relevance is satire, aiming at warning the concerned authority.

Again in Faléti’s Sasor¢, we have a case of meta-text where Faléti stylishly

represents a semantic repetitive form in ¢s¢ Ifa as follows:

O je tan, ayé o r6jii mo He became king, the world became troubled

0O je tan, ilu o toro He became king, the town has no peace

0O je tan, won 1 sigun siraa won He became king, there was war all over

Orun ko, won ko rojo Heaven refused to give rain

Oorun i ran 16ganjo Sun shined in the mid-night

Ist peyin ko leé ta Yam started producing tuber but could not
ripe

Agbado hu tan ko le yorukere Maize germinated but could not produce
flower

Ohun gbogbo di lile koko Everything became so hard

(Olathnji 1982:32)

The text is a meta-text stylishly abstracted from ese Ifa in Osa Méji, where we have the

following lines:

0jo 0 19 rain did not fall
Iriose neither dew
Isu peyin o ta yam could not produce tubber
Agbado tapé o gbo ears of corn came out but could not ripe
5 Eréé yojt opolo bean developed flowers but could not form seeds
Aboytn 0 bimo pregnant woman could not born
Agan 0 tow ala bosun barren had hope of rubbing camwood
Okunrun o dide the sick could not recover
Akérémodo wewu irawe small rivers wear the garment of dry leaves
10 Ato gbe mokunrin nidii men’s sperm dried in their scrotum
Obinrin 0 ri asee re mo... women did not see their menstruation...

(Abimbéla 2014:61)

The poet abstracts the text under consideration from the identified ese Ifa and polishes it
in his own way to deliver the same message assigned to it in ¢s¢ Ifa where it originated.
All the lines are semantically related and they are pointing to the troubles in the land of
Réfuréfu. The last line in the text “Ohun gbogbo di lile koko” summarizes the whole
situation that things were going topsy-turphy. The above text entirely is also an example
of semantic repetition. The lines are semantically related. Even if they are not
structurally congruent, they all fall within the same semantic range of agonizing

situations which is represented in the following parenthesis as (- comfort + hardship; -
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usual + unusual). The lines express the hardship faced by Eléwii’s subjects when he

became the king.

4.2.8 Repetition and pun in onomatopoeic and phono-aesthetic idiophones in

Yoruba literary genres

Idiophones generally are words that evoke an idea, in sound, often a vivid
impression of a certain sensations or sensory perceptions e.g. sound, movement, colour,
shape or action. The word class of idiophones is sometimes called phonosemantic to
indicate that it is not a grammatical word class in a traditional sense of word (like verb or
noun) but rather a lexical class based on special relation between form and meaning
exhibited by idiophones.

Artistic deployment of onomatopoeic sounds helps to achieve effective and vivid
descriptions in literary arts asides the aesthetic aura offered. A similar effect is created
with the sound duplications that are phono-aesthetic. They serve as descriptive purpose.
Repetition of certain Yoruba lexemes in quick succession sometimes performs
onomatopoeic and phono-aesthetic functions. This is because they echo the sounds of
their referents and give vivid impression of certain sensation. This is to say that there is
resemblance between sounds and their referents. On this, Leech (1969) is of the opinion
that:

... this power of suggesting natural sound or other qualities
is relatively weak, too weak to operate unsupported by
meaning — and because of its range, is latent... a
configuration of sounds suggest a particular reference only if
that reference is in any case invoked by the meaning.
The above shows that any sound feature which a poet may employ to echo, suggest or
enact meaning can only work in conjunction with the meaning of the poetic text which
must be activated by the linguistic context. In other words, no sound segment or sound
pattern has meaning per-se. Any meaning that a sound may have is bestowed or
sometimes imposed upon it by the linguistic context. For example, in the expressions:
1. Omo naa n ponnu toki toki  the child is licking mouth continuously
2. Ominkan 0 t6 to. Water is leaking continuously
3. Agba ofifo nii r6 woroworo empty barrel makes the loudest noise
The words “toki”, “t6” and “woro” are reduplicated respectively. It is observed that the

repeated lexemes are adverbs. For these words to be interpreted as performing echoic

function, they must be supported by the meaning of the text where they appear. In other
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words, they must be considered along with other elements in the text (structural
consideration). Therefore, “toki toki” is meaningless without leaning on or being

99, <

supported by the verb “ponnu”; “td t6 t6” has no meaning without the verb “kan”; and

9 G

without the verb “r6”, “woro woro” becomes meaningless. In all the above examples of
onomatopoeia, there is repetition or reduplication of the lexemes that form the adverbials
in the examples.

Repetition and pun figure quite prominently in idiophones, most especially in
literary discourse. They often convey sense of plurality. Present in the evoked event,
idiophone is shown by the fact that people can guess the meaning through the sensory
image signaled by the repetition or reduplication of the adverbs or qualifiers in the
idiophonic expression as the case is in Yoruba literary genres. Idiophones in Yoruba
language occur with verb (a content word) as adverbs and noun or noun equivalents as
qualifies. They are often produced with higher tonemic and expressive lengthening and
set off from the rest utterances by a brief pause. Idiophones dwell better in spoken

language because of their expensive or dramaturgic function. Let us consider the

following lines in Eji Oghé

... 1gba ti n 6 weyin n ko ifa when I looked back, ifa

Ajé gbogbo waa n toroke bo wa all wealth were descending from
heaven

Ajé gbogbo ri windinwindinwindinwindin... all wealth appeared in multitude

Aya gbogbo ri gbadaragbadaragbadaragbadara...  all wives appeared in
multitude...

Omo gbogbo ri kudikudikudikudi. .. all children appeared in multitude

Ire gbogbo i filafilafilafila... all goodies appeared in multitude

(Abimbola 2006:6)

All the underlined adverbials are in reduplicated form with tonal variation. There
is tonemic aura in the reduplicated items as the varied tones counterpoint with one
another. They all connote or marked plurality or multitude. This is in line with the
opinions of Inkelas (2008) and Khanjan (2010) which stated that reduplication in some
languages mark plurality. While in other languages it is noun that is reduplicated to form
plurality, in Yoruba language, it is adverbials; especially in onomatopoeic and phono-
aesthetic ideophones.

Olabode (1981), in what he called ‘reference and sense’ said some words are
arbitrary while some are less arbitrary. Arbitrary words have no degree of motivation

between them and what they referred to e.g aja dog; ile house the relationship between
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the arbitrary words and their referent is based on acceptability in the linguistic
community, that is, by convention. Less arbitrary words on the other hand have some
elements of logical relationship between sound and sense. Under this category are words
that show sound symbolism like phnono-aesthetic and onomatopoeic Idiophones. For
example let us consider the following expressions in 0we and ¢se Ifa respectively.

Agba ofifo nii r6 woroworo empty barrel makes the loudest noice

Afon balg 16 ki Afon seed sounds heavily when fallen

(Abimbola 2006:45)
The identified words in the above examples have some relationship with what they stand
for. Their sounds are closer to their sense more than the words in the arbitrary category.
The so-called less arbitrary words have common feature of giving some degree of
motivation for the sense of what they refer to. This feature is utilized extensively in
Yoruba language through the tonal resources the language possesses.

Another important observation is that the lexical items that fall within this

category have symmetrical arrangement of their phonemes. For example, in

‘“Weéréwer¢ nikan n jele’ It is gradually that termites devour house
‘Weéréwere’ is a morphological doubling of wére, suggesting an activity in a very slow
manner or process. It is a modifier, (an adverb), and it is transposed to the initial position
for emphatic purpose. Also in the following owe:

Omo onil¢ a t¢ € je¢jee an indigene treks gently on his town soil

Ajoji nii t& ¢ girigiri a stranger treks on it anyhow
‘Jee jée’ is a morphological doubling of jé¢ suggesting an activity in a very slow and
careful manner or process. Also “girigiri” is a morphological doubling of ‘giri’
suggesting an activity in a very fast and careless manner or process. Both of them are
adverbials. The two adverbials are used to generate another stylistic beauty of tonal
counterpoint. In frosun M¢ji ese kerin, we have the following:

Elégédé nii so ku-n-di ku-n-di 16ko Egba ~ Pumpkin produces seeds like heaps

in Egba farm
Ogode agbagba abéso kooru kooru 16ko Plantain produces big seeds in
Egbado Egbado farm
Egba 16 yo tan When Egba fed and got satisfied
L6 manu araa r¢ da gbedu He turned his belly to a drum
A dia fun Ondeére Ifa divination was made for Ondéré

Omo afadan sebo

Nitori omo.
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The first two lines are good examples of ideophones. The word ‘ku-n-di’ is reduplicated
as ‘ku-n-di ku-n-di’ to create imagery, that is, to paint the mental picture of how
pumpkin fruits look like on Egbé’s farm. So also the word kooru’ that is reduplicated as
‘kooru kooru’ also create the mental picture of how bunches of plantain look like on
Egbadod’s farm. The tonal counterpoints between some pairs in the two lines appeal to
our auditory sense thereby creating auditory beauty. The word ‘Elégédé’ counterpoints
with ‘Qgede agbagba on high tone final syllable vs low tone final syllable’; ‘ku-n-di ku-
n-di’ counterpoints with ‘kooru koorti” on mid tone final syllable versus low tone final
syllable; and ‘Egb4’ counterpoints with ‘Egbadd’on high tone final syllable versus low
tone final syllable. The three pairs belong to the same grammatical slots of noun phrase
in subjective case, modifiers and qualifiers respectively. Elégédé’ and Qgede agbagba are
subjects; ku-n-di ku-n-di modifies the verb ‘so’, while kooru kooru qualifies ‘€so’; and
both Egba and Egbado qualify ‘oko’ in both lines. The essence of the reduplication in the
first two lines is to generate onomatopoeic idiophones. Ku-n-di ku-n-di and kooru kooru
are iconic of their referents.

In Otuarapon Méji, we have

Einla a biwo bansuku bansuku bansuku Einla cow with heavy horns

A dia fin Otaara Ifa divination was made for Otaura
Tin lo 1e¢ pon méji That was going to back twins
Laafin oba At the King’s palace

(Abimbola 2006:123)
Line one in the above text showcase ideophone. The word ‘bansuka’ is reduplicated
twice with varying tones to have “bansuku bansuku bansikd” which create or paint a
mental picture of how horns look like on Einla’s head. The tonal variations on the
reduplicated ones appeal to our auditory sense thereby creating auditory beauty. The
expression “bansuki bansuku bansuki’” belongs to the grammatical class of adverb. The
stylistic essence of the reduplication in the first line of the text is to generate
onomatopoeic idiophone creating a mental image of how big the cow is, having
described the longness of the horns. In Obara Mg¢ji ese kerin, we have the following lines

where ideophone is exhibited

O sé minimini w60 mi Otin It settled gently in my right hand
O ro mininjo mininjo owoo mi 0si It settled meekly in my left hand
Ewée koko méji nii luraa won, Two coco-yam leaves hit each other
P¢léngé pelenge pélénge Softly, softly, softly
5 Abebe 0jé nii méjh oloja tutt niniini It is hand fan that soothes ¢ldja’s face
A dia fan oba Ado. .. Ifa divination was made for Ado kking
(Abimbola 2006:76)
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The expression in the third and fourth lines “Ewée koko méji nii luraa won “pélénge
pelenge pélengé” is onomatopoeic ideophone. The word ‘pélénge’ is reduplicated for
tonemic foregrounding; ‘p¢lenge’ is reduplicated twice with varying tones to have
“pelenge pelenge pelenge”, which resulted in phono-aesthetic ideophone. The tonal
variations on the reduplicated ones appeal to our auditory sense thereby creating auditory
beauty. ‘P¢léngé’ is meaningful in Yoruba language, it may mean softly, gently, thin or
fragil (as in “Opéléngé olomoge”; meaning ‘slender or fragile lady’); but ‘pelénge’ is
non-existent in Yoruba language. The expression “P¢l¢nge pelenge pélénge” belongs to
the grammatical class of adverb. The stylistic essence of the reduplication in the text is to
generate onomatopoeic idiophone describing how cocoyam leaves touch one another
during cool breeze. Also in line five, there is an ideophonic word ‘niniini’ which
functions as adverb to the verb ‘tutt’. It describes the high extent of the coldness which

the verb ‘tutu’ denotes.

4.2.9 Repetition and rhythm in Yoruba literary genres: some observations

The earlier scholars in Yoruba scholarship had suggested that unlike most Western
languages, rhyme and rhythm do not exist in Yoruba. This is not true as their idea of
rthyme is borrowed from English poetic tradition. If one considers what thrives in
contemporary Yoruba literary parlance today, both at segmental and supra-segmental
levels; one would say categorically that elements of rhymes and rhythm are available in
Yoruba literary texts with their attendant features identified in this study so far. Most of
the elements identified as features of rhythm are exhibited in Yoruba literary texts. The
early scholars could not realize the need to stress that what constitute thythmic elements
in Yorubd language are not the same with European based on the fact that the
phonological properties of Yoruba as a language is not the same as most of the Western
world, and that it is the phonological properties that determine the kind of forms
displayed in each language. Certain observations are raised by this study as being central

to rhythm in Yoruba.

1. Rhyme and rhythm in Yorub4d may not be equated with rhyme and rhythm in
English poetry.
2. In English, rhyme and rhythm occur at line ends while they can occur in Yoruba

at the initial, medial and final positions.
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3. The differentia in mode and occurrence depend on the phonology of each
language as ‘the phonology of each language will determine the kind of literary
form(s) displayed in the language.

4. The role or the importance of syllable and tones patterns as elements of rhythm in
Yoruba genres cannot be over-emphasized. There is no doubt in the fact that
Yoruba rhythm is contained in the succession of syllables and the alternating rise
and fall of the speech tones on the syllables.

Most of the elements identified as features are available in Yoruba poetic works. Let us
examine Faleti’s achievement of rhyme and rhythm in his drama text Basorun Gaa,

where he assigns certain poetic speech to Gaa, one of his characters to address his

people.

Eyin ijoye Oy a dupé a réyin odi Chiefs of Oyo, we thank goodness we overcame our
adversaries

Oba lo 6 fiwa sinu odi The king is gone, leaving us still within the city-walls

E jé ki Majeogbé ma a bara orun s¢yin Let Majeogbe live with the ancestors in a foreign

odi land

Eyin ijoye Qy6 ¢ 0 si 160kun Chiefs of Oyo, you are not in the dark.

Lori oro yii, e 0 si 160kin About this matter, you are not in the dark

E jé ka soro di¢ bi alékin But let us make additional clarifications

K4 le m¢ fo0 bi eni 0 wekun That we may be extremely clean as one who swims in
the ocean

Lori oore ta a se kayé 6 le durd Concerning the good we have done to sustain the

Kunkun world

L606t0, bé ¢ ba rdba nigbékun Truly, if you find a king in bondage

Ténikan 0 si salayé ni kikan Without anyone explaining the full circumstances

Apobaje lasan la jé 16ju eléti kunkun ~ We are mere king-killers to those stubborn people

Awon eniyan ti o motan ... Those who are ignorant

Won a ni kokoro ti tatja 1ébé isuran  Say that insect stung yam tuber, it goes bad

Gaa tun ti pa Majéogbé Gaa has killed Majeogbe again

Kin ni Majeogbé se? What has Majeogbe done?

Tabi pé awon ijoye tin pa Majedgbé  Or that Chiefs have killed Majeogbe

Kin ni M4jeogbé se? What has Majeogbe done?

Sugbon Gaa ko 16 pajoye But it was not Gaa that killed a chief

Tjoye ko 16 pa Majeogbé It was not Chiefs that killed M4jeogbé

Majeogbé 16 doldye to gbagbé It was Majedgbé who became a Chief and forgot

Pé énia ta a ba fémo 10w0 ¢, eléyiini That the one whose daughter you marry, that one

Oun lana eni Is your father-in-law

Ma4jeogbé lo pa Lori onibata It was Majeogbé who killed Ilori the bata-drummer

Nilé onilu ni Jabata At the drummers’ compound in Jabata

Nibi tomo won gbé 1 tar(i tata Where their daughter used to sell locust beans and
pepper

K6 t6 wa dayaba. Before she became a princess

(Faléti, 1976:4)
We can now see clearly the dexterity displayed by Faleti in the use of rhyme and rhythm
in Yoruba poetic discourse. Taking our cue from Isola (1996:95-146), this excerpt

manifests a high degree of poetic beauty. The rhyming scheme exhibited in this excerpt
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is quite unusual in Yoruba literary arsenal as noted by Isola. The first three lines rhyme
on syllable /di/ in the word ‘odi’ and ‘odi’. The eight lines that follow end on syllable
/kun/ from the words “léokun, alékuin, wekun, kunkun, nigbékun and kikun”. Other seven
lines (lines 14-20) end on vowel sound /e/ from the words “Mdjedghé, se, pajoye, and
gbagbé” the following two lines end in syllable /ni/ while the last four lines rhyme on
open vowel /a/. This confirms the fact that thyme consists of identical or similar sounds
placed at the end of lines as end rhyme or at, specific places within lines as internal
rhyme. The backbone of this achievement is the author’s dexterity in the use of repetition
of both phonological and morpho-semantic elements that aids punning which manifest in
various places in the above excerpt to give both internal and end rhymes

Today, both Yoruba pop and fiiji musicians have explored what looks like dry
field to their advantage to the extent that Yoruba rhyme has become central device or
style in most of their renditions. Take for example in Slim Joe’s rendition, we have

Owo aldjo

La fi n flémjo

T6 ba daago méjo

It is contribution money
That we will use to enjoy
At eight o’ clock

As a sentence, the syllable ‘jo’ is repeated to create internal rhyme. The patterning in the
structural presentation above exhibits end rthyme on syllable ‘jo’. The three lines then
end on the same syllable ‘jo’ with the thyming scheme a,a,a.

Also in one of Saheed Osﬁpé’s albums, we have:

Qrisé bi afin lalaafin ko se ¢ rifin
Akéndé lalaké ¢ ma wule pokéré
Owu tan fi ranso Olowu I¢ i jow
Eni sorg Aséyin l¢yin, ¢ yinma si i
(Saheed Ostipa)
Alaafin is a deity like albino
Alaké is specially made; do not look down on him
You are jelous of the tread with which Olowu’s regalia is made of
Whoever discusses As¢yin at his back, just ignore him.

Two things are to be noted in the first line: the choice the phrase ‘orisa bi afin’ to
describe Aldafin and the repetition of syllable ‘fin’ in nouns ‘afin’, ‘Alaafin’ and the verb
‘rifin’. The repetition of syllable ‘fin’ in “Afin, Aldafin and rifin” is for the generation of

pun which creates internal rhyme. The choice the phrase ‘orisa bi afin’ to describe
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Alaafin can also be seen as a perfect description of the present Aldafin Adeyemi who is
very fair in complexion. Syllable ‘ké’ is stylistically played with in line two also to
generate pun and maintain internal rhyme. In the like manner, the choice of the
lexemes ‘owii” and the title of Owu king ‘oléwu’ show the repetition of morpheme
“owu” though with varying tones (owu, owu and owu). Also in As¢yin and the
prepositional phrase I¢yin, the morpheme ‘¢yin’ which is present in both the noun Aséyin
and the prepositional phrase I¢yin is played upon. All the pairs identified above show
semantic ties between their nouns and the verbs or preposition as the case may be. This
also manifests internal rhyme and the stylistic significance is that of cohesion. All the
lines ensure cohesion and coherence both at syntagmatic and paradigmatic axis as they
all advocate respect and honour for the kings mentioned. The lines exhibit a kind of
semantic repetitive pattern that are rhythmical. This also justifies Qpéféyitimi (2001)
which says that apart from the emphasizing role, semantic repetition is useful for
rhythmic variance; and that the tonal balance and the contrast between the high and low
tones on words give auditory satisfaction and pleasure.

In Yorubé songs and chants today, repetition is the backbone. For Yoruba song or
chant to be rhythmical, repetition plays vital role in the rising and falling of tones that

characterizes the Yoruba songs and chants. Below is an example:

Mo yanri ola dandan o [ am destined to be rich

Mo yanri ola dandan [ am destined to be rich

Eji 0s4 b6 o ba 1a o 1a mi Eji-osa if you are rich, make me rich too
Mo yanri ola dandan (Because) I am destined to be rich

(Abimbola 1976:56)

In the above example, line one is repeated in line two for intonation purpose, the
first line is rendered with high intonation, while the second line is rendered with low
intonation. The third line, which is a request from Eji-osa is also rendered with high tone.
For balancement of tone, there is need for another low intonation; hence the need for
repetition of the first line with low intonation to balance the intonation. This is even

more pronounced in Iyéré If4 which is another Yorubé genre entirely.

4.3 Morpho-syntactic analysis of reduplication pattern in Yoruba pun

One of the most commonly used stylistic devices for creating humour is the pun.
A pun deliberately exploits ambiguity between similar-sounding words for humorous or
rhetorical effect. Ambiguity may be achieved through intentional misuse of

homophonical, homographical, polysemic, or metaphorical language. Because of the
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captivating effect of pun in Yoruba oral pieces, it cannot occur within a text without
being noticed. This may account for why puns are often used in advertisement as an

attention-getting device. Let us examine the following pun types:

4.3.1 Homophonic pun
As posited in the previous paragraph, this is a deliberate exploitation of
ambiguity between similar-sounding words for humorous or rhetorical effect. Let us
examine the following example in Faleti’s Basorun Gda, we have the following lines
Eyin ijoyé Qy6 a dupé a réyin odi
Oba lo 6 fiwa sinu odi

E j¢ ki Majeogbé ma a bara grun seyin odi

Chiefs of Oyo, we give thanks we overcame our adversaries
The king is gone, leaving us still within the city
Let Majeogbe live with the ancestors in a foreign land

(Faleti, 1976:3)

The words “odi” and “odi” are homographic and homophonic in nature, they
have the same spellings and they are pronounced alike but Yoruba, being a tonal
language has a way of diversifying meanings through the use of tone-marks. “odi” is
now played upon through repetition and tonal variation to generate more meanings. The
stylistic essence here is pun. The words are stylistically played upon in the text, and the
patterning resulted in the achievement of end-rhyme because all the lines end on the

same sounding words “odi” and “odi”. The rhyming scheme is (a, a, a)

In {s014’s Fabu, under the title “Ibatan”, we have the following lines

Sé ¢ mo pé ona méta ni a maa n gba tan do you know that we relate through three
means

Ale tan ni idi iya we can relate through mother side

A l¢ tan ni idi baba we can relate through father side

A si tn 1¢ tan ni idf ara eni we can still relate through our bottom.

In the above text, “idi” is repeated thrice and they are phonologically congruent. They
are homophonic and homographic in this text but have two different connotations. The
word means the same thing in the first two lines. It means ‘side’ or fine’ in lines one and
two; whereas in the third line, it is double edged. Firstly, it means ‘side’ or ‘through’ (“in
one’s side” or “through oneself”); at the same time, it connotes reproductive organs
through which we procreate. So, as we can relate through our father’s and mother’s sides

(such as Uncle, nephew, Cousin, Aunt and in-law), we can also have relatives through
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our reproductive organs such as son, daughter, wife, husband and concubine. A
homophonic pun exploits word pairs that sound exactly alike (perfect homophones), but
are not synonymous.

Again in the Yoruba aphorism that says

E ma sun, ké ¢ 1¢ baa sin

Nitori eni to ba sun, ko nii 1€ stn (débi oriire r¢ wa)

Don’t sleep, so that you can move (progress)

Because anybody that sleeps would not be able to move (to where his

fortune lies)
The word ‘sun’ appears in two forms with functional tonal variation to generate two
different words with different meanings: sun” and “sun”. The two generated words are
therefore repeated to create pun. Syntactically, the italicized words (verbs) are
positionally equivalent. They appear within the frame of verb phrase (VP). They also
share common phonological features: voiceless alveolar sound /s/and nasal vowel /un/
with tonal variation, so they are homophonic pun. The stylistic significance of the
alliterative bond and the tonal variation between the two - sun and stn - is to reinforce
the repercussional connection between the two words. The presence of one affects the
other.

Sun sun

- + (positive end result)

+ - (negative end result)
The presence or absence of the first action ‘sun’ determines the occurrence or absence of

the second action ‘stn’, though in a reverse forms. The communicative or semantic value

of the text is that we should all be pushful as hardwork is the answer to penury.

4.3.2 Homographic pun
This refers to a situation whereby two similar words generate two or more
different meanings and the difference in meaning is not accompanied by a difference in
spelling, the pun is called a homograph pun. The two words are both homophonic and
homographic — the same sound and the same spellings. For instance, let us consider
Yoruba aphorism that says
Gbogbo ¢da to ba ti f¢ fodd dé odo mole, odo 19ro won maa

f jasi

Whoever plans to cover river with mortal, his effort would
end in futility.

158



Three homographically congruent lexemes “od¢” (mortal), “odd” (river) and “6do”
(nothingness) are played upon in this text. The tonal variations on the lexemes give them
different meanings in the text and their occurrence showcase a kind of auditory beauty
which captivates the attention of audience. The communicative value of the text within
the context of its use is that whoever tries impossibility would achieve nothing. The three
words are significant in the text. “Odé” is a heavy carved wood meant for pounding yam.
If it is used to cover a life object like fowl or cat, it would die because it is too heavy for
either of them to remove. Also, “0d0” (river) is too wide and long for “od¢” (mortal) to
cover. So, if anybody tries this impossibility, the disappointment he or she would suffer
would be very great. The enormity of the disappointment is termed “0do” (nothingness)
in the text. So, the three lexemes corroborate one another in terms of enormity and
weight. Also in the following example;

El¢ t6 o 1owo ¢l¢ Osi¢le.

Be careful Osiele ladies

(Adéléke , 1997:23)

The two underlined “¢l¢” are both homophonic and homographic, but they
portray different meanings in their context of use. While the first one means “gentility”
considering ‘¢l¢’ as a cognate or an abridged form of the word “pelépele” which also
denotes ‘gentility’; the second “¢l¢” means ‘a lady’ (from shared knowledge) and ‘lady’s
genitalia’ (from authorial viewpoint). The recurrence or repetition of the word “¢le¢” in
words like “¢l¢ and Osi¢lé” generates pun in the text. The prevalence of half open vowel
/¢/ in the text especially in the first two “¢l¢” establishes the relationship between the
delicacy or fragility of the second “¢l¢” (lady or lady’s genitalia’) and the carefulness
denoted by the first “el¢”. In other words, a lady’s life is fragile and delicate; therefore
they should be very careful. Or from the said authorial viewpoint, lady’s genitalia is
fragile, the owner (lady) should be careful and mindful of the way she uses it. Osi¢l¢ is
seen as the setting of the poem where one can say that the poet gathered the experience
that born the poem. This is a perfect example of sexual-Innuendo where the real
messages are concealed through language.

As Alexieva (1997; 139-140) observes, humans seem to have a strong wish to
create a humorous effect when communicating with others and this is the motivation
behind pun. At the same time, they like to test their own and the audiences skills of
making analogies. If the audience is able to catch the intended meaning and share in the

humorous effect then, this may cause a strong feeling of solidarity between the speaker
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(author) and the audience. But if the audience fails to grasp the intended meaning the
speaker may get some feeling of power and superiority over him as in Yoruba riddles
where the encoder asks his audience to say:

“kun-un-un”.
After which he (the encoder) says

“Mo fi re o loju, mo fi re o lenu ati gbogbo ara”.

I rob it on your face, I rob it on your mouth and your body all over
and then tells his audience the meaning of the riddle.

In other words, pun requires the manipulation of language (in particular the sound
and meaning of word) with intent to amuse. Base on this, it is quite clear that humourous
pun was designated primarily to create laughter and provide amusement. In this sense,
the term “malapropism” refers to the misuse of similar sounding words, especially with
humorous results; it can therefore be seen as a means of punning. Several examples
abound in a popular Yoruba drama in home video entitled Jenifer, let us consider one of

such examples:

Jenifer: B¢ ¢ ba ti insure mi pé ko nii séwu

Jenifer: If you insure me there won’t be problem
Instead of saying

B¢ ¢ ba ti assure mi pé ko nii séwu

If you assure me there won’t be problem.
The above malapropism is deliberately used in the text for two reasons; one, to portray
the public notion on studying Yoruba Education as a course in university. It is the belief
of some people that whoever studies Yoruba as a course cannot be fluent, mellifluous or
grandiloquent in speaking English. Ignorantly, some people see it as a waste of time;
forgetting a Yoruba proverbial saying that “eni t6 ni Owl 0 téru, iwon tonitohun y6o fi
tanna 16 mu” (whoever say cotton wool is not a heavy load, may be the person only takes
the quantity he or she needs). Yoruba is a course that opens various opportunies for
gainful employment. Secondly the character mispronounces the word assure as insure to
achieve comic effect, that is, creation of atmosphere of laughter among her audience.

To sum it up, at the heart of literary creation is the intention to device patterns of
language which will bestow upon the linguistic items concerned those values which will
convey the individual writer’s vision. All that one can say here, as evident from all the
analyses made here, is that the use of reduplicative formations is part of the Yoruba

writer’s repertoire. They can hardly do away with it when writing any literary piece. This
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confirms the fact that repetition is one of the most commonly used tropes in literary

writing.

4.3.3 Phonological structure of tongue twisters as a Yoruba pun type

Tongue twister is a sentence or phrase that is designed to be difficult to articulate
clearly and properly, especially rapidly because of special patterning of consonant
sounds. It can be used as a spoken word game, but it is meant to improve pronunciation
and fluency. It is another means of generating pun in Yoruba. Some consonant sounds
require carefulness and patience before they can be successfully and correctly
pronounced. If there is recurrence of such sounds with a particular vowel in a text, such
text becomes tongue twister that can hardly be pronounced in a hurry or repeated in
quick succession. So, tongue twister requires patience to have correct articulation and

production. The noticeable differences between pun and tongue twister include:

a. The phonological texture of pun is lighter, while tongue twister is phonologically
heavier in texture than pun.

b. Unlike pun, tongue twister exhibits a closer phonological patterning that makes it
difficult to recite or say without being very conscious and careful to avoid

mistakes.

Let us consider the following example of children play that showcases tongue twister as

it occurs in a film entitled Agogo Eéwo, a Mainframe production.

O pobo gbobo bogbé The one who killed monkey and hid it in the
forest

O firu obo bobo lénu Who also hid the monkey’s tail in its mouth

B0 0 ba téte gbobo bogbé  If you fail to quickly hide the monkey in forest

Obo 6 gbé o bogbé The monkey will in turn hide you in the forest

(Is014 2010:106)
In the example above, there is condensation of labio-velar sound /gb/ together with bi-
labial sound /b/. The patterning of these sounds with their corresponding vowels makes
the pronunciation and the rendition of the entire text difficult. Hardly can the text be
rendered in quick succession without tong-twisting. The expression may look
incongruous but it is patterned and framed as such for the achievement of a purpose,
which is pun generation. This kind of wordplay is found among children and the essence
is to learn fluency or linguistic competence. Particular attention is paid to some of the

Yoruba plosive consonantal sounds to make the pronunciation difficult for children. This
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notwithstanding, the aesthetic and social significance of the lullaby surpasses its
meaning. The text exhibits both internal and end rhyme which makes the entire text
rhythmical. Yoruba tongue twisters are thus created to make children sharp in their
speech. Another example is found in another children’s play where we have
concentration of lateral sound /I/ together with rolant sound /1/:

Alira n 16raa réla Alira is cutting okra slowly

Hardly can the text be rendered in quick succession for five to ten times without tong-
twisting. It is also found among children and the essence is still to learn fluency or
linguistic competence.

Also in the following commonly rendered tongue twister by children

Mo padaba l1aba baba alaba I killed done in another man’s farm
N 0 fun baba alaba ladaba je I did not give the man dove (part) to eat

The above text is also an expression that can hardly be rendered in quick succession for
five to ten times without fumbling or tong-twisting. The text puns on syllables “da”, “ba”
and “1a” in the lexemes ‘adaba’ (dove), ‘aba’ hamlet, and the noun phrase “baba alaba”
(hamlet owner) to achieve internal rhyme and cohesion. It is also common among

children and the essence is still to learn fluency or linguistic competence.

4.3.4 Tonemic pun in Yoruba literary discourses
Yoruba being a tonal language has ways of generating pun through manipulation
of tone marks available in the language to diversify meanings of a word, even if the

formal physical features of the word are the same.

4.3.4.1 Variation of tone on the same lexical item in Yoruba literary discourse
This pun consists of a variation of tone on the same lexical item without a

corresponding change of meaning. The stylistic effect is always phono-aesthetics. For
example, in Qyeka Méji, we have the lines

... O mu owo epo,

O fi to mi léekeée mi otan itgrorg itororo

O mu ow9 epo,

O fi to mi léekee mi osi itororo itororo

(Abimbola, 2006:32)
She used her oily hand
To touch my right cheek softly softly

She used her oily hand
To touch my left cheek softly softly
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The word ‘itororo’ is morphologically copied in line two to have ‘itorord itorord’. The
same word is reduplicated in line four with tonal variation to have ‘itoror itororo’. The
combination of the two within the text generate pun that exhibits phono-aesthetic and
onomatopoeic idiophones. Ordinarily, these words have no direct meaning in isolation.
But within the string, their distributions in the text, they are assigned the grammatical
role of adverbials, expressing the manner in which the character’s cheeks are being
touched. So, they have certain semantic import though their semantic value is traceable
to the verbal elements they modified. We can conveniently say that rather than being

lexical words, they are grammatical words. Also in the same Qyeki Méji, we have these

lines
Ohun burtikil a maa ja lohun buraku. Bad things will fall on bad things.
Ohun buruku a si ja lohun buruku. Bad things will also fall on bad
things.

(Abimbola, 2006:32)

The word ‘burakd’ is reduplicated in line one of the above text; while its non-existent
variant with tonal deviation is also reduplicated in line two. The tonal deviation on the
word “buruka” (bad) gives the non-existent form “buruku” the meaning it has in the
context. They both mean ‘bad’ in the text. Aside being tonemic pun, the word buruku
itself, though not conventionally acceptable in the standard Yoruba language, it has
certain semantic value. In the text, considering the fact that low tone sometimes connotes
or is associated with heaviness or bigness- as in the adverbials gbangba, gagara, banba-
one can say “buruku’” connotes higher level of seriousness than “buraka”. If “buruku” is
a bit bearable or reversible, “buruku” should be unbearable or irreversible. This pun is a
phono-aesthetic ideophone functioning as qualifiers. This means that “buruki and
burnku” qualify ‘Ohun’ in the text. Repetition here relates with tonal counterpoint to

generate pun which expands the literary meaning of the word “buriki” as explained in

this paragraph.
In alg apamo (Yoruba riddles), we have the following introductory expressions
Akuko baba mi kan laélaé
Akuko baba mi kan laélaé

An ancient cock of my father
An ancient cock of my father

The prepositional phrase ‘laye’ (ni + ayé) is reduplicated to have “la¢laé”, which is

further reduplicated with tonal variation as “laclae” this interaction between repatition
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and the pun generated gave rise to the tonal counterpoint that heightens the poetic beauty
of the text through auditory pleasure. The word ‘laéla¢’ is meaningful in Yoruba
language while its non-existent variant with tonal deviation ‘laclae’ is repeated in line
two. The word “la¢laé” gives the non-existent form “laelae” the meaning it has in the
context. They both mean ‘ancient time’ in the text. Outside the context of this text, the
word laelae itself has no conventional acceptance in the standard Yoruba. The pun
achieved through this tonal deviation is for poetic and semantic purposes. If “laélaé” is
rememberable, “lacla¢” is far too remote to be remembered. Again, in Adéléke (1997:40)

we have the following lines

Awon agba kan agba kan Some respectable elders
L6 menu 1010 o jare Initiated the talk
Won lagba o si They said elder are not in town
ila se bée 6 bajé The town got spoilt
5 Baalé ilé ku, ilé se bée¢ 6 dahoro Family head died, the house became empty

(Adéléke 1997:40)
The first line is exhibits tonal deviation on the noun phrase ‘agba kan’ and ‘agba kan’.
The numeral ‘kan’ that qualifies ‘agba’ is repeated with tonal deviation ‘kan’. ‘kan’ with
mid-tone is meaningful in the context but ‘kan’ with low tone, despite being meaningful
in isolation, has different semantic value within the context of this text. So, the tonal
deviation is functional. ‘Agba kan’ is generic in the context of use because it can refer to
any elder (agba’) among many elders; while ‘agba kan’ refers to a particular elder (agba)

among many elders. So, its use has both phono-aesthetics interpretive value. Again, in

D4 toro da toro, da toro Contribute, contribute contribute
Agba ti 0 da toro Elderly person that does not contribute
Omi-gbe ni 0 je Would have his soup without meat

The verb phrase “Da toro” (contribute two and half kobo) is repeated thrice with tonal
variation up and down, that is, with high tones and low tones. “Da tor¢ (with high tone
marks) “is meaningful in Yoruba language while “da toro” is non-existent. If any
meaning is to be ascribed to it in the above text, it is the phrase “da tor¢” (the existent
form) that would assign meaning to it. In the context, the phrase ‘da tor¢’ (with low tone
marks) itself has no conventional acceptance. The rising and falling of tone marks is for

phonoaesthetic.
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4.3.5.1 Phonological pun

Lederer (1981) defined punning as the trick of expressing two or more ideas
within a single word or expression. This refers to polysemic word which is capable of
having more than one meaning in a text. He added that punning challenges us to apply
the greatest possible pressure per square syllable of language. He observed that the
simplest pun is based on the use of a single sound which generates another different
meaning(s). For example, a Hausa man wanted to buy jewelries from a Yoruba woman.
In his bid to ascertain the quality of the jewelries, he looked at it and made a Yoruba
proverb saying:

Ojt awa ni awa fi i gba gbe

It is with our eyes that we collect soup
The normal Yoruba proverb is:

Ojt awo ni awo fi fi gba obe.

It is with upper surface that a plate collects soup
The Hausa man used open vowel /a/ instead of half-closed vowel /o/. So, the word “awo”
is becomes ‘awa‘, which resulted in phonological pun. It is phonological because the
concerned elements are sound segments, one replacing the other. The use of “awa” (a
Yoruba pronominal) instead of “awo” (a noun: name of an object) is a true reflection of a
typical Hausa man’s tongue. So, this phonological deviation stimulates the audience
interest in the expression. Because the Yoruba pronominals have certain features that are
identical with those of noun (especially that of transposition for topicalisation or
emphasis as the case is here) makes the said pronominal (awa) to be grammatically fit in
the context.

But on the other hand, there is need to follow the rule of concord, that is,
agreement between the subject and its object; subject and verb, verb and object, and so
on. In the text above, the subject does not agree with the object because the nominal
group “ojt awa” which refers to first person plural subject cannot accept “obe” as its
object when the verb “gba” is used. The above subject and object can only come together
if the verb “ri” or “wo” is used to have “oju awa ni awa fi ri/wo obg¢”. So, in the above
text, there is disagreement between the subject and predicate, therefore there is no
cohesion. The intrinsic literary and semantic significance of the choice of “awa” in place
of “awo” is that an average Hausa man, especially those dealing in jewelries, like to

confirm and ascertain the qualities of whatever jewelries they want to buy. The question
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now is, “Can we now say it is wrong for him to use “awa” instead of “awo”? No, but a
Yoruba native speaker would not hesitate to burst into laughter at hearing this. In this
context, the violation of collocational rule here plays significant role.

The stylistic relevance in it is that of humour and the semantic import is that of
authentication. The choice of phoneme /a/ instead of /o/ in ‘awo’ is a mark of
phonological difference between Yoruba and Hausa speakers. One significant thing to
note here is the fact that it is not uncommon to see the learner of a second language
transferring the sounds of his own mother tongue (or their nearest equivalents) and the
stress and intonation system of the language into the language which he is learning. At
times, they may even choose similar lexical items from their mother tongue to replace
items in the language they are learning. This may arise as a result of economy of effort.
This accounts for the reason why most non-native speakers of Yorubd speak it with a
different accent. The phonological deviation in the text is significant in the sense that it
portrays the speaker as a non-native speaker of Yoruba language.

Other examples are found in Oyéka Méji where we have the following lines

fwo 0 ye you did not shift
Emi 6 yé neither did [
Oye sése 1 134 bo 16ke the dawn (Qye) is just emerging
Nwon se bojumo ni i mo they thought it was daylight
5 A dia fEji Oye Ifa divination was performed for Eji Oyé
Ti 6 toju orun la wayé bi ober¢ke  that would descend from heaven
Njé ow6 16 ba Aiwti mi 6 if it is money I desire
Mo wi I say
Eji Oye Eji Oye
10 Ifa ni 6 yere témi fémi Ifa says you should usher in my fortunes
(Abimbola 2006:27)

The syllable ‘y¢’ in ‘Oy¢k’ is played upon in the text. it is a pointer to the name the
name of Odu ‘Oyeka M¢éji” itself. The word ‘Qye’ introduces the dawn of new day. It
brings light at the dawn of every new day. Hence, the Yoruba expressions “ojumo mo
Qyé 1a peregede” (it is a new dawn, the day has broken completely). The word ‘y¢’
which is a verb originally means shift; but in this text, it is ascribed double meanings:
shift in “Iwo 6 yé, Emi 6 y¢” and bring in “Ifd ni 6 yere témi fémi”. Yere is a verb phrase
“ye + ire” (bring fortune). The stylistic effect of this shift in meaning is to generate pun
(to give the word ye a polysemic status). Not only these, the recurrence of the noun ‘Qy¢’
and the verb ‘y¢’ contribute to internal cohesion in the text. Apart from pun, there is

repetition of lexical items ‘Qy¢’ and ‘y¢’; and the part “Mo wi, Eji Oy¢, Ifa ni 6 yere
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témi fémi” is repeated as refrain. This particular repetition allows for the reciter to list or

itemize his wishes in the text; such wishes include owo, aya, ilé, and other things. The

arrangement of these items is according to the scale of preference. One needs money to

get stable (self reliant), after which he can think of marrying a wife. Again, while

courting, one would think of getting an abode to provide shelter for the prospective

family. The semantic value is that of prayer.

In Adéleké’s Saago n Bugo, there are several homophonic puns. Let us consider

the following lines from the poem

10

15

20

Ole gbé e

Ole gba a

Tandinin jo

Taa nid mojo o jo

Tandi b¢jo tan

Gbogbo re wa ri Tandi Tandi
Alagbada 16 fagbada kagbada
Agbada yi dande

Agbada danu

iba se pdlaghddd pagbddd mora
Agbada iba ti takiti

Firifiri laldgbada 1 jupa agbada

Lapa alagbada ba i kagbada

thief stole it

he was counter-robbed

Tandi was dancing

we said he did not dance well

Tandi got to the dancing floor

everything became spoilt Tandi Tandi
Alagbada got his hooked by pot

the pot tumbled

and fell down

if the wearer had packed the garment well
the pot would not have fallen off

Alagbada was continuously flowing the
garment sleaves

that is how the sleave got hooked by the pot

Alagbada gbagbé pagbai i se langba Alagbada forgot that he should be extra

Langba langba lagba aldgbada i se
Ni won fi fagba kuuru maldgbada

Agbé alagbada kéki alagbad
O foru boju b gbangba

Oro aldghdadd wé di idagbandagba

Aldgbad ni t dagba falaghada

Owo alagba alagbad lagbara wa. ..

In lines three to six,

5

Tandi ni 11 jo

Taa nid mgjo o jo

Tandi béjo tan

Gbogbo re wa ri Tandi Tandi

careful
he was behaving carelessly
and was whisked away with gun
Alagbada feared the gun handler
he quickly abdicated for the gun handler
Alagbada’s case became once in a while
gun handler is the one determining time for
Alagbada
the power is in the hand of the head of gun
handlers...

(Adéléke 1997:6)

Tandi was dancing

we said he did not dance well

Tandi got to the dancing floor
everything became spoilt Tandi Tandi

the word ‘tandi’ is played with, with tone variations. Thus we have ‘fandi’, ‘tandi’ and

‘tandi tandi’. The semantic value of the expression in the lines is that we say someone

was bad, and we removed him. The new person put in place is even worse.
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The entire poem expresses the political situations in Nigeria, where we have
incessant transition from civilian rule to military rule and vice versa. Some words were
chosen for certain effects. Such words are the puns used to estrange or de-familiarize the
entire scenario, so as to wrap the bitter truth with honey. The chosen words are symbolic.
Alagbada symbolizes civilian rulers; agbada symbolizes the reins of power; while
alagbaa symbolizes the military rulers. The word langba connotes the carefree attitudes
and selfishness of the democratically elected people in government; agba connotes gun.
These words are punned upon at one point or the other in the text. The semantic import
of the poem is that when the civilians get intoxicated by power, they become another
person entirely, mindless of the welfare of the electorates that vote them into power.
They become egocentric, carefree, inaccessible and unreliable. They do things their own
ways and forget about masses. When these happen, the military deems it fit coming to
power, accusing the civilian rulers of poor governance, carelessness, intimidations,

shutting their subjects up through thugs and hooligans among others. Hence, the

expressions:

Sebi ¢sun nla lalagbaa fi kan alagbada the military charged the civilians
with great allegations

Palagbada 6 molé to that they cannot put house in order s

Palagbada o molu se that civilians don’t know how to rule

Palagbada n fi jandukua dala ra that they trouble society with thugs

Palagbada n seru bonilé that the intimidate both indigenes

Won 1 seru balejo and the non-indigenes alike

Won 0 jé ki mujumuwa fedo 1éri orénro they do not allow their subjects to
rest

(Adéléke 1997:7)

When the military too gets there, what do we see? No difference. Their own system of
governance is even worse; they are the tandi that got to the dancing floor that turned the
dance to tandi tandi. They squander money anyhow, they launder money. They like
showing off, they allot money to just and unjust projects, no concern for the subjects, to

mention but a few. The following lines in the poem justify these:

O le mara ilé it was tough for people in the town

O le mara oko so it was for those in the villages

Ko dérun féni wa 100dg. .. it was not easy for even people inside house
Alagbaa n bana owo bo ti fé soldiers were squandering money anyhow
Alagbaa i fajé sofo laiweyin wo...  wasting resources without looking back

Ibi t6 to legitimate projects

Ibiti 0 to and illegitimate projects

Gbogbo ibe lalagbaa ti n powd on both, the soldiers were squandering money
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n poopo. .. unjustly
Asé kéése kéése n tayé alagbada people did not realized that Alagbddd’s regime
was more preffered
11 6 mo pé kasakasa ni talagbaa until the soldiers came with heavy ladens
(Adéléke 1997:7)

The above lines point to the tyrannical situations during the military era in Nigeria. T
blamed the civilians for their misdeeds because he is the opinion that they are the ones
that supposed to govern well. Soldiers are for defence. But whenever they misbehave,
the soldiers would have no choice than to turple their government and take over. This
poem can be likened to Orlando Owoh’s album entitled “Ewo Léwo” where he compared

all our rulers since independence to Babangida’s era. His submission is that the Messiah

has not come.

4.3.5.2 Syllabic pun
This is still an aspect of phonological stylistics. It refers to play on a word part(s),
especially the syllables. Let us consider the following lines in Faléti’s Adébimpé

Oj ¢dokun, lines one hundred and ten to line one hundred and twelve.

O ni oka t6 ba rh be 10na k6 maa ka any venom on the road should start
coiling

Eré t6 ba m be 1ona ko téte reé any python on the road should leave
immediately

Ejo kékeké to ba m be 1ona ko ma 1¢ yanu  all small snakes on the road should not
open their mouth

The text is incantations and there are puns in the first two lines. Line one puns with
syllable ‘k4’ in the word ‘oka’ (viper) and the verb ‘ka’ (to coil), while the second line
puns with the syllable ‘r¢’ in ‘Eré’ (python). The stylistic relevance of these puns is that
they bring about coherence in each of the two lines where they occur. The choice of the
verb whose syllable appears in the subject noun is to establish semantic tie between the
subject noun and the verb; hence “oka... ka” and “eré... r&” in the incantatory lines
above. This is one of the means of ensuring and ascertaining magical potency in Yoruba
0fo. The essence of this incantation in the text is to disharm every other beast that might
be around, so that he (Adébimpé) can be able to concentrate on the tiger he intends to
fight. The stylistic relevance of the puns is coherence as earlier said while their semantic
import is incantation. The linguistic relevance of the puns is the establishment of
semantic tie between each subject and its verb.

Again in the following Yoruba owe,
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Toka yoka t6 fi n ka Viper knows why it coils

Tofafa yofafa to fi n faya fa Ofafa understands why it climbs with chest
Here, we have mono-syllabic pun. There is a play on syllable “ka” in the first line, a
syllable common to both the noun “gk4” (venom) and the verb “ka”, thus establishing a
kind of semantic tie between the noun “oka” and the verb “ka”. this semantic tie is
upheld because when the snake is found, it always plant its tail inside ground and roll
(k&) itself on it to hide from being tampered with, as it is assumed to be the most
dangerous part of its body. In this sense, ‘okd’ is seen as a derivative of the root
morpheme ‘ka’. Also in the second line, syllable “fa”, which is common to the noun
“ofafa”, the prepositional phrase ‘faya’ (a contraction of ‘fi + aya’) and the verb “fa” is
played upon. The resultant effect of this pun is the creation of false semantic association
among the three components mentioned above, that is, the noun (¢fafa), prepositional
phrase (faya) and the verb (fa) in the sentence. The association is regarded as being false
because there is no link between the syllable ‘fa’ and ‘ofafa’, neither is there any link
between the said syllable and the phrase ‘faya’. The stylistic import of this is
maintenance of internal rhyme in each of the two lines, and achievement of cohesion
between the two lines which coincidentally are parallel statements that showcase lexical
matching and tonal counterpoint. The communicative value is that there is a reason
behind every action. Again let us consider the excerpt below which is adapted from
(Adéléke , 1997:45)

N 0 nii gbagbe Lawal ti kii 1a lasan

Bi ko 1a siyan yo6 1a s¢ko

K6 ma la si baredi lasiko yii

Ologln naira r¢ 0 yooyan

(Adéléke , 1997:45)

I would not forget Lawal that does not split for nothing

If he does not split for pounded yam, it would be for pap

He should not split for bread this period

The twenty naira worth of it would not satisfy one
This is another example of syllabic noun. The first syllable ‘la’ in ‘Lawal’ is played upon
and it serves as the ostensive stimulus in the text. The same syllable ‘1a’ is used to
generate series of verb phrases like ‘la siyan, la séko and la si burédi; and these
formations generate humours in the text. The communicative intention of the expression

is that of homage and appreciation as inferred from the entire text, though in a

humourous way.
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Again, in Ika Meji we have the following syllabic Pun

Kawd fin mi raise hands for me
Ki n kdsé fun ¢ and I will raise leg for you
Akaw nii paar¢ orun, éékan; it is weavers that change orun, anchors
Kal¢ kadkaakaa spread all over the ground
5 Iyé lakdagbon mother is akdagbon
Baba lakdagun the father is akdagun
Aburd won lakdakaagbasa the younger brother is akaakaagbasa
Egbon won lakdakadkiwd the elder brother is akdakadakdawo

(Abimbola, 2006:116)

Syllable ‘ka’ is played upon in the above text. It appears in all the lines in the text. In the
first two lines, it is metaphorically used as “Kdw¢ fin mi, ki n kds¢ fin ¢”” which means
respect begets respect (respect me and I respect you), because respect, they say, is
reciprocal. As young respects the elder, the elder too reciprocates and vice versa. This
justifies the proverb that say “ow¢ omodé o to pepe, tagbalagba 0 wo kéréngbe. Is¢ ewe
bagba, kagba 6 ma se ko mo, gbogbo wa la jo nis¢ a n bera wa” (child’s hand cannot
reach shelf, that of elders cannot enter gourds. If a child needs elders’ help, they should
not refuse or deny him, because we all need each other’s help). This shows that no man
can be an island. In “é¢kan kal¢ kaakaakaa”, there is imagery as it appeals to our sense of
sight where various ‘é¢kan’ (spindles) are seeing in cloth weaver’s shops. The stylistic
effect is pun, while its semantic import is its being a pointer to Odu Ika Méji. Also in odu

Obara, we have the following syllabic pun

Orﬁnmil;‘i waa mu isu, On’mmilé then took isz magic power

O fi 12 won 16ja he used it on them so that they cannot see
O m okinkin he took darkness

O fi kin won 16ju biribiri he use it to blindfold them completely
L6ju odun méje for seven years

Qdun méje naa 1é osu méje the seven years exceeded by seven months
Osu méje naa 1€ 9jo méje the seven months exceeded by seven days
0jo méje naa 1€ 9jo meta the seven days exceeded by three days
Qj0 meta naa 1é 9jo arcfurefu-ale  the three days exceeded by small hours
Won ni “ééeeéac” they said “céecéae”

Bomo 0 ba mobi ti f ré if a child does not know where he is going
Omo a si maa mobi to ti wa he should know where he is coming from

(Abimbola 2014:31)

In lines one to four, there is play on syllable ‘si’ and ‘kun’ in the words ‘isi and
okunkun’. The essence of repeating the syllable ‘s’ is to establish semantic tie between
the noun ‘ist’ and the verb ‘si’. The same applies to ‘Okunkun’ and the verb ‘kun’. The
stylistic effect is pun, and the linguistic import is cohesion. In lines five to seven, there is

repetition of the word ‘méje’ twice in each of the three lines. In line eight, it appears
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once. These repetitions express the severity of the punishment melted to the disobedient
babalawo. This repetition is a form of pilling and association through which fullness of
information can be achieved by compiling one detail or idea to another so that the whole
information builds up to a climax. In this case, it is decrescendo as it is from the biggest
to the smallest (‘odiin’ year == ‘osui’ month ==» ‘0j¢’ day). In the simplest form, pilling
or linking can take the form of the last detail on one line of information becoming the
first detail in the next line. The repetition exhibits both internal and end rhymes. There is
coherence in each of the lines and the three lines (lines five to seven) have their end
rhyming scheme as a,a,a; this means that the three lines end with the same sound. In this
case, it is even the same words, not ordinary similar sound. Similarly, the word ‘méta’ is
repeated in lines eight and nine. Again, in Line seventy-nine to eighty of Faléti’s poem,

Sasore, there occurs the syllabic pun below

Q ti 16wo téle ri, ko ni mo he once had money but he has no more
Otilolari,olatilaa he had wealth before but the wealth had
consumed him
The second line in the above lines exhibits syllabic pun with the syllable ‘la> which
occurs in the words ‘9la’ (noun) and ‘14 (verb). The second part of line two is
metaphorical; describing Sasoré’s situation as somebody whom riches has dealt with.
The stylistic relevance is that of cohesion and aesthetics as the last syllable in the two
lines counterpoint tonally on high tone versus mid tone in lines one and two above
respectively. Apart from this, the two lines are semantically related, so, they can also be

seen as semantic repetition.

4.3.6 Morphological Pun

To Crystal (2004:408), Morphological pun results from the manipulation of the
elements of word structure, such as affixes, or dividing words in unusual places. In line
with this, we shall examine Yoruba morphological pun from two different angles, firstly
from the perspective of word, phrase or sentence manipulation; and secondly from the

perspective of ena code

4.3.6.1 Word, phrase and sentence manipulation (parsing/etimological
derivations)
This refers to the manipulation of meanings at the lexical or word level. For

example, the word ‘Sokoto’ is the name of a State and a city here in Nigeria. The name is
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played upon to become an interrogative sentence by breaking smaller morphological
units “Sé oko t6?”” (Are the penis enough?) This occurred in a bus going to S6ko6td from
Osogbo. The bus carried passengers going to Brini-Gwari in Kaduna State and Funtua in
Katsina State when Sokotod passengers could not fill the bus. People alighted from the
bus at Brini-Gwari and Funtua. The bus conductor, in a bid to get the vacant seat filled
up with passengers started shouting “Sokoto, Sokoto, S6kotd”. A Yoruba woman in the
bus jocularly shouted in response saying:

“Oko 0 tii to o, tori ko tii kan mi”  penis are not yet enough, because it has not

reached me

All the Yoruba native speakers in the bus just bursted into laughter before they
started translating the scenario to the non-native speakers of Yoruba language, who
themselves could not resist the laughter that ensued. So the three syllable word ‘Sokoto’
is creatively coined into three lexemes that form the interrogative sentence “Sé oko t6?”.
It is elision and contraction that makes the interrogative marker “se” and the noun “oko”
which would have been written “sé oko” to become “soko” then followed by the verb
“t6”. Thus the name ‘S6kotd’ becomes interrogative sentence. This is made possible as a
result of the homophonic congruity between the name ‘Sokoto’ and the contracted
interrogative sentence, “Soko to?”

Another example is found in the Yoruba name “Adekanmbi”. The name is always
given to one with special birth the meaning is that “God gave me special birth”. The
word special is marked with italics because what marks the specialty depends on the
family and it is only known by the parents. This same name is played upon by turning it
to question. “Ade kan mi bi?”. This is why some jesters say “Adekanmbi” is not a name
but a question. They further mock names like English name “Augustine” and the Igbo
name “Qpéraji” by saying “Eniyan t6 go 6 nii jé Augustine, eni t6 fi para ni Qparaji”

We have some names derived from verbs like ‘g0’ (lack wisdom, fool) and ‘para’
(rub body with cream). The verb ‘g0’ is likened to the second syllable of the English
name Augustine. The scenario now looks as if the verb ‘g0’ is prefixed and surfixed to
arrive at ‘Augustine. In the second line, the Yoruba verb phrase ‘para’ (from pa + ara) is
prefixed with bound morpheme O’ to give us ‘Opara’ or even surfixed to
become‘Qparaji’, whereas, the spellings from the language of origin are ‘Okpara’ and
‘Okwaraji’ respectively. The endeavour is not without a purpose. It is meant for punning,
with a view to generating laughter. Another example is

Mo ki Madaamau ti won f pé ni Maddaamu
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Ki n t6 s¢ tidaamu nla toti amuju n koba ni
(Olatéju, 1989:46)

I greet restless woman called madam

Before I speak on the problem bestowed on people by too

much of drinking
The loaned word “Madaamu” is morphologically played upon here. The English word
Madam is a noun, and a single morpheme. It is artistically broken into a Yoruba verb
phrase “mda daamu” (continue struggling) which is compressed in the text as
“maadaamu” (just as “Adé ye émi” that becomes ‘Adéyemi’ through elision and
contraction). The intention is to generate more meanings for punning purpose. One
would wonder why Madam is being referred to as “mda daamu” (be struggling) when a
Madam is a woman of honour and respect; a woman of high caliber with high taste in
terms of dresses, jewelries and make-ups; a woman that is above ordinary woman in
terms of riches and affluence; a woman with elegant appearance. For a woman to meet
up with these qualities, it requires a lot of efforts to get all the condiments and materials
that would make her look madamic put in place. So, we cannot say that the poet is wrong
to pronounce the word ‘Madam’ as “mda daamu” because she would be toiling day and
night day-in-day-out to maintain or retain her status and standard as a madam. “Idaamu”
in the last line connotes the much efforts, extravagance and the evils that accompany too
much of social life. Thus, morpheme “daamu” that pervades round the three words “mda
daamu, Madaami: and Idaamii” serves as the source of the pun generated in the text. The
stylistic significance is that of phonoaesthetics (auditory pleasure), generated through
phonological similarity of the morpheme ‘daamu’ that pervades round the three key
words in the text. The pragmatic value is that of vanity of life.
Another example of morphological pun derived through parsing is found in Adéléke

(1997:21) where the following excerpts were extracted for analyses

014 nii ti ni it is wealth that pushes one
Kii se aasiki iwé not the glory of education
Ola le bale wa wealth may be bestowed on us
Kola maa ya so much that
5. Kéla maa ro sisi it is overflowing
Ola ohuin ya lasan ni it is just flowing for nothing
Ko kuku yaa bu mu it is easily drinkable
Bi ola ola omo Monmodii like the affluence of Monmodui's son

Won ni bédaa o segun nini im¢  they say if one has not conquered in knowledge
10. Ko 1€ joba ola, débi yoo sanjo  he cannot govern wealth, much less of
benefiting from it
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Ola ola té lawo, 16 le sa nibi gla  riches of open-handed ones, is the one that
can pick more from reservoir of wealth

Ti yoo fi gaari eni such that it would satisfy one

Bo¢la ba ko yoyo tan by the time the wealth booms

Ola le bu hari, ko fi se fuja 16ja ode it can get intoxicated and show off among
people

15. Olato si kowosi, niii fi gbésé yoyi a respectable wealth is the one that doesn’t owe
Odddd ola ni férin lo layipo it is insufficient wealth that fake people with
smile
Igi ibda da, kin 16 kan ariwo ola even if tree breaks, what concerns ‘ariwo ¢la’
Sebi igi to lgkan nii 1éwé 16ri it is the tree that has root that possesses leaves

Eyi ti ko lékan a si r¢ danu whichever is without roots withers away

20. Kin ni ita t’gla o 1¢ figi t6 da se what is it that riches cannot do with broken tree
Ola le figi sanni 1611 riches can hit us with stick on the head
Ko sori opije domole he can turn masses head to omele drum
Eléduwa nikan 16 le diya ti i je it is only God that can deliver and compensate
Tantolorun Tantolorun (a befeiting name for the masses)

(Adéléke 1997:21)
Adéléke’s preoccupation is to pun with the names of the Nigeria’s former
presidents; starting from Nnamdi Azikwe to Sanni Abacha and Diya’s regime. He
artistically ex-rayed the personality of each of the leaders mentioned. The poet played on
the names. He did this through four major means: 1. through parsing and retention with
changes in grammatical role; 2. through parsing into syllables and re-distribution within
the line(s); and 3. Use of cognate; and 4. Retention of form but with new roles. The

concerned elements are italicized in the text. Those that fall in the first category are

aasiki iwé (noun phrase) Azikwe
bu hari (verb phrase) Buhari
ba lé wa (verb phrase) Balewa
ro sisi (verb phrase) Ironsi

The names are parsed into diffeent morphemes and assigned different grammatical roles.
The parsed elements still stay together, in other words, they are juxtaposed. Those that
fall under the second category include
kuku (preverb) yda (verb) bu (verb) Yakubu
Igi (noun) ibaa (preverb) da (verb) Babangida
Sebi igi (NP) 6 (subordinating conjunction+pronoun) lekan (verb phrase) Son¢kan
Segun (verb phrase) joba (verb phrase) sanjo (verb phrase) Qbdasanjo
16 le sa (verb) nibi ola Ti yoo fi gaari (verb) eni Sagari

These names are parsed into diffeent morphemes and each segment is assigned
different grammatical roles in different positions within the same line or different lines in

the text. The one under the third category is “Igi ibaa da, kin 16 kan ariwo ola” referring
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to Babangida, the nane in which the poet plays with syllables ‘bd’ and ‘dd’ in the
subordinate clause “Igi ibda da”, Babangida also bear the name Badamosi whose
cognate is Ariwo old. The poet’s preference for the cognate is by choice in order to add
another layer of meaning to the text, and to ensure tonal rhyme, within the line, with the
preceding clause “Igi ibda dda ’so that the two clauses within the same line end on high-
tone. Again, the choice of Ariwo ola is not perhappenstance as it also connotes that he
was less concerned about people’s clamouring on the way he squandered the nation’s
resourses, rather the clamouring was making him to be richer. This means as people were
shouting, he was busy enriching himself. He did not lose the focus of his desire. The

fourth and the last category include

Monmodu Murtala Muhammed
Sanni Sanni Abacha
Diva Oladiipo Diya

The names here retained their forms. Monmodu retains its physical form, grammatical
class and semantic value while Sanni, though looks like it retains its physical form has
tonal variation that changes its meaning and grammatical status to verb phrase (sén ni).
The description made through this punnig shed light on the significance of each regime.

In Adébayd Faléti’s Itan Ibadan, the following lines show the etymology of
names of quarters in the city of Ibadan

Ibi ti a gbé pé pé pé, ibe nidi Apé  where we lived for a very long time is Idi Apé
Ibi a gbédi si la pé 1Agodi where palmnut bunch is placed is Agodi
Ibi a gbé yéni sila npé IAyéyé  where we were honoured is Ayéyé
Ibi a gbé fina tu won ké 1a n pe where we scattered them with fire is
5. Naléndé Naléndé
Eru ta a ko nigba ogun Ogeédéngbé  the slave we had from Ogédéngbé war
Ibi a gbe pin ert naa té gbé dija where we share the booty and it caused chaos

Ib¢ ni won 1 pé ni Bodija it is where we called Bodija
Ibi a gbé kan ¢¢kan ija mole where we put spindles of war
10. Ni won s¢ ni Gbagi is where they called Gbagi
Ibadan gbagi molé 6 f béere ija Ibadan erected spindles and asked for war
Ni Moniya ni gbogbo wa ti pinya nijo un Moniya is where we all parted
Nigba ogun Ijayé during the Ijaye war
Ljo ti won th bo ogun Ijaye the day they were returning from Ijayé war
15. T6 won kola oun ola walé and they brought home riches and wealth
Ni Mokoladé la gbé ki won ni it is Mokoladé that they were saluted as
166gun ofe 166gun ofe
Eléta ni won ti n yita ogun fun wa  Eléta is where they make bullet for us
Ibi towo Tjésa bo si 10jo ti won i where an Ijésa, man lost his money while
s0somaalo forcefully collecting money
Ib¢ 1a 11 pé ni Labo is where we called Labo
20. Oduduwa oba akoko, Oduduwa the first king is the progenitor
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ohun lodu t6 dawa silée Yooba that founded us in Yorub4 land

The first line traces the etymology of the name Idi-Ap¢é in Ibadan, it is meant to be where
ibadan warriors settled for a very long time. The second line shows that Agodi is where
the city wall was in the ancient time. Where the people were given warm welcome was
given Ay¢y¢, Nalénde is where people were scattered by inferno. Where the sharing of
slaves (buties from Ijésa land) caused chaos is known as Bodija while Gbagi is where the
warlords anchor their horses with pegs. Moniya is where the warriors parted during Ijayé
war. When the warlords were returning from Ijayé war, Mokoladé is where they were
first saluted. Where bullets were being made for the warriors is known as El¢ta. The
place where an Ijésa man lost his money was named Labo (this is traceable to Ijésa
dialect “e6 mi 144 by lubeé”, meaning this is where my money fell down). All these
names are suggestive of their meanings, explaining the occurrence that brought each and
every one of them into being.

In (Isola 2008:87) Fabii, there is a story of how lion and Layoonu generate
controversy between Mr. Adu, a teacher, and Queen LayQoni because of the
homophonic relationship between lion and Layoonu. Mr. Adu has a dog whose name
was Lion, a name that is phonologically similar to the queen’s name Layoont. The
Queen thinks it is derogatore to use her own name to identify a mere dog. In Layoonu’s
bid to retaliate, she too bought a black dog and named it Add, the teacher’s name. So,
‘Adu’ and ‘Lion, became common sounds in the vicinity anytime they engaged in this
war of literacy versus illiteracy. One fact is that the teacher may nat even be bugged,
having being aware of the fact that any object in Yorubéd is commonly called ‘Adu’. The
knowledge of this coupled with his level of literacy may make the teacher look
indifferent to this retaliation strategy of the Queen. He may not feel offended like the
Queen who taught her own dignity was relegated by identifying a mere dog with her own
precious name. If the name ‘Qlayosina’ is not abridged, the conflict may not have arisen
because the homophony that generated the conflict may not have been possible

Again, in Is0la’s Fabu, (Isola 2008:94), there is a title called ‘Didodido dé’. In
line with Morphological Doubling Theory (MDT), ‘Did6dido’ is a derivative of the verb
phrase “di 0d6” (mend mortar) which is contracted through phonological process of
elision and contraction to arrive at ‘did6’. The compressed form is then reduplicated to
get ‘Didodido’. This is a derivation with ambiguity as it denotes double meanings which
are mortar mender and women fucker. This ambiguity causes chaos in the market where

the mortar mender is trying to attract people’s attention, through advertisement, by
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saying ‘Didodido dé’. The women in the market flee because the advertisement is taken
to mean ‘women fucker has come’. The women cannot be blamed for taking to their
heels because the context of situation, apart from the textual context quickly informs the
women that the man is a fucker. He does not carry any mortar that would have given the
women clue to what the man means by “Did6did6”. So, a man amidst of market women,
chorusing ‘Didédido dé’ would not be regarded as being normal without genuine proof
or information — a situation that occur thereafter when the man is summoned before the

king of the town for trial.

4.3.6.2 Ena (slang) as a Yoruba morphological pun type
Ena is a punny means of creating ambiguity in communication to shed off

unconcerned people that may be around during conversation. It is a kind of
communication means that is not understandable to non-initiate. It has formula for
deciphering or decoding the real message in the text. Below is an example of ena text
from Of lineage jingle on radio O-Y-O in the 1980s

Ege kaga agalege ongo

Egeémingi, igiyegeraguogokinngi

Ogomongo ogologofagamogojongo

Ogomongo agabigisugujogorigitkongo

Egemingi, igijagakagadigilogorogo ogofanga. ..
The above text is not meaningful to the non initiates. Only the initiates that understand
the formula for generating this means of communication can easily decode the meaning
of the text. The basic means of forming this kind of ena is syllabic compounding. By this
we mean the art of bastardizing each syllable in the text by adding velar consonant sound
/g/ and (plus) the vowel sound in the syllable to compound the initial syllable. This is
done to all the syllables the text, except in pause case where there is even insertion of
syllabic nasal /n/ before the velar sound /g/ to which the vowel sound of the syllable is
added. To decode the above text, one has to remove the added syllables to remain the

ones that supply the meaning and carry the message of the text. Thus we have:

E kaal¢ o Good evening all

Emi iyera okin It is me iyeru okin

Omo Qlofa mojo Child of Qlofa mojo

Omo abisujorako offspring of one who shares name with yam
Emi ijakadi lord Ofa... 1, mock—duelling—is—Ofa—festival
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As earlier said above, the excerpt is from Ofa lineage praise poem. The first line is
salutation, the second and third lines introduce the chanter’s identity (lineage) while the

remaining lines point to historical antecedents in Qf lineage praise poem.

4.3.7 Syntactic pun

In Yoruba language, this occurs at sentence level, especially in connected speech
(oral speech where lots of phonological processes take their tolls). It happens when a
sentence is such that can be parsed in more than one way. Due to homophonic
congruence between the intended meaning and the manipulated (punned) one, they are
treated as homonyms and semantic manipulation becomes possible. It is important to
note that despite the similarities in their production, they are not orthographically the
same. For example, let us consider the following utterance from a bus conductor calling
passengers into a bus going to Ado-Ekiti:

“Ado6 enikan, Ado enikan...” Adod, one person, Ado, one person
The utterance is homophonically balanced with the sentence

“A do enikan” We fucked someone.
Orthographically they are not the same. But in a connected speech, the mark of
difference would not be noticed. The same thing is applicable to the inscription on a
mummy-wagon lorry which was written thus:

“Aro la wa”

The inscription is not properly tone-marked, neither is it orthographically correct.
It was supposed to be written as “Aaro la wa”. (we are still in the morning, connotatively
it means we are in our youthful age). It is an abridged form of a Yoruba proverb that
says:

“Aaro la wa, Qba jé kalé san wa”.  We are still in the morning, may God

blesses our evening.

The expression means we are still youth, may God bless our old age. But as the text is
presented, it can be orally parsed as

Arolaawaa it is a lame that would drive it (the bus)
The parsed ssentence is dialectal belonging to the Ijésa and Ekiti regions of Yoruba
ethnography. Anybody thai is literate among the commuters who is conversant with the
the correct Yoruba orthography and tonality would not want to board the bus, because of
the adage that says “Ogun awit¢le kii paro tdo ba gbon” (to be fore warned is to be fore

armed); as it is conceived that since it has been clearly stated that the driver is a lame, if
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accident occurs, driver should not be held responsible. So, on a lighter mood, any bus
with this wrong orthographic inscription can hardly get passangers.

In Fabu, we still have the following line

Paul si gbé ibépe, alagba, ju kan si waa
Paul stole/carry pawpaw, ...elder, throw one to us
(Isola 2008)
The structural error resulting from the wrong parsing of the sentence, together with
orthographic, punctuational and tonal errors changed the entire structure and meaning of
the above text from its original structure and meaning. The real stricture of text with
correct orthography, punctuation and tone is:

Paulu si gbé ibé pé, Alagba Juu kan si wa, ti orako ré 11 jé Apollod

Paul lived there for a long time, there was a Jewish whose name was Apollo
Wrong merging of the words ibe and p¢ produced ‘ibépe’ (with tonal deviation), a word
that was never in the real text. Also, the wrong delineation of the sentence and poor tone
marks changed the meaning and make the entire text to be humourous. Ordinarily there
is nothing wrong with the text. Situation may warrant writing it the way it is written and
retain it3s meaning, but the knowledge of the original Biblical text makes the text to be
humourous. Again, the incidence took place in a church.

In Is0la (2008) Fabu, we have the title “FEdi fan JOni”. This title was derived
from “Fi Edi silé fan Joni” (leave Edi for Joni). The compressions which normally occur
in spontaneous speech coupled with the context of situation ascribed another meaning to
the above expression to mean “open laps for Joni”. The phrase “fi Edi” (leave Edi) which
after elision and contraction became ‘fEdi’ has the same derivative with “fe idi” (open
laps) which is also “fedi”. Therefore, since they are homophonic, ambiguity is generated.
What quickly comes to mind is that since the setting is a Girls’ College, and the girls
shouted that “A ¢ 1& fEdi silé fan Joni” when they were asked to leave Edi’s bus and
board Joni’s own, it means the girls have been having illicit affairs with Edi because their
unanimous refusal to board Joni’s bus shows they all prefer Edi to Joni. So, they did not
want Joni to take them to a far away place where they may even pass night. It is the
explanation in the entire passage that disambiguates the expression in the text, using the
construction “Awa ko 1¢ fi Edi silé fin Joni. The stylistic relevance of the patterning of

the phrase ‘fEdi’ is to create an atmosphere of humour. So, it is pun intended.
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4.3.8 Semantic pun
Semantic Puns of the first type may involve a single lexical item which in the

context is capable of being interpreted as another lexical item. In our previous example
from Faleti’s Basorun Gaa, the word ‘odi’ with the same spellings and tone marks was
used to mean two different things in the expressions “Oba lo, 6 fi wa stna odi” and “E jé
ki Majeogbé 6 maa bara orun s¢yin odi”. It is the compounding here “¢yin odi” that aids
facilitates the manipulation of the original meaning of ‘odi’ (boundary wall). Having
prefixed ‘odi’ with the word ‘eyin’, the derivation now gives a new meaning other than
the initial original meaning of the word ‘odi’, the meaning becomes (foreign land). We
deem it fit using the following example here again for morpho-semantic consideration. in
Fabii Is0la (2008), we have the expression:

Didodido déé

Didodido déé

Mortal mender has come

Mortal mender has come
(Isola 2008:94)

The word ‘Didodidé’ is a word formed through the morphological process of
reduplication. The verb phrase ‘di 0do’ is contracted through the phonological process of
elision and contraction to become ‘didd’. This contracted item dido’ is then reduplicated
to have ‘didodido’ (meaning mortal repairer). The derivation was misconstrued by the
audience to mean ‘mother-fucker’. If it were to mean ‘mother-fucker’, the base of the
reduplication would be the verb ‘do’ (engage in sexual affair). To arrive at ‘didodido’
would require double reduplication processes. Firstly, the word ‘do’ is partially
reduplicated to get ‘dido’ (K + i +base). K represents the initial consonant sound of the
base, i is constant, and the base is the verb on which reduplication is performed. The
derivation ‘dido’ is further reduplicated to derive ‘didodido’ which eventually becomes
polysemic as it ca mean (Mortal mender or Mother-fucker).
Another example in seen in Adéléké’s poem “Oluko Ede Osi¢le, O Digba”, we

have the following polysemic pun ‘saba’ in the expression

Akanji dapé 1owo Adédaa As¢da

Ani péyin saba 6 dobu

(Adéléke 1997:43)

Akanji gave thanks to God
That (his) eggs incubated and did not spoil

Here, we are confronted with polysemic word. The meaning of the word ‘saba’ is double

edged in the context. The first one the the original denotation of the word itself which is
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‘the period when hen rests on its eggs for twenty-one days, that is incubation period’; the
second meaning which is the connotative meaning in the text is “sabbathical leave”. The
meaning of the expression therefore means “Akanji thanks God for successful
completion of of his sabbathical leave”.
In this common Yoruba hip-up lyrics

Méji loyan

Okan loko
There is pun on two lexemes; they are ‘gyan’ and ‘okd’. If one hears the above
expression, one would consider the speaker to be vulgar. The reason is that Yoruba
people have respect for sexual organs. They do not just call them anyhow. Rather, they
euphemize. Literally, the expression may mean:

Méji ni gyan  the breasts are two
Qkan ni oké  penis is one

It can be argued that in the two words ‘gyan’ and ‘okd’, the syllables yan (select or
choose) and ko (to pack) are played upon. Thus the expression can mean:

Méji ni 6 yan you selected two
QOkan ni 6 k6 (but) you packed only one

It is the phonological processes of elision and contraction that normally take
place in connected speech that make the punning possible. This leads to the contraction
of second person singular pronoun “o/Q” together with the verbs “yan” (o/o yan) and
“ko” (0/9 ko) that yields ‘oyan’ and ‘oko’. Vowels /o/ and /o/ in these derivatives are seen
as allophone of the same phoneme, since the change of pronoun /o/ to /¢/ in “ni o yan”
that becomes “loyan” does not hamper the expected outcome, rather, it creates way for
punning. The meanings of the two lines become ambiguous and the entire scenario
becomes humorous, though vulgar. The preference for /o/ in “o yan” that becomes
“oyan” can be seen as economy of effort as the half open back vowel /o/ is very close to
open nasal central vowel /4/ in production. So, the proximity advantage enhances the
preference of /o/ to /o/ with semi-vowel consonant /j/ in between. In like manner, /o/ is
retained in “o k6™ that becomes “ok6” because the second person singular ponoun “0”
and the “o” that ends the verb “kd” are both half close back vowel. Being back vowel,
the production of vowel /o/ is closer to the place of articulation of the velar sound /k/. the
pun here generate ambiguity that gives opportunity for humour interpretation of the text..

In the following incantatory lines:

Aféka layéé féna
Fire is blown globally
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‘fé’ is repeated twice in the line to generate pun. It appeared within a derivative noun
‘Aféka’ and a verb phrase ‘fénd’ (fé ind), which was compressed to form ‘féna’. The
word may be taken to mean either ‘like/love’ or ‘blow air’. Hence, the line could literaly
mean.

“It is (liking) all over that the world likes fire (i.e. Fire is

universally liked)” or

“It is (blowing) all over that the world blows fire to produce

flame (i.e. Fire is universally blown with air to produce flame)”.
The pun is on the double meaning that may be imposed on the item ‘f¢’. Immagery is
created in the text. it is as if we are seeing somebody blowing air from all angles to ignite
fire. The derivative ‘af¢ka’ establishes semantic tie with the verb ‘f¢’ thereby ensuring
coherence in the line. The semantic import of the text is ‘appeal for love’

Again, in a poem written in honour of Professor D.A Adéléke, Department of
Linguistics and African Languages, University of Ibadan, Mobolaji and Ganiyu,
(2014:47), says

Aso igha lonkowé fi tawon yo

Duird ti kii diird nilut ote

Iyen 16 j¢ ké ¢ maa léke

The writer surpasses them with Aso igba

Dur6 never stand with conspirators

That is why he is always on top

(Mobolaji and Ganiyu, 2014:47)

In the above text, two things are to be noted. The ‘Aso fgbd’ used in the first line is a
case of meta-textual reference, and at the same time semantic pun. It is meta-textual
because despite its fitness in the context of the text, it still refers to the title of the work
of the character for whose honour the entire poem is rendered; 4so Igha. Semantically,
based on the foregoing, “Aso igba” is connotatively and denotatively used. The reason is
that in the context, it has double meanings. The first meaning which is feasible within the
text is the usual fashionableness of his (the character’s) attires; while the second
meaning, which is connotative, refers to his (the character’s) book entitled Aso fgbd. In
the remaining two lines, the poets choose two syllables apiece from the real names of the
character in the poem, which is Durotoye Adélékeé. They choose the first two syllables
‘Duro’ in ‘Durdtoye’ and the last two syllables ‘1éke’ in ‘Adéléke’. The mentioning of
words or phrases like ‘Aso Igba’, ‘Duro’and ‘léké’; and the awareness or knowledge of

the chracter’s name “Durétoyé Adéléke”, and his work “Aso Igba” gives the inclination
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that yields this interpretation. The two words in the character’s names ‘Duroétoye
Adéléke’ are played upon. The name contains four syllables apiece. The first two
syllables ‘Dur¢’ in the first name ‘Durotoye’ which appears in the first line stand as an
abridged form of the entire name ‘Durétoye’; while the last two syllables ‘Léke’ in the
second name “Adéléke” which appears in the second line stand as a contracted verb
phrase derived from the deep structure ‘1¢ oke’ (to be on top) in the sentence “Adé 1¢
oke” that is compressed to derive the name “Adéléke”. The first line sets a proposition to

which the subsequent two lines complement and balance.

4.3.9 Idiomatic pun

Idioms and slangs can catch the audience’s eyes and attention, and they are very
concise and economical. Therefore, many artists also make use of idioms or slangs as a
way to make their renditions more interesting. They use similar or homophonic word to
take the place of the original one. So, it can be used to achieve special effects. Here are
some examples on this type. Firstly, let us consider the aommon saying “Qkunrin lada”
(man is a cutlass) which has grown into a full fletched owe nowadays that

Okunrin l1ada, obinrin ni ‘madaama’
man is a cutlass, woman is the good handler of cutlass

There is a general saying in Yoruba that “Qkunrin lada”. The second part of the
text provides the ostension (that provides the stimulus). The semantic import of this
statement is to claim the superiority of a well committed and dedicated wife over her
husband. ‘Ada’ symbolizes strength and prowess of a man. The use of ‘madaama’ is also
symbolic because as an abridged sentence “m¢ ada ma” which literally means “know
how to handle cutlass well”, it means that despite the acclaimed superiority of a man
over a woman, an intelligent, committed and dedicated woman would gain the sympathy
of her husband. In other words, she would have good hold of her husband.

From all these analyses, it is very glaring that puns are in fact great source of both
incongruity and intellectual brain exercise. According to McGhee (1979), incongruence
works as an impulse of several analytical steps taking place in human brain. First the
recipient identifies that an obvious meaning of the message may or may not make sense
yet, but by connecting pieces of information in the text with proper context or with
different information provided earlier in the message, (within the structure) the recipient

is able to recognize the humorous intention.
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4.4 Stylo-linguistic revelations in Yoruba repetition and pun

There are certain revelations that are made during the course of analysis in this
work. Certain observable features manifest in repetition and pun while analyzing the data
in this work. These features are found to be stylistic in nature and they are of utmost
relevance to our discussion of the two tropes under study.
1. Rhetorical density:- Both repetition and pun give rhetorical density to texts and
highlight their literary significance. A well framed expression sauced with series of
linguistic and literary embellishments captures audience attention by forcefully drawing
their attention auditory appealing devices. For instance in Ologundada’s rendition of
2016.

Ologunduda kogin ordgun oka 16gin orogun 10wo

Ogun orogun togin oroégun oka bomii gbona 16ja ogun

Ogun orogun fogun orégun ¢oka roka oogun fiun Gbodorogun 16ji ogun
0Ol1606ri ogun doloogun lojuu ja

Ot0 logtin 0td logun, o0t lodgun, 0t 1ogin Lakaayé.

E ni ki Gb6doérogun 6 ma forogun oka pomo orogin sji ogun

Bi Gbodorogun ba ¢ bogin 16ju ogun,

Oguin orogun tapere oogun Un ru.

Olégundudu presented twenty co-wives with twenty yam paste turning
sticks

Twenty co-wives stir hot water with the twenty yam paste turning

sticks at battle front

Twenty co-wives prepared magical paste with twenty turning sticks for
Gbodorogun at battle front

The war-leader became magical warrior at battle

Number “Twenty” is different from warfare, magical power (oogun) is
not the same with Ogan Lakaayé

Tell Gbodorogun not to slay rivals children at battle front with yam
paste turning sticks

If Gbodorogun wants to offer sacrifice to Ogiin at battle front,

Twenty rivals (co-wives) would carry basket-full of his magical

powers.

The above rendition is full of auditory appealing devices of repetition and pun. ‘Orogin’
and ‘Orogun’ together with ‘Oogun’ and ‘Ogun’ are severally repeated and the syllable
‘gun’ is played upon to create forceful auditory appealing ornaments that sauced the
entire rendition.

2 Semantic manipulation:- both repetition and pun manipulate meanings
especially through false derivation between an object in subjective case and the verb that
has no morphological bearing with the object mentioned. For instance in ofo, we have

L% ¢

pairs like “ogbd vs gbd”, gbégbé vs gbé” “00ya vs ya” to mention but a few. All the
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nouns are not derived from the verbs. So, there is no morphological link between them.
Also by using polysemic words. The word ‘ra’ that denote stir, or grow can be used to
mean state of disorderliness in expression like “Ina ra” literally means “oro 6 wo” (no
agreement); unclear in expression like “6 i mi 16j0” (it is unclear to me); and offer
sacrifice in ¢se Ifa expression like “6 si ru” (he offered sacrifice).
3 Basis for tonemic foregrounding:- both repetition and pun are objects of
tonality. Tonal word play according to Bamgbosé (1970) consists of a variation of tone
on the same lexical item without a corresponding change of meaning. For illustration, let
us consider 14¢14¢ and 1aélaé in the following folkloric expression “Akuko baba mi kan
1aélaé, Akuko baba mi kan 1aélaé...” (one ancient cock of my father) the tonemic
foregrounding is on la¢la¢ whose meaning in the text is traceable to 14élaé which exist in
Yoruba language. The same thing applies to ‘the sarcastic expression “biro ko9, biro nii”
(It is not a biro; it is a biro.” The word ‘biro’ is repeated for tonemic foregrounding that
manifest pun. The pun generated through repetition with tonal deviation relates together
to derive a sarcastic meaning “I am not giving you the biro.”
4 Loanage:- Repetition and pun loan foreign lexemes to create literariness in
Yorubaé literary discourse. For example, in the aphorism “Awon to fi sisé 1aada o si layé
mo, awon to n se ti laada 16 po” (People that serve humanity for heavenly recompense
are no longer available, but those that serve for what they stand to gain immediately are
many), the two lexemes ‘laada’ and ‘laada’ are loaned into Yoruba lexical repertory.
Both words are of Arabic origin. They are used to generate pun in the text. The repetition
of the same form relates with the pun generated through tone manipulation to give the
overall semantic value of scarcity and abundance of those who seem to be generous for
“laada” and ‘laada’ respectively. The word “laada” refers to the favour that one does to
humanity for God’s compensation, while “ladda” refers to a favour that one does to have
instant gain from the beneficiary of his or her favour.
5 Grammatical rules violation:- while repetition violates category rule, pun
violates selectional restriction rule. In patterned repetition which in this work is regarded
as parallelism, certain stylistic feature of category rule violation is observed. This is a
case that refers to deliberate misplacement of an item in a literary piece. Let us consider
this ese Ifa

Tété mba 1¢

Atari poona mo dé,

Mo gbéhunun duuru
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Igbo réré mo dé
Mo gbohun alagogo
(Abimbola 2014:28)

The second and fourth lines display repetition of “mo dé” which was preceeded by
different noun phrase “Atari poona” and “Igbo réré”. The two lines violates grammatical
rule because there are no verbal elements in them. Also, lines three and five also exhibit
the repetition of “Mo gbohunun” with different objects “duurt” and “alagogo”. In the
first line, there is transposition of adverbial element to the initial position. In day-to-day
conversational discourse, the expression would have been the deep structure (using
Chomsky’s TGG term) “mba 1¢ tété” where there would be proximity advantage between
the verb ‘1¢” and its adverb. Anyway, may be the poet prefers to emphsise the adverb
‘tété’, this may account for the transposition. Again, lines two and four completely
deviate from grammatical rule. The deep structures of the two lines are traceable to
“Atari poona ni mo dé” provided the object is to be emphasized, or ordinarily “mo dé
Atari poona”. In the like manner, line four would have been “Igb6 réré ni mo dé” to
emphasise the object, or ordinarily “mo dé Igbo réré”. This would have made the two
lines to be grammatically acceptable and more understandable. If the structures of of
both lines are to be retained, there is need for the insertion of ‘ni’ in the appropriate

places as suggested in the deep structure.

6. Semantic compounding

Let us consider the italicized words in in the following

Bi won ba b 9, emini...

Biwon baring,emini...

Bi won ba sd o, emini...
The above expression from ese Ifa is an appeal for mercy, through acceptance of blame,
revealing that whatever that oranmila’s people might have done (bu, rin and sa) to
Orohunnihunna should be blamed on him (Oranmild). The lexemes are syntagmatically
related; and are positionally and naturally equivalent. There is an intra-textual cohesion
among them; they share in common the semantic feature /treatment with contempt/ or
/abuse/, thus constituting semantic compounding. This is always the literary effect of
pattern repetition. As noted in the study, parallelism uses the items in the same paradigm

with the same value.
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7. Both of them are persuasive elements and attention-getting devices as they
naturally draw attention to themselves for persuasive intention. The repetition of certain
sound pattern in pun and even repetition itself appeal to sight and or auditory senses and
therefore stimulates audience or passerby to listen or read a text as the case may be,

consider it and get persuaded to love the product advertised.

4.5 Findings
4.5.1 Overview

Having analysed the collected data within the chosen methodological models,
some discoveries are made with regards to repetition and pun. This work has established
the fact that reduplication enhances foregrounding in Yoruba literary arts through
repetition and pun. The reduplication theory adopted in this work, which is
morphological doubling theory; revealed that items can be reduplicated at various
linguistic levels for literary purposes. Phonological, morphological, syntactic and
semantic levels were investigated in this study vis-a-vis repetition and pun and it was
discovered that any of the levels (linguistic) can be adopted for reduplication for literary
intentions. Various types of repetition and pun were accounted for in this study. The data
analysed revealed and established that the types are well grounded in Yoruba literary
discourse. Apart from the general features of repetition and pun highlighted in the
chapter two of this study, there are many intrinsic stylistic qualities (linguistic and
literary) that can be found in repetition and pun. These include rhetorical density,
contextual conditioning, loanage, grammatical rules violation, semantic manipulations
and tonemic foregrounding. This study again shows the relevance of morpho-semantic
analysis to our understanding of repetition and pun in Yoruba literary arts. Apart from the
case of polysemic pun where a word appears once in a text with different meanings
resulting from ambiguity which pun tends to explore, majority of other types depend on
repetition and reduplication to thrive, whether homographic or homophonic.

Lastly, this research work revealed that certain degrees of interdependency exist
between repetition and pun. This really shows that the two tropes, at various times,
exhibit interwoveness and dependency on each other for recognition and effectiveness.
For instance, repetition and pun are central to most Yoruba oral genres like ese ifd, oriki,
0fo, owe, and dalg. The morpho-syntactic repetition and pun in Yoruba literary genres
occurs along both syntagmatic and paradigmatic axes. In

fyawo 6 gbogbod Oliyéyérituyé the bride would live long like Oliyeyentuye
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Iyawé 6 gbogbod Oliyéyentuye the bride would live long like Oliyeyentuye
Oluyeyentuye is repeated with tonal variation to achieve pun, which occur in
paradigmatic axis connoting the same meaning despite the non-functional tonal
variations. Their linguistic relevance is to qualify the derivative noun ‘Igbé’. So, Igbd
Oliiyéyénituyé is a noun phrase comprises ‘Igbd’ as the head noun and Oliyéyéntuyé as
the qualifier, telling us the extent of longevity requested for the bride in question. It is the
combination of the verb ‘gbd’ with the derivative noun ‘igb6’ from the same verb ‘gbo’
that gives us “gbogb06” in the text. The tonal variation in Oliuyéyentuye and
Oluyeyentuye is also significant in that Oliiyeyentuyé¢ refers to having many children with
grandchildren, which is the joy of marriage; while Oliiyeyentuye on the other hand refers
to old age. The high tone in Oluyéyéntuyé connote graceful or blossom ageing, while the
low tone on Oliyeyentuye connotes agedness with the signs of diminishing returns all
over the body.On the paradigm, the two lines reiterate the prayer that the bride would
live very long with children and grandchildren. Also in

isé 16 s¢ Erin, Erin wogbd

Isé 16 séfon, 6 rodan

Is€ 16 sé¢ ipile-0ro, 6 damhgun ewure. ..

It was poverty that sent Erin to the deep forest

It was poverty that sent Efon (buffalo) to the savannah

Poverty subordinated ipil¢-0ro and turned him a stooge to

Ewré
The lexeme ‘erin’ is repreated on the same line while the phrase “Isé 10 s¢” is repeated on
paradigmatic axis. The structure “Isé 16 s¢” is repeated in the three lines for the poet to be
able to bring “Erin, Efon and ipile-oro” into the same grammatical slot for semantic
purpose of comparing situations. The repetition reiterates cause and effect.

In ese ifa, repetition and pun interplay to perform thematic and effect-based
functions. They reveal ifa’s prescriptions and the client’s disposition to ifa’s instruction
either positively or negatively: for instance, in

Won ni ki won o réku méji oluwéré
Ki ki won o r¢ja méji abiwe gbada
Ki ki won o ra obidié méji abedo lukéluké
Ewur¢ méji a bamu rederede
Einla méjito fiwo sosuka
The word ‘ru’ occurs in the first three lines as both repetition (occurring thrice) and pun

(assigning another meaning to the word ‘ru’) to itemize the objects of sacrifice as

prescribed by Ifa. ‘Ru ebo’ (offer sacrifice) is what is obtainable, but in the text ‘ru’ is
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used along with the objects of sacrifice to add poetic touch. Sacrifice is a theme in Ifa.
When client comply with Ifa’s prescription, which means it is positive. We therefore
have expressions like - “6 gbo rirt ¢bo, 6 ri or Won ni 6 ribo, O se é...”- which results
in joy, happiness and peace. These interspersed Ifa texts like Iwori, Eji Ogbe,Oyéku, and
others.

In ifa, there are cases of inter-textual phenomenon whereby certain expression
pervades in many Odus. For instance, “Esu 16 di agb6, mo lo di afakan. Okuuru opon ona
sun...” which expresses the conflict that ensues after the client’s refusal to obey Ifa’s instruction.
The text interspersed Ifa in Odus like Oftn, irosin Méji, Osé Méji ese kerin. Also, the expression
“Won ni 6 kaaki Mol¢, 6 jare, ebo ni 6 se. O gbd rirt ebo 6 1, 6 g‘t} éru atukésu 6 tu...”. This is
also an expression that is made whenever a client complies with Ifa’s instruction; the result of
which is joy, happiness and peace. This calls for the expressions like “Ijo ni i1 jo, ayo ni n yo; O fi
yin awon awo ré, awon awoo r¢ f yin’Fa; O ya enu koto, orin awo 16 bo si i 1énu; Esé t6 na, ij6 fa
a”. These show the reaction of the client to the outcome of his obedience. This also occurs in
various Odus in Ifd such as Ogunda Méji ese kefa, Irete Méji ese kefa, Osé Méji ese keji,
Owonrin, Ika Méji ese kerin. This inter-textual phenomenon facilitates the memories of
babalawo when reciting ¢se Ifa.

Repetition and pun again are pointers to the Odu being recited. Examples abound
in Oyeka méji ese kerin, Iwori Méji ese kerin and ¢kefa, Odi Méji and Tka Méji let us use

Iwori Méji ese kerin:

Iwo Iwori You, Iwori
Emi Iwori I, Iwori
Iwori 16 di méji lo derin Iwori becomes two and generate laghter

The lexical repetition of the lexeme ‘Iwori’ is to make reference to Odu Iwori Méji being

recited. Also in Ikd Méji, we have the following

Ar6 Ika ki i jaja Ar6 of ik4 does not eat dog
Odofin Tka ki i jagbo Odofin of 1ka does not eat ram
Ejemu Ika ki { jorako Ejemu of Ik4 does not eat he-goat

Oléri 1ka ko gbodo jori aja  Ika leader should not eat dog head
(Abimbola, 2006:116)
The word “ika” is repeated severally in this text for several reasons. Firstly, as adjective
qualifying several nouns (leadership titles), it obviates ambiguities; since the named titles
are not just found in a place but everywhere in Yoruba land. Secondly it is repeated for
reference or reiteration purpose; that is, reference to the ‘odu’ or reiteration of the odu’s

name.

190



In ofo, the incantatory effect is number-based on either three or seven times for
reason of invocation which invariable enhances magical potency. For instance, let us

consider the following:

Ewé Abamoda! Ewé Abamoda!

Ewé Abamoda!! Ewé Abamoda!!

Ewé Abamoda!!| Ewé Abamoda!!!

Gbogbo aba ti mo ba da ni k6 maa se Everything I desire should come to pass
Mo dabaa owo... I desire money...

Ewé Abamoda! This is a type of leaf. It is known and recognized for its facilitating ones
wish (es) coming to pass within a giffy. The leaf is used along with other things to ensure
its efficacy when chanting this incantation. The name of the leaf is repeated three times
for invocation purpose, believing that the spirit attached to the leaf will come around,
listen to the chanter and hearken to his voice. The repetition here is for magical potency,
after which the chanter makes some assertions before listing his wishes, which he
believes would soon come to pass. It is believed that if one knows the origin and history
of the incantatory agents, it would facilitate the efficacy of ¢fo and one can control such
agents to one’s advantage. It is also discovered that ofo has a particular pattern. The
structure follows a predictable pattern. There are three major parts in ofp. They are
invocation, assertion and desire(s). Invocation is at the introductory part of ofo. The spirit
to be addressed is invited for notification of the chanter’s desires. It is believed that the
spirits facilitate the achievement of chanter’s desires. The second part is the one that
expresses certain assertions to establish, authenticate and claim the chanter’s requests.
The language use here has double manifestations; the first is positively inclined with the
use of markers like ‘nii’; while the seond one that is negatively inclined with the use of
marker like ‘ki 1. The third part is where the desires of the chanter are expressed. The
following ofo explains the situation better.

Adémola!
Adémola!!
Adémola!!!
Ogulutu pua!
5 Ogulutu pua!!
Ogutlutu p ua!!!
Bi alagbede ba fi ibini gbé omo owa
Ero welé ni f fi i gbé e kale
Okuta iwaja Esu ki i bEsu sota
10 Ki omo arayé ma baa mi sota
Ki tokunrin tobinrin maa fowo mi wo mi

(Réji et al 2009)
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Lines one to six form the first part, which is the invocation; lines seven to nine make
come assertions to authenticate what usually happens at one situation or the other; for the
chanter’s intended request not to be denied; and prepare ground for the chanter’s request.
The lines establish the chanter’s claim, using both positive assertion marker (nii fii) in
lines seven and eight, and negative assertion marker (ki i) in line nine. Lines ten and
eleven contain the exact desires of the chanter.
Repetition and pun exhibit context dependency and semantic manipulations. In
Irosin Meéji, which was analysed earlier in this work, the phrase ‘ddyé’ in - ‘isektse
dayé’- is a compound word which has polysemic meanings: ‘da (defeat) ayé’ or “da
(create) ay€” or ‘dé (come into) ayé’ which is compressed through elision and contraction
as daye.
Another example is that of Adéléké’s poem “Olukd Edé Osi¢lé”, we have the polysemic
pun on the word ‘saba’ in the expression “Ani péyin saba o dobu” (the eggs incubated
and did not spoil). The meaning of the word ‘saba’ is double within the context. The first
one is ‘incubation period’; the second meaning is the connotative and the intended
meaning in the text, which is “sabbathical leave”. The meaning of the expression
therefore means “Akanji thanks God for successful completion of of his sabbathical
leave”.
Not only these, as earlier mentioned in this chapter, repetition and pun exhibit
semantic tie. In 9fg, we have the following lines:
Ina 16 ni ki won 6 méa ba mi nd
Ira 16 ni ki won 6 maa ba mi ra
Irii 16 ni ki won 6 maa ru ire wa ba mi
Ogiri 16 ni ki won 6 maa da giri wa sodo mi. ..
(R4ji et al 2009:26-27)
In the above example, each line establishes semantic tie between the initial object in
subjective case of the principal clause and the verb in the dependent clause. Thus, we
have the following pairs: Ina (noun) vs na (verb); Ira (noun) vs ra (verb); Ira (noun) vs ru
(verb); and Ogiri (noun) vs (da) giri (adverb). The first three pairs are noun versus verb
while in the last line; the semantic tie is between a noun and an adverb that is Ogiri, a
noun showcasing semantic tie with ‘giri’ an adverb. Therefoe, the syllabic repetitions that
generate puns in the above text are symbolic.
Repetition and pun generate other tropes like onomatopoeic and phono-aesthetic
ideophones. Their stylistic functions include compounding, sound referencing, and

tonemic foregrounding in Yoruba genres. For instance in
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Oluporigi-porigi !
Oluporigi-porigi !!
Oluporigi-porigi !
Oluporigi-porigi !!
(R4ji et al 2009:26-27)

Repetitions in the above text are tonemically foregrounded to generate pun, and the
stylistic essence is phono-aesthetics.

Ideophones draw materials from qualifiers like buruku and burtku in ifa like
Oyékﬁ Méji, wéréweéré in Ogundawori; and adverbs such as ‘ko-koo-ko’ in dwe, and
“kangé kangd koro koro” and “iwéré iwéré” iweré iweéré” in Irosun Agbeé. More
examples abound in QOkanran M¢éji and Qsa Méji. Hence, they act as discourse markers.
This is also extended to oriki and alo such as adjective enire and enire in ‘omo enire,
omo enire’ (oriki); and adverbs such as ghdngbdldakd and gbangbadldka in ‘idi alg mi (réé)
gbangbalaka, idi alp mi (réé) ghangbalaka’ (alo).

The by-products of parallelism as a repetition subset include structural
equivalence, lexical matching and tonal counterpoint, and the linguistic output is
repetition of near synonyms resulted in semantic repetition. In

“0jo kan la 6 mda joyin,

0jo kan ld 6 mada jado...”,
‘oyin’ and ‘ado in the above example are near synonyms, the result of which is semantic
rtepetition. Aside this, this research discovered that parallelism appears in alternate order,
in pairs and in triplets. In Faletis Adébimpé Qjédokun, we have these examples

Mo ni t Adébimpé ba dént1 ighd

Etu 6 nii r6ja numo r¢ 1éso igi

Mo ni t Adébimpé ba dégbo

Ekulu 0 nii r6j numoo r¢ loka
The above text exhibits repeated parallel lines in alternate order. Line one corresponds
with line three; and, line two corresponds with line four

Won ni bérin ba 1 je nigho Ilawé

Bérin 6 ba jé ki won 6 gbadun 1aala oko

Won a ni ké ¢ rans¢ pOmo Iyalagbon

Won ni béfon ba jako laala Alegun

B¢fon 6 ba j¢ ki won 6 gbadun laala oko

Won a ni ké ¢ ransé pOmo Iyalagbon
The order of parallelism in the above text is in triplets. Line one corresponds with line
four; line two corresponds with line five; while line three corresponds with the sixth line.

Repetition and pun again exhibit functional conversion, which can be described

as a process of converting a word from one grammatical class to another. Words like
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‘wahala’ ‘gaari’ and pataki that seem to belong to the class of noun, noun and adjective
respectively are sometimes used in another grammatical environment belonging to

another grammatical word class. Let us consider the following lines

... 1k té ori oro death landed on oro tree
Ooro gbiramu nil¢ ooro tree fell down forcefully
iku té ori apa death landed on apa tree

Apa gbiramu nil¢ apa tree fell down forcefully
iku té ori igba death landed on igba tree
igba gbiramu nil¢ igba tree fell down forcefully
iku té ori igi gbogbo death landed on all trees

igi gbogbo gbiramu nile all trees fell down forcefully

Ayunr¢ nikan 16 ni ori oun 0 gbo ... it is only Ayunr¢ tree that said he is not ripe
enough to die...
(Abimbola, 2006:32)

In the above excerpt, there is repetition of “iki té ori” and “gbiramu nil¢” each in
every other line. The words ‘t¢” and “gbiramu” as in “O ba 1¢ mi #6” and “Igi naa wo lul¢
gbiramu”are naturally adverbials, but they occupy the position of verb in the text. In
other words, there are omissions of verbal elements. This conversion is done to achieve
onomatopoeic effect informing us of the sound that the landing of Ikt on each tree made,
that is ‘t¢’; and the ones made at the falling of tall big trees like “Apa”, “oro” etc. would
make if falling down. This conversion is what Yankson (1987) called category rule
violation. Language in any speech community is a code having set of rules for generating
what generative transformational grammarians called “well-informed” sentences. A
breach of such code may result in ill-formed sentences which may be non-existent or
unacceptable in the language. One of such rules is that every word in language belongs
to a particular grammatical category: noun, verb, preposition, adverb, etc. this
notwithstanding, creative artists are known for breaching language code for stylistic
effects. In the same text above, the first line shows a kind of deviation where the main
verb (ba) is omitted and an adverb (t¢) assumes the function of main verb. The deep
structure of the line ought to be

“ika ba lori oro té” or death landed on oro tree with the landing sound té

“ika ba té 1éri oro”  or death landed with landing sound té on oro tree
The verb “ba” (landed) is omitted and the adverb “té” assumes the position of the main
verb “ba” thereby converting the grammatical function of the main verb on the verb
modifier (adverb). The same thing is applicable to ‘gbiramu’

Compounding is also revealed as role of repetition and pun. In If4, words like

Agin-poo-poo, Osun weré-weére, iyere oOsun, owo-omo-ara, e¢se-omo-es¢, O-bole-
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boogun, opon ona are all compound words. Some of these examples exhibit
reduplication of one segment or the other for sound referencing as in Odstin wéré-wéreé,
where were is reduplicated (forming were-weére) to function as a qualifier. Originally,
wéré is an adverb in sentence like “O ba mi se é weéré” (he did it for me easily) In line
with Ogtnkéye (1998), some of the examples given are endocentric type, where the head
word influences the meaning of the derived word. For example in ‘popdn ona’, opon is the
head-word modifies by ona’ which eventually restricts the meaning of the head-word.
Whatever the case may be, the word opon retains its meaning in the overall derivation.
Therefore, in endocentric compounding, the derivatives are hyponyms of their head
elements. The types and examples of various compounds found in Yorub4 literary genres
include the following:

Endocentric or determinative compounds:- Here there is a modifier (determinant) and
a modified element (determinatum). It is the hyponyms of the main (head) element,
which means the meaning of the head element is included in that of the whole derivative.
For instance in ‘ewé ¢ku’ in Irostin Méji ese keje, (a big leaf used to wrap white pap),
‘ewé’ which is the head element retains its meaning the compound. Also in Irostin Méji
es¢ keta, we have ‘idi ¢ko’ [idi (bottom) ¢ko’ (pap)], which contextually means where

pap is being sold.

Exocentric compounds:- This denotes something which is not a sub-class of either the
elements in the compound. They are not hyponyms of either of their elements: for
example “Iyaalé” (Iya + ilé which assimilated together as Iyaalé) in Adéléke’s Orogiin,
meaning senior wife. There is no hyponym of either Iya (mother) or il¢’ (house) in the
derivative. Also ‘Eru ik(’ (a miscreant; somebody that lacks conscience or moral
principle) in Is0la’s Fabu, the word ‘erd’ (slave) has no meaning affinity with the
compound; neither does ‘iki’ (death). Also in Faléti’s Adébimpé Qjédokun, we have ‘igi
Ogtin’ (gun), none of the elements has meaning affinity with the compound. “igi Ogtin”
is a metonymic word representing gun. The choice of ‘igi Ogan’ in the text may be for

euphemizing as the word ‘ibon’ may sound scaring to some people.

Copulative compound:- This denotes an entity made up of the two elements mentioned
in the compound together, for example “Ereld omo” in Faléti’s poem Adébimpé

Oj edokun. The character is referred to as ‘Erelii’ and at the same time ‘Omo’.
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Appositive compound:- This is a sub-class of Dvandvan compounds where the
hyponym is bi-directional. These compounds can be likened to syntactic phrase.
This research sows that

In Owolabi’s Noun Noun Construction (NNC), he identified irregular Noun Noun
Constructions and regular Noun Noun Construction. His own irregular NNC can be
likened to what Ogiinkéye (1998) called Endocentric or determinative compounds where
the meaning of the head element is included in that of the whole derivative. The other
type called regular NNC is the compositional identified by Ogunkéye type where both
elements in the compound contribute to the meanings of the derivatives, that is,
meanings are deducible from the meanings of their constituent nouns because they have
compositional meaning.
Apart from all the types identified above, there are some other ways of forming
compound words in Yoruba literary genres which can be grouped under synthetic
compound — a classification by Ogunkéye (1998). The ways require combination of
items, phrases and sentence compression.

Examples are given below according to their structural size

Sentential

By this, we mean the compression of a whole sentence structure into a compound word.
It is hyphenated at morphemic, lexical and or phrasal unit.

Eégun-senu-jeje-muti (pretender) in Adéléke’s Léta si Ewa

Omi-séléri-6-mu-keéngbé (a name of babalawo) in Abimbola’s Qbara Méji
Aldgbéde-o-fogun-o-tan-ldyé (a name) in Abimbola’s Ogunda Méji

Giinnugiin-o-tori-abe-pari (a name of babalawo) in Abimbéla’s Ogtinda Méji

Prefix + Verb Phrase(s)
A-ji-yo-bi-gjo (ever neat person) in Adéléke “Léta si Ewa”

O-boleé-boogiin
A-ponju-ma-soro (a tough looking man but not hurtful) in R4ji (2009:12)

Combination of Verb Phrase
Mo-on-ko mo-on-ka derived from two verb phrases “mo 6n ko” and “mo o6n ka”

(literacy/formal education) in Adéléke’s ‘Bi Is¢ Tisa Ko’

Woso-demi derived from the verb phrase “wo is0 dé mi” (a deputy or assistant) in
Adéléke’s ‘Onikan Yii Rora’

Noun + Qualifier
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Ektn asun-uin-dabo (incessant or continual weeping) in Adéléke’s ‘Léta si Ewa’
Alaso loyi-loyi (a rich person with plenty dresses) Also in Adéléke’s Léta si Ewa
Osu Amébi-pani-meni (month of hunger) in Adéléke’s ‘Osu Isonu’
All the italicized items in the above examples are qualifiers
Some compound words occur through reduplication of items. These are
prominent in adverb and qualifier forming compounds in Yoruba literary genres. Such

examples include

In Faléti’s Ela Loro:- Lines 153-154, we have the following compounds
O 1h bé késékésé bi 6 ti f reta 16ri igi giga fiofio
Bé¢ lomo r¢  woke yanyan
Késekeésé (joyfully) and Yanmyan (impatiently) fall within the class of adverb in the

environment of their occurrence.

In Faléti’s Eda ko laropin, line 105, there occurred the folloeing line with a compound
word

“To le jojh 16j0u teniteni”.
Teniteni (mockers).
The word “teniteni” is a sarcastic name for whoever waits to mock or bug somebody at
his or her misfortune. It functions as qualifier in the context. The semantic relevance of
this compounding in the text is to hit or put to shame whoever lies in wait to laugh at the

misfortunes of omo iya ¢l¢eédégbaajo, while the stylistic relevance is sarcasm.

In Faléti’s Edda ko laropin, line 630, we have the following line with reduplicative
compound

Won da oglin ok¢ jo ni torotoro
The word ‘tor¢’ means two and half kobo and it is a noun. Its reduplication changes it to
an adverb within the context. The semantic import in the text is that the men in the
extended family circle contribute ten naira bit by bits to help the children of the deceased
In Faléti’s Sdsore line 59:

Pé koba da ohun gbogbo t6 ni si méjiméji
Méjiméji (two equal parts)
The word ‘M¢éjiméji’ occurs within adverbial group and performs distributive role. This

shows the fulfulment of Sasoré¢’s usual requests through prayer.
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It is quite evident from our analyses that reduplicated word does not conform to
the meaning of the base word that is reduplicated at all times. Most times, the resultant
meanings are unrelated. For instance in Adéléke’s Aso Igba, we have the word “pélé’
being reduplicated. Originally the word ‘p¢lé” means ‘sorry’ or ‘hard luck’; but after
reduplication, we have ‘pelépelé’ and the meaning changes to ‘gently’. From the
foregoing, we can infer that there is no tangible meaning affinity between the base word
and the derivative. In Osé méji we have the compound word “Oosa funfun”. ‘O0sa’ is
deity, while ‘funfun’ means white. None of these words has direct meaning affinity with
the derivative which is “Qbataala”. If the cognate of ‘Obataala’ which is ‘O0sadla’ is
used, the word ‘Oo0sa’ would have relationship with the derivative. ‘Oosaala’ and
‘Obataala’ have the meaning “deity with white symbol”. Also in Adéléké’s ‘Onikan Yii
verb phrase which resulted into a noun. ‘seld’ (a verb phrase from ‘se ili’) means ‘to
serve town or society’, after reduplication it means a politician. The word has a cognate
“0selu”, but the poet wants to put poetic touch to the line, this accounts for choosing the
reduplicated form.

Summarily, this chapter has attempted a content, linguistic and stylistic analysis
of repetition and pun in Yoruba literary genres. Several discoveries are made about the
two tropes and it has been established that the tropes interplay at one point or the other,
and that they relate with other tropes in achieving literariness in literature. Repetition and
pun are found to be devices of inspiration, motivation, persuasion, clarification and
amusement in literary genres. The contributions of this work to the existing knowledge
include the following:

1. Repetition and pun are two indispensable devices in Yoruba literary genres whose
relationship with other tropes is essential for literary creation and appreciation in
Yoruba language.

2. This work has shown that it is not only metaphor that generates other tropes, as
noted by Olabode (1981), but through Repetition and Pun, other tropes phono-
aesthetic and onomatopoeic idiophones can be generated.

3. This also shows that any text that is literary in nature exhibits a kind of patterning
that supports overall semantic effects. Therefore, one can categorically say that

the value of literature is related to its foregrounding of rhetorical processes.
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4. Tt reveals that the devices are not independent; they form chain with other devices
for achievement of purpose, the wholeness of aesthetics and the completeness of
literature itself.

5. Comparatively, the study discovers that certain levels of interplay exist between
the two tropes which go a long way in explaining how their network enhances

poeticness in Yoruba literary writings.
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CHAPTER FIVE
SUMMARY AND CONCLUSION
5.1 Summary

This work is an attempt to examine literary language in operation with focus on
two important tropes among the numerous devices that artists use consciously to
colourize or put artistic or literary touches to their work. The study identified the vacuum
or loopholes in the stylistic study of Yoruba literature, especially in the area of
comparative study of stylo-linguistic devices.

This work then opens a new field of comparative study of devices with an
exploration of the relationship between texts, contexts and meanings within the general
domain of structuralism vis a vis repetition and pun. This exploration is carried out
within the framework of structuralism and Morphological Doubling Theory (MDT).
Morphological Doubling Theory MDT took care of the linguistic aspect of the analysis
while structuralist model took care of the intrinsic structural qualities. The approaches
focus on sound patterns, syntactic organization and semantic relation of texts and
contexts that showcase the two tropes under study.The entire work is divided into five
chapers. Chapter one sets the pace of this study by discussing the general introduction of
the study, followed by the background to the study. Other preliminary appendages like
statement of the problem, research questions, aim and objectives, purpose, justification,
scope and assumptions of the study followed. Consideration was also given to the
evolution of written Yoruba literature which unfolded the fact that writing tradition was
alien to the Yoruba setting. It was the missionary activities of the whites that introduced
writing tradition into Yoruba land to facilitate their religion propagation. The first Yoruba
indigene to follow suit was Bishop Samuel Ajayi Crowther. The efforts of these
missionaries turned Yoruba literature into a new dimension as poems and other narratives
started featuring initially in printed newspapers and later in magazines which later
culminated into books written in Yoruba language. The chapter was rounded off with the
means and need of translating Yoruba data into English.

Chapter Two reviewed various relevant literatures along the lines of: language
within poetic discourse, approaches to literary analysis, style and stylistics, repetition and
pun as styles in Yoruba literary genres, theoretical approaches to the study, structuralism
as a methodological model in literary analysis, poetics and structuralism and,

morphological doubling theory.
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Chapter three examined the research methodology. It highlighted the methods
adopted in gathering data for the study. Data were drawn from Yoruba oral genres such
as owe, of0, alo, oriki and ¢s¢ ifa as well as written sources, including Abimbola’s fjinlé
Ohum Enu Ifd 1&2, Faléti’s Basorun Gaa, 1s01a’s Afaimo and Fabu, and Qlatanji’s Ewi
Adébayo Faléti. Observation method is favoured in the study. The data spanned the three
literary genres and they were subjected to content and linguistic analyses.

Chapter four which is titled Stylo-Linguistic Analysis of Repetition and Pun in
Yoruba Literary Discourses as a result of the dual approaches adopted in the study which
aimed at investigating linguistic and contextual relationships between repetition and pun
gave the detailed linguistic and contextual analysis of the data, using morphological
doubling theory of reduplication and structuralism. These analyses revealed the formal
and structural relationships between repetition and pun, together with their relationship
with allied tropes like parallelism, onomatopoeia and idiophone. It also shows that in any
literary motivated text, spoken or oral, there is always an intention, which is to be
contextually inferred in the text. The chapter highlighted the observable intrinsic features
of repetition and pun and finally elicited the level of interplay between the two tropes.

Chapter five, which is the last chapter of this study, is a panoramic survey of the
entire study. It contains the introduction together with the summary of all chapters and
the conclusion. Finally, the chapter raised issues that can generate further researches in

Yoruba stylistic studies.

5.2 Conclusion

In conclusion, the study reveals that figuration is a significant feature of Yoruba
literary arts, and that authors deliberately deploy these devices to effectively encode the
meaning of the texts and also achieve aesthetic value, in relation to context of situation
and textual function. This implies that, any linguistic analyst of Yoruba poetic language
in general, should not take figurative locutions in them for granted when interpreting or
analysing texts in Yoruba literary discourse. As evident from the analyses made in
Chapter Four of this study, it is very glaring that repetition and pun generate lexical
density that adds poetic aura to Yoruba literary writings. Comparatively, the study
discovers that certain levels of interplay exist between the two tropes which go a long
way in explaining how their network enhances poeticness in Yoruba literary writings.
Not only these, the study also reveals how the two tropes relate or interact with other

tropes like assonance, alliteration, consonance, onomatopoeia, tonal counterpoint, lexical
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matching, euphemism, hyperbole, to mention but a few; all of which contribute to the
wholeness of literature and set the differentia specifica between ordinary and literary

discourses.

5.3 Recommendations

As earlier mentioned in this study, this work has opened a new field of stylistic
study with an exploration of the relationship between texts, contexts and meanings vis-a-
vis repetition and pun. Similar study can still be carried out choosing different devices
for consideration. Not only this, this study only concerns itself with interplay between
the two chosen tropes; other study can still be carried out to determine the level of
divergence between the two tropes. Again, new methodological models spring up in this
modern age, especially in Europe for literary interpretation. It is worthwhile among
Yoruba literary scholars to test-run these new theories to see their relevance in the field
of Yoruba stylistic studies. Theories like Ostensive Inferential Communication (OIC), a
sub-set of Relevance Theory (RT) can be used to find out the authorial intention for
using language the way they do.

Finally, language is dynamic in nature, it has an open-ended feature. Inasmuch as
language grows, there is tendency for generation of new expressions, literary or
otherwise, that would demand literary scholars and linguists’ attentions. Such
expressions are numerous on radio and television especially in news, sport reviews,
drama and some other Yoruba programmes. Expressions of these kinds should be

searched for stylistic study or studies.
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APPENDICES
Appendix I

Orisa jé n pé méji

Ko dénu obinrin 16dedé oko
Oba j¢é a pé méji 10wo baalé
Kii soro t6 dodo ikun abo

Ko sobinrin ti i f¢ 16rogin
Okan soso ni won fé jé 10wo oko
Asé Ifaki i pard

Asé Ortnmila &é seké

Oréré n Bara-petu wo

T’ Akéré-fini-sogbon i sorg
“Okan soso lobinrin diin mo lowé oko
Bi won di méji,

Won a dojowu

Biwon di méta,

Won a deta n tulé

Bi won ba di merin,

Won a di iwo lo rin mi ni mo rin o
Bi won ba di madrun un,

Won a di Lagbdja

L6 run oko wa tan lohun susuusu
Bi won ba di méfa,

Won a dika

Bi won ba di méje

Won a dajé

Bi won ba di méjo,

Won a diya alatari bamba

Lo ti k6 iru éyi se oko wa lowo
Tiyalé tiyawo 0 j¢ korin re kira
Nse ni won sora won 10wo

Ti won sora won 1és¢

Won a maa dode ara won

Won a si méa sora won 16hun
Biyawo6 ba woyewu toko

Tiko gbéyaalé to si kanko
Iyawo 1¢ tibé muayaalé ba
Mama ojowu yé kanko ¢ké

O ti lo saa tire koja

J¢é n logba témi

Efo if 16£00 1awo

Iyalé ti o gbénu falagbafo nkod
O le moérin sénu

O sebi mo fé koko mi

O sebi mo fé koko mi

K¢ 1¢ ri yara mi 10

O sebi mo fé koko mi

Biyaalé ti n korin owe
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Bée¢ niyawo a maa korin ote

Inu fuu, aya fuu

Nilé oko alaya pupo

Oko olobinrin méji nint ilé

Kii fori 16suka ninu ilé

Ko gbodo foorun dunkinni

Bée ni ko gbodo fiya oorun jekeji
Aa tif se laarin arewa méji

Bawo la a tii laare

Tikan 0 nii jukan

Tokan ba sowa nu ninti oléroghin
A 10ko 0 f¢é imi oun ri

A 16rogtin dun nu baalé 166gin
Loko fi kaju nle foun

Orogtin ko bésu

Bé¢ ni iyawo ko begba

Ko tokaso 1éri relé alawo

O fé woja baalé mora

Orisirisi aseje ni oko iyawo n je laimo
Téri oko ba ko

Tori oko 0 gbabode

fyawo 1¢ 16rogun dun gbowd
Olorogun le koju ogun somo iyaalé
01610 1é tafa somo 0lomo 16ju oorun
Korogun r¢ 1é rohun topo 1¢

Sese¢ nint orogln to rise i dun
ibanujé ni b’érogln ti ti¢ 0 sunwon
Koko logun olérogun i le

Ija olorogun kan ki ro

Oloérogun ¢ jija bé baje a tika

B6 wu olérogin

O 1¢ jija kéku ma je sésé

Koégin oko 6 run suusu n tolérogun
Abalajo tawon agba ii pasamo

Riro 16 ro, ta a n pe 16rogin

Kikan 16 kan ta a i p¢ 1obakan
Okunrin ti ko 1¢gbaagbéje ogbon
Ird won ki i fobinrin todéde.
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Ma ta sémi werewere
Ma ta sémi werewere
S0 ma ta

Awoya woya woya
Abasa basa bansa
Ewure ilé re
Salamotu

Agimtan ilé re
Salamotu

Aduiké

Lawa n ba seré
Olowo-eyo

Aduké lawd 1 ba tayo
Olowo-eyo
Ornpéso
Olowo-¢yo

Abasa ira éwo réé?
Ki 16 1¢ fa basa basa
E ma fabasa balu jé

E j¢ kodede 6 dun
Kilut ma dabi igbé

E ma tori Ede

K¢ fi bee beede je
Baba alabasa

E sayée re

E pajuba sile de 1919
K¢ ¢ joruko

Té dun sile domo
Ohun a se 16nii

Y66 ditan bo dola
Bagbara j¢ tie 10nii
Té o ko

T6 o 0 diya mékunnu
To6 o niwa asa 10 6 hu
To o fiwa asa kasa tire
T6 o daji bi aséa kenke

Ti ko si oromodie t6 o le ki

Asa le se bée

K6 fara kasa ilasa 16ko ilasa
Okoko asa a si jefun asa

M4 fi basa basa basa jé
Feso lopo

Kipo 6 mase 1o ¢

B6 o ba ko

T6 o 16 ni fipo sile
Bipo bé fi 6 silé fiko
Wakawaka a wa dadii
Eyin ola ni e 1o

Ki ¢ feso so se

Appendix 11

1 jump into the water slowly

1 jump into the water slowly

So! I jump

Awdya woya woya

Abasa basa bansa

The goats in your house

Salamotu

The sheep in your house

Salamotu

Aduké

Is the one we are playing with

The one with plenty cowries

Aduiké is the one we are playing with
The one with plenty cowries

He is calling you

The one with plenty cowries

Which kind of Abasa is this?

What can cause this insincerity

Do not spoil the nation with gun

Let there be peace at home

So that the nation shall not become desolate
Do not because you are going to Ede township
And spoil the home

Gun father

Do good in the world

Cultivate ground in preparation to plant yellow yam

Build good names

For child to inherit

Whatever we do today

Shall become history tomorrow

If you have power today

And you refuse

To wipe away masses problems

And you said that you shall be harsh

And you make harshness part of your habit
And you become wicked like a hawk

That has no regard for any chicken

The hawk can per-happenstance

Fall a victim of ilasa gun in okra farm

And its intestine becomes prey little hawks
Do not spoil the culture with your insincerity
Deal diligently in your position

So that the position will not use you up

If you refuse

And you say you are not going to leave the post
What if the post consumes you

And your pride and tyranny come to an end
Think of posterity

And deal diligently.
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