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Abstract: 

The Theatre of the Absurd emerged as a significant post-World War II movement that 
profoundly questioned traditional narratives and structures in drama, reflecting the existential 
philosophy of the era. The movement, largely attributed to the works of Samuel Beckett, Eugene 
Ionesco, and Jean Genet, explores the absurdity of human existence, characterized by the 
collapse of conventional meaning in both language and action. Consequently, this work 
provides a detailed analysis of the origins of the Theatre of the Absurd and postcolonialism. Its 
philosophical influences, particularly theatre of the absurd from existentialist thought as 
articulated by Jean-Paul Sartre and Albert Camus, and its impact on contemporary theatre. 
Postcolonialism is also an essential field of academic inquiry that delves into the multifaceted 
ramifications of colonialism and imperialism on cultural, political, and economic landscapes. It 
scrutinizes the enduring effects of human dominion and exploitation over colonized populations 
and territories. Emerging as a pivotal intellectual framework, postcolonial theory endeavors to 
unravel the intricate layers of colonial governance and its aftermath, shedding light on the 
complexities and repercussions therein. By interrogating power dynamics, cultural hegemony, 
and socio-economic disparities, postcolonialism strives to unveil the enduring legacies of 
colonial rule, fostering a deeper understanding of historical injustices and contemporary global 
dynamics. However, this work brings some instances of absurdity in Bode Ojoniyi’s works on A 
Visit to a Graveyard and Samuel Becket’s Waiting for Goddot. In addition, this work looks into 
some postcolonial plays by Tunde Fatunde’s No Oil Boom & Sweat and Blood, Wole Soyinka’s 
Death and the King Horseman and Ahmed Yerima’s The Trials Of Oba Ovonramwen. 
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I. Introduction 

 
In a world where religious belief has changed the mindset of people towards things in 

the society, the consciousness of some people have been alerted since the end of World War 
II. This has raised series of philosophical questions about life and humanity itself.  The term 
"Theatre of the Absurd" was coined by critic Martin Esslin in his 1960 essay and later 
expanded into a book in 1961, titled "The Theatre of the Absurd." Esslin identified the works 
of certain playwrights in the 1950s and 1960s as reflections of Albert Camus’ notion of 
absurdity and the fundamental conflict between humans' desire to attribute meaning to life 
and the silent, indifferent universe. This study delves into how absurdism in theatre portrays 
the world as incomprehensible and debates the role of its key profounder in shaping this 
unique dramatic narrative.  
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This works looks into the different playwrights like Samuel Breckett, Bode Ojoniyi, 
Wole Soyinka to mention but few, who have deemed it fit to write various fictious plays on 
the absurdity of life in its entirety. 
 

Postcolonialism is the critical academic study of the cultural, political and economic 
legacy of colonialism and imperialism, focusing on the impact of human control and 
exploitation of colonized people and their lands. Postcolonial theory emerged as a vital 
intellectual framework, addressing the complexities and consequences of colonial rule and its 
aftermath. Slemon (101) argues that “colonialism comes into existence within the concept of 
imperialism”. In postcolonial theory, Imperialism always refers to the ideology that promotes 
a worldview in which one group of people or a nation assumes that it is inherently superior to 
other peoples or nations and hence has the right, or obligation, to bring their civilization 
message to the so-called “inferior' or “primitive” nations. Loomba (17) posits that 
“postcolonial refers to specific groups of (oppressed or dissenting) people (or individuals 
within them) rather than to a location or a social order, which may include such people but is 
not limited to them”. 
 

Postcolonial theory integrates insight from seminar theorists like Frantz Fanon, Homi 
K, Bhabha and Edward Said’s analysis of colonial identity and the psycho-affective 
consequences of colonial domination which provides a backdrop for understanding 
therapeutic and confrontational roles of theatre. Gandhi (167) states further that: 

Postcolonial theory is situated somewhere in the interstices between Marxism 
and postmodernism/poststructuralism. It is, in a sense, but one of the many 
discursive fields upon which the mutual antagonism between these 
competing bodies of thought is played out. 

 
Postcolonial theory can be defined as “a means of defiance by which any exploitative 

and discriminative practices, regardless of time and space, can be challenged” Rukundwa and 
Aarde (1171). In the realm of postcolonial studies, Ania Loomba's groundbreaking work 
"Colonialism/Postcolonialism" stands as a cornerstone text, providing invaluable insights into 
the intricate dynamics of power, identity, and representation following the era of colonialism 
which Ania (8) describes as “the conquest and control of other people’s land and goods.”  
Rukunda and Aarde further state that the definition of postcolonial theory is “linked to race, 
culture and gender, settler and native” (1173). Loomba's scholarship serves as a fertile ground 
for the development of postcolonial performance theory, offering a nuanced framework to 
dissect the complexities inherent in theatrical and performative practices within postcolonial 
contexts. 
 

This essay embarks on a critical examination of Loomba's contributions to 
postcolonial performance theory, delving into the key concepts, methodologies, and 
implications elucidated within her work. Loomba's interrogation of postcolonial performance 
theory transcends mere academic discourse, as it underscores the profound impact of colonial 
legacies on contemporary cultural expressions. Central to her analysis is the recognition of 
performance as a site of contestation, where power dynamics are both reproduced and 
subverted. Critics such as Robert Young (90) suggested that “postcolonialism can be best 
thought of as a critique of history”. Through an interdisciplinary approach, Loomba navigates 
through historical, sociopolitical, and cultural landscapes to unveil the myriad ways in which 
performance becomes a locus for negotiating and (re)imagining postcolonial identities. 
 

http://www.biarjournal.com/index.php/linglit


16 

Loomba's engagement with postcolonial performance theory extends beyond the 
textual realm, encompassing a diverse array of performative practices ranging from theater 
and dance to everyday rituals and social performances. In elucidating the embodied 
dimensions of postcoloniality, she foregrounds the corporeal experiences of marginalized 
communities, whose bodies bear the imprints of colonial violence and domination. Through 
an intersectional lens, Loomba unpacks the ways in which gender, race, class, and sexuality 
intersect to shape performances of identity within postcolonial contexts, thereby highlighting 
the interlocking systems of oppression at play. 
 

Ania Loomba's contributions to postcolonial performance theory offer a rich tapestry 
of insights that illuminate the intricate interplay between power, identity, and representation in 
the wake of colonialism as she argues that: 

Colonialism is the physical occupation of territory whereas post colonialism 
deals with effect of colonization on culture and societies. She also expanded 
the concepts including two new terms imperialism and Neo-colonialism. (1) 

 
Through her nuanced analysis, she invites us to rethink conventional understandings 

of performance as a mere aesthetic endeavor, urging us to consider its profound political, 
social, and cultural ramifications within postcolonial contexts. As we navigate the complexities 
of a rapidly changing world, Loomba's work serves as a vital touchstone for scholars, artists, 
and activists alike, emboldening us to imagine more just and inclusive futures grounded in the 
transformative potential of performative practices. 
 

Key to Loomba's theorization is her emphasis on the multiplicity of identities within 
postcolonial societies, challenging essentialist notions of culture and belonging. By 
foregrounding the fluidity and hybridity inherent in postcolonial subjectivities, she destabilizes 
colonial binaries and hierarchies, thereby opening up spaces for alternative narratives and 
counter-discourses to emerge. In doing so, Loomba underscores the transformative potential 
of performance as a tool for resistance, liberation, and cultural reclamation in the aftermath of 
colonial oppression. Adams and Tiffin (vii) implies that “colonialism supplies a category 
through which history becomes coherent, and therefore know-able, as a movement between 
imperial subordination and anti-colonial resistance”. Postcolonial theory is a theory of 
resistance that provides a robust framework for understanding how theatre and performance 
continue to influence and articulate postcolonial identities and politics. The stage becomes a 
site where the past is contested and future possibilities are envisioned. 

 
II. Review of Literature 

 
It becomes imperative to observe that Theatre scholars often explore the narrative 

techniques and thematic devices used in the Theatre of the Absurd. Studies focus on the 
disruption of logical structures, the innovative use of language, and the creation of a peculiar 
world that mirrors the instability and unpredictability of life. Previous research often cites 
Beckett's Waiting for Godot and Ionesco’s The Bald Soprano as primary examples where 
traditional plots and character development give way to circular dialogues and nonsensical 
actions that expresses life's inherent meaninglessness. 
 
2.1 The Philosophical Context to Absurdism  

Theatre of the Absurd is deeply rooted in existential philosophy, which asserts that life 
has no intrinsic meaning beyond what individuals ascribe to it. Absurdism according to 
Alhasan (9) “…is a human tendency to seek meaning and purpose in life and the inability to 
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do so. In real life, absurd is an experience; a psychological condition; for which the only cure 
is to live in full consciousness of it”.  This means that the meaning of human existence could 
not be examined and the quest to look for answers is determined by human. The different 
wars that happened, the world war and other civil wars makes it sacrosanct and gave birth  to 
the theory (absurdism) to think and wonders the essence human existence and the fact that 
everything happening makes life has no meaning.   Alhasan (9) further explains that  

During different wars fought on earth and continued still, people observed 
that men killed their fellow-men, because of industrial revolution and 
technical advancements, there was growth and prosperity. But this also 
nurtured the thought of greed, resulting in destruction and war…. If God 
lived and remained silent to the brutality undergone, then all ethical rules 
prove wrong. These questions that lurked in human mind exterminated all 
ethical rules and gave way to the absurd. 

 
However, since the birth of Existentialism and Absurdism, different plays have been 

written to prove the absurdity of human existence. David Essi and Nicholas Chielotam (94) 
explain that “…apart from the senselessness of life which permeates absurd plays, there is 
also the inevitable debasement of ideals, purity and purpose. Man as a result, is bewildered, 
troubled and obscurely threatened”. They also cited Otete-Akpofure (131) “Absurdists believe 
fervently that “man” lives in a meaningless world and that there are no standards for 
measuring truth, or measuring right or wrong, but each person finds his own meaning for life” 
In another instance, Nausheen, Mamona and Shaheen (96) explain that  

The theory of absurdism was proposed by Albert Camus in which he 
suggested that man tries to search for the meaning of life, and in the end, he 
comes to know that his search is all meaningless. What he was searching for, 
he is never going to find it. Then the individual goes through three stages of 
life which are: Philosophical suicide: at this stage, he tries to seek help from 
the religion. 

 

This has similar meaning to the Existentialism whereby it is emerging in the wake of 
the catastrophic world wars, existentialism burgeoned as a philosophical movement 
characterized by a profound reevaluation of existence itself. Its proponents grappled with the 
stark realization that there seemed to be no transcendent force guiding human affairs. The 
horrors of warfare shattered any illusions of a benevolent deity capable of intervening to 
prevent such atrocities. Instead, existentialists confronted the stark reality of a world devoid of 
divine intervention, where humanity stood alone in the face of its own choices and their 
consequences. The absence of a saving deity led them to confront the harsh truths of 
existence without relying on religious consolation. Nausheen, Mamona and Shaheen (96) 
further explain that: 

Existentialism is the movement that started right after the deadly world wars. 
They started thinking that there is no transcend force. There is no God who 
can save them and restore their lives because if there had been God, he 
would have saved them from the devastations and the destructions which the 
world wars brought to them. 

 
In this existential void, individuals were compelled to forge their own meaning and 

purpose amidst the ruins of a shattered world, confronting the existential dilemma of creating 
significance in a seemingly indifferent universe. Jean-Paul Sartre (17) explains that  

Many may be surprised at the mention of humanism in this connection, but 
we shall try to see in what sense we understand it. In any case, we can begin 
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by saying that existentialism, in our sense of the word, is a doctrine that does 
render human life possible; a doctrine, also, which affirms that every truth 
and every action imply both an environment and a human subjectivity. The 
essential charge laid against us is, of course, that of over-emphasis upon the 
evil side of human life. 

 
In reality, it is believed that the actual truth behind the existence of human is bound to 

be in the doctrine that explains how human exist, which dictate the actions taken by humans.  
 
In Esslin's seminal work on the Theatre of the Absurd, he offers meticulous analyses 

of numerous plays, providing readers and viewers with an intricate understanding of this 
groundbreaking movement. However, despite the wealth of scholarship on the subject, 
neither Esslin nor subsequent authors have fully delineated the thematic material inherent in 
the works of Absurdist dramatists. 

 
This lacuna in scholarship has led to a proliferation of conflicting interpretations and 

indiscriminate labeling of plays as "absurdist." As a result, there is a tendency to apply the 
term haphazardly, without due consideration for the nuanced thematic elements that define 
Absurdist theater. Consequently, debates often devolve into arguments over the validity of 
individual works being categorized as "absurd," or worse, simply dismissing them as "absurd" 
without deeper analysis. 

 
While the designation "theatre of the absurd" encapsulates the essence of this 

movement, its broadness can lead to misinterpretation and oversimplification. On one hand, 
some critics wield the label indiscriminately, relegating any enigmatic or elusive play to the 
category of absurdism, thus stifling its complexity and richness. On the other hand, there are 
instances where the term is applied too narrowly, overlooking the subtleties and nuances 
inherent in Absurdist works. 

 
To address these shortcomings, a comprehensive catalogue of common themes 

present in Absurdist plays is imperative. Such an inventory would enable a more judicious 
application of the label, allowing for the exclusion of plays that do not align with the core 
tenets of Absurdism. Moreover, it would facilitate a deeper exploration of the formal 
characteristics unique to Absurdist theatre, while also fostering meaningful comparisons with 
other works of dramatic literature. 

 
By delineating the thematic material central to Absurdist playwrights, scholars can 

foster a more nuanced understanding of the movement, shedding light on its philosophical 
underpinnings and artistic innovations. This, in turn, would enrich scholarly discourse and 
deepen appreciation for the profound and enduring legacy of the Theatre of the Absurd. 
 

III. Results and Discussion 
 
3.1 Bode Ojoniyi 

Bode Ojoniyi stands as a multifaceted luminary within the realms of theater, wielding 
his talents as an actor, director, and esteemed playwright. Garnering acclaim in 2017 with an 
award from the Society of Nigeria Theatre Artists, Ojoniyi's contributions to the dramatic arts 
resonate with depth and ingenuity. Beyond his theatrical prowess, he further enriches 
academia as a Postdoctoral Fellow of the American Council of Learned Societies African 
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Humanities Program, showcasing a commitment to both artistic expression and scholarly 
inquiry. 
 

Ojoniyi's literary portfolio boasts a repertoire of evocative plays, each a testament to 
his creative vision and narrative prowess. From the gripping narrative of Once Upon an Evil 
Genius to the thought-provoking exploration of faith in The Primate and the Lost Clergy, his 
works delve into the complexities of human existence with nuance and insight. Titles such as 
The Infidel and the Blood Suckers, For the Love of Sisyphus, A Visit to a Graveyard, and A Dance of 
Beasts stand as vibrant tapestries of storytelling, weaving together themes of morality, destiny, 
and the human condition. 
 

Currently, Ojoniyi assumes the mantle of Director of Studies at the Center for 
Performing Arts and Film Studies in Education, situated in Osogbo, Nigeria. In this role, he 
channels his wealth of experience and knowledge to cultivate the next generation of 
performers and scholars, nurturing a vibrant culture of artistic exploration and academic 
excellence. Through his multifaceted endeavors, Bode Ojoniyi continues to leave an indelible 
mark on the landscape of Nigerian theater and beyond, enriching both stage and academia 
with his boundless creativity and unwavering dedication. 
 
3.2 Samuel Beckett 

Beckett's plays are celebrated as poignant reflections of a world stripped of 
transcendent hope, where the comforting pillars of traditional faith and morality have 
crumbled, leaving behind a stark existential landscape. In his theatrical oeuvre, Beckett 
masterfully captures the essence of a universe devoid of divine intervention, where human 
existence is marked by an absence of inherent meaning or value. 
 

Through his characters and narratives, Beckett portrays the profound sense of 
existential emptiness that permeates modern life. His works resonate with themes of 
absurdity, futility, and the fragmentation of identity, offering audiences a mirror to confront 
the disquieting truths of existence. In Beckett's world, there is no refuge in the certainties of 
religious doctrine or the stability of moral absolutes. Instead, his characters grapple with the 
gnawing uncertainty of their own existence, adrift in a void where traditional frameworks of 
meaning have lost their relevance. 
 

Yet, amidst the bleakness of Beckett's vision, there is a profound humanity that shines 
through. Despite the absence of transcendent hope, his characters persist in their search for 
meaning and connection, finding solace in moments of fleeting camaraderie or existential 
defiance. In their struggles and absurdities, Beckett captures the resilience of the human spirit 
in the face of a seemingly indifferent universe. 
 

Indeed, Beckett's plays serve as a profound artistic testament to the complexities of 
the modern condition, challenging audiences to confront the existential dilemmas that lie at 
the heart of human existence. In a world stripped of divine guidance and moral certainties, 
Beckett's work stands as a poignant reminder of the enduring power of human resilience and 
the quest for meaning amidst the abyss of existential uncertainty. 
 
3.3 Eugène Ionesco 

Eugène Ionesco occupies a paramount position within the landscape of absurdist 
theatre, earning acclaim as one of its foremost luminaries. Revered for his innovative 
contributions to dramatic literature, Ionesco's work epitomizes the ethos of absurdism, 
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challenging conventional notions of reality and language with unparalleled audacity and 
creativity. 
 

As a pivotal figure of the absurdist theatre movement, Ionesco's plays delve into the 
absurdities of human existence with both wit and profundity. His exploration of the absurd is 
characterized by a disorienting blend of surrealism, dark humor, and existential inquiry, 
inviting audiences to confront the inherent absurdity of the human condition. 
 

Ionesco's seminal works, including "The Bald Soprano," "The Lesson," and 
"Rhinoceros," stand as towering monuments to his artistic vision and philosophical acumen. 
Through these plays, he unveils a world where logic unravels, communication falters, and 
identity dissolves into absurdity. By dismantling the veneer of social conventions and linguistic 
norms, Ionesco exposes the underlying chaos and meaninglessness that lurk beneath the 
surface of everyday life. 
 

Beyond his literary achievements, Ionesco's influence extends far and wide, shaping 
the trajectory of modern theatre and inspiring generations of playwrights and performers. His 
bold experimentation with form and content challenged the boundaries of theatrical 
expression, paving the way for new modes of storytelling and artistic exploration. 
 

Moreover, Ionesco's thematic preoccupations with alienation, conformity, and the 
erosion of individuality continue to resonate with audiences across the globe, attesting to the 
enduring relevance of his work in an ever-changing world. 
 

In sum, Eugène Ionesco's legacy as a prime figure of the absurdist theatre movement 
is indelibly etched in the annals of dramatic history. Through his groundbreaking plays and 
unyielding commitment to artistic innovation, he has left an indelible mark on the cultural 
landscape, inspiring generations to embrace the absurdity of existence with courage, humor, 
and intellectual curiosity. 
 
3.4 Absurdism In Bode Ojoniyi’s A Visit to a Graveyard and Samuel Brecket’s Waiting 
for Godot 

Absurdism delves into the profound tension existing between the inherently 
meaningless nature of the universe and our relentless pursuit of meaning within it. Embracing 
the absurd, entails confronting the stark reality of this meaninglessness head-on, 
acknowledging it without reservation, and yet choosing to forge ahead in life with vigor and 
purpose. It's about grasping the absurdity of existence, yet refusing to be paralyzed by it. 
Instead, it's an affirmation of life's inherent value and the significance we ascribe to it, even in 
the face of a seemingly indifferent cosmos. To embrace the Absurd is to not only accept the 
absurdity of our condition but to also actively engage in the pursuit of personal fulfillment, 
finding meaning in the very act of living and striving towards our goals, despite the apparent 
futility of it all. It's a call to live authentically, to create our own meaning amidst the chaos, 
and to find solace and joy in the sheer act of being alive. 
 
3.5 Bode Ojoniyi’s A Visit to a Graveyard 

A stroll through a graveyard unveils a narrative rich with the sentiments and 
reflections of grave diggers, encapsulating their profound perspectives on life. Each 
tombstone stands as a silent testament to the passage of time and the fragility of existence, 
inviting contemplation on the part of those who tend to these final resting places. For grave 



 

21 

diggers, this daily interaction with mortality offers a unique vantage point from which to 
ponder the intricacies of life. 
 

In the solitude of the cemetery, amidst rows of graves bearing witness to myriad life 
stories, grave diggers confront the stark realities of mortality with a blend of solemnity and 
introspection. They navigate the solemn task of preparing final resting places with a deep 
reverence for the lives that have passed, recognizing the fleeting nature of existence with each 
shovel of earth turned. 
 

Yet, beyond the somberness of their work lies a profound appreciation for the 
preciousness of life itself. Through their intimate connection with death, grave diggers often 
develop a profound sense of gratitude for the simple joys and blessings that each day brings. 
They understand that in the face of mortality, every moment becomes imbued with a 
heightened significance, and every interaction holds the potential to leave an indelible mark on 
the tapestry of existence. 

 
Moreover, the graveyard serves as a repository of collective memory, a place where 

the stories of the departed intertwine with the present moment. As they labor among the 
gravestones, grave diggers become custodians of these narratives, bearing witness to the 
diverse tapestry of human experience encapsulated within the confines of the cemetery walls. 
 

Ultimately, A Visit to a Graveyard offers a profound glimpse into the psyche of grave 
diggers, revealing not only their reverence for life and mortality but also their profound 
insights into the human condition. It is a story of resilience in the face of adversity, of wisdom 
gleaned from the depths of introspection, and of an enduring appreciation for the beauty and 
fragility of life. 
 

However, In Bode Ojoniyi's A Visit to a Graveyard, the personification of death 
emerges vividly through the poignant dialogue exchanged between Grave Digger 1 and Grave 
Digger 2. Through their interaction, death takes on a palpable presence, infusing the graveyard 
scene with an aura of solemnity and introspection. 
 

As Grave Digger 1 and Grave Digger 2 engage in conversation amidst the somber 
backdrop of the cemetery, their words carry a weighty significance that transcends mere 
mortal concerns. Through their dialogue, death is not merely an abstract concept but a 
tangible force, looming large over the landscape of human existence. 
 

Grave Digger 1 and Grave Digger 2 serve as custodians of the graveyard, tasked with 
the solemn duty of preparing final resting places for the departed. In their exchanges, they 
confront the inevitability of death with a blend of resignation and acceptance, acknowledging 
its omnipresence in the cycle of life. 

 
Grave Digger 1: We are all trapped by our existence. Yet, I don’t want to say 

there is nothing to be done like Becket! 
Grave Digger 2: I understand your dilema, friend. It is a difficult thing to say 

especially around some religious bigots. One would be 
accused of faithlessness. However, I think we all have a sure 
escape route! 

Grave Digger 1: A sure escape route? 
Grave Digger2: sure! 
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Grave Digger1: (He laughs heartily) I know what you want to say… Death, isn’t 
it? We escape through death, hmmm? 

Grave Digger 2: it is a sure way of escape from the burden of living, brother. 
Grave Digger 1: Delude yourself. How can death be a sure escape route when 

it comes at will, just like a poultry farmer, to slaughter man 
like a mere well-fed chicken, without his consenting to die?  
(4) 

 
In the conversation it could be observed that Grave Digger 2 has a reservation to the 

meaning of life after death. Grave Digger 1 explains the fact that Death cannot be an escape 
route because it comes at will. He even goes further to compare man to the normal chicken. 
How else could death be an escape route?  
 

Through their dialogue, death becomes a character in its own right, speaking through 
the mouths of these humble grave diggers. It is a silent observer, bearing witness to the ebb 
and flow of human existence, yet remaining steadfast and immutable in its role as the great 
equalizer. 

 
Moreover, the dialogue between Grave Digger 1 and Grave Digger 2 serves as a 

reflection of the broader themes explored in Ojoniyi's work. It invites readers to contemplate 
the fleeting nature of life and the inevitability of death, urging them to confront these 
existential truths with courage and grace. 

 
In this way, the personification of death in A Visit to a Graveyard serves as a powerful 

literary device, lending depth and resonance to the narrative while inviting readers to ponder 
the mysteries of mortality and the human condition. Through the dialogue between Grave 
Digger 1 and Grave Digger 2, death emerges not as a distant specter but as a palpable 
presence, weaving its way through the fabric of the story and leaving an indelible impression 
on all who encounter it. 

 
It is personified as human in the text, when Grave Digger 2, expresses his mind 

toward death. He explains what he feels about death because it brings food to his table. 
However, death levels all humans because there is no difference between the rich and the 
poor when it comes to the issue of death. This shows that life is meaningless. 

  
Grave Digger 2: It is you who has refused to learn anything. You see, I love 

death, I equally love the dead and I love this place, but all for 
different reasons. I love death; it levels all being. I love the 
dead, they provide my meal… and, I love this place, for it 
signals the end to all pains. (5) 

 
To him, he feels death is an avenue to stop feeling about the ordeals of this life. This 

brought their argument to the fact that if there is life after death.  In this conversation, the 
issue of the ancestors is recorded in the play. Grave Digger 2 feels that the so called ancestors 
are the ones who have once lived and died just like other people.  

 
Grave Digger 2: I only laugh about it… particularly about your hypocrisy and 

acts of self-duping. Now tell me, who are these ancestors you 
pray to? The people we bury here everyday? Or, are they not? 
(5) 
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The question asked by Grave Digger 2 brings to consciousness of who they actually 
pray to, the one who is buried just like others or who? This negates the religious belief of the 
people. This makes grave attests to the fact that if one says anything that negate the religious 
believe, one could be tagged faithlessness as said by Grave Digger 2.  

 
Grave Digger 2: I understand you dilemma, friend, it is a difficult thing to say 

especially around some religious bigots. One would be accused 
of faithlessness. However, I think we  all have a sure escape 
route! (4) 

 
  Moreover, even at that, he feels death is an escape route to all the thoughts of life. 
This is why they (Grave Digger 1 and Grave Digger 2) emphasis the reason he said the dead 
has escape the sorrow of live when Grave Digger 2 says 
 

Grave Digger 2: Exactly what I am saying. Anytime we dig them up again, they 
are down there, no hope, no sorrow… when we cut them up, 
they don’t cry for pains. They don’t protest again. They have 
escaped. (6) 

 
To him, the dead feels nothing again, not even the thought of the meaning of life 

because life is meaningless. 
 

3.6 Samuel Beckett's Waiting for Godot 
In addition to explaining absurdism, Samuel Beckett's Waiting for Godot stands as an 

exemplary work within the realm of absurdist theatre, providing a profound exploration into 
the existential void that characterizes human existence. Through the seemingly mundane 
actions and conversations of its characters, Vladimir and Estragon, the play delves deep into 
the essence of nothingness, portraying the absurdity of life's uncertainties and the relentless 
cycle of waiting. 

 
Set against a barren landscape, symbolic of the desolation of the human condition, the 

play unfolds with a relentless sense of anticipation for the arrival of Godot, a figure whose 
significance remains elusive and ambiguous. As Vladimir and Estragon pass the time with 
trivial activities and fragmented dialogues, their existence becomes emblematic of the futility 
of seeking meaning in a world devoid of inherent purpose. 

 
ESTRAGON: Until he comes.  
VLADIMIR: You're merciless.  
ESTRAGON: We came here yesterday.  
VLADIMIR: Ah no, there you're mistaken.  
ESTRAGON: What did we do yesterday?  
VLADIMIR: What did we do yesterday? 
 ESTRAGON: Yes.  
VLADIMIR: Why . . . (Angrily.) Nothing is certain when you're about.  
ESTRAGON: In my opinion we were here.  
VLADIMIR: (looking round). You recognize the place?  
ESTRAGON: I didn't say that.  
VLADIMIR: Well? 
 ESTRAGON: That makes no difference 
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Beckett masterfully captures the essence of human absurdity through his characters' 
perpetual waiting, highlighting the inherent absurdity of human endeavor and the inevitable 
confrontation with the void. Vladimir and Estragon's exchanges oscillate between moments 
of hope and despair, reflecting the perpetual struggle to find meaning amidst the chaos of 
existence. 

 
Moreover, Waiting for Godot transcends its narrative confines to offer a profound 

commentary on the human condition. Through its minimalist setting and sparse dialogue, the 
play invites audiences to confront the fundamental questions of existence, prompting 
reflection on the nature of reality, identity, and the inevitability of mortality. 
In essence, Waiting for Godot emerges as a timeless exploration of the nothingness that 
permeates human existence, challenging audiences to confront the absurdity of life's 
uncertainties and the relentless pursuit of meaning in a world devoid of inherent significance. 
 
3.7 Postcolonial Theory: A Critical Analysis Of Loomba (1998) 
a. Conceptual Framework 

Ania Loomba's postcolonial performance theory emerges within the expansive terrain 
of postcolonial studies, a scholarly endeavor aimed at unraveling the enduring ramifications of 
colonialism and imperialism. Brian posits that in Lomba’s Colonialsim/Postcolonialism, she 
states that the philosophy of colonialism and postcolonialism starts with the idea that: 

European colonialism had a profound effect on this world. Both colonized 
and colonizing nations were and still are affected. The effect is still profound. 
The effects of colonialism reach into the major building blocks of civilization. 
In fact, things like capitalism, science, certain value systems, the literary 
cannon, etc. are the products of colonialism. (1) 

 
At its core, Loomba's framework is deeply attuned to the multifaceted nature of 

colonial influence, which extends far beyond political and economic realms to infiltrate 
cultural expressions, particularly performance practices. She contends that performances, 
spanning from theatrical productions to quotidian rituals, serve as potent arenas where power 
dynamics are both perpetuated and challenged, offering fertile ground for the examination of 
postcolonial identities and narratives. 

 
Central to Loomba's analysis is the nuanced understanding of performance as a 

dynamic and multilayered phenomenon, encompassing a broad spectrum of cultural 
expressions and embodied practices. By foregrounding the corporeal dimensions of 
postcoloniality, she underscores the visceral experiences of marginalized communities whose 
bodies bear the scars of colonial violence and oppression. Moreover, Loomba's theorization 
encompasses a diverse array of performative contexts, ranging from traditional theater to 
contemporary forms of resistance and cultural reclamation, highlighting the transformative 
potential of performance as a tool for social change and collective empowerment. In her work 
Colonialism/Postcolonialism (1998), Loomba interrogates the complexities of postcolonial 
identities, challenging essentialist notions of culture and belonging. Through an 
interdisciplinary lens, she navigates through historical, sociopolitical, and cultural landscapes 
to unveil the myriad ways in which performance becomes a site for negotiating and 
(re)imagining postcolonial subjectivities. By destabilizing colonial binaries and hierarchies, 
Loomba opens up spaces for alternative narratives and counter-discourses to emerge, 
fostering a more inclusive and dynamic understanding of postcolonial identity formation. 
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Loomba's scholarship resonates with broader debates surrounding globalization, 
diaspora, and transnationalism, as she traces the circulation of cultural forms and practices 
across geographical and ideological borders. By situating postcolonial performance within a 
global context, she underscores its role in forging connections and solidarities across diverse 
communities, while also interrogating the asymmetries of power that underpin such 
transnational exchanges. This global perspective enriches our understanding of postcolonial 
performance as a dynamic and interconnected phenomenon, shaped by intersecting forces of 
colonial legacies, globalization, and local resistance. 

 
In conclusion, Ania Loomba's contributions to postcolonial performance theory offer 

a nuanced and expansive framework for understanding the intricate interplay between power, 
identity, and representation in the aftermath of colonialism. Through her interdisciplinary 
approach and engagement with diverse performative practices, she invites us to rethink 
conventional understandings of performance as mere aesthetic expression, urging us to 
consider its profound political, social, and cultural ramifications within postcolonial contexts. 
As we grapple with the complexities of a rapidly changing world, Loomba's work serves as a 
vital resource for scholars, artists, and activists alike, inspiring us to imagine more just and 
inclusive futures grounded in the transformative potential of performative practices. 
 
b. Key Concept of Post-Colonial Theory 
1. Hybridity: Loomba draws on Homi Bhabha's concept of hybridity to highlight the 

complex, fluid, and often contradictory nature of postcolonial identities. In performance, 
hybridity manifests through the blending of diverse cultural traditions, languages, and 
modes of expression. This concept challenges essentialist notions of identity and celebrates 
the creative potential of intercultural exchange. 

2. Mimicry and Ambivalence: Building on Homi Bhabha's notion of mimicry, Loomba 
examines how colonized subjects both imitate and subvert the cultural norms and practices 
of the colonizer. Performance becomes a site of ambivalence, where actors negotiate 
between conformity and resistance, compliance and subversion. This ambivalence 
destabilizes fixed power structures and opens up spaces for agency and resistance. 

3. Subaltern Voices: Loomba emphasizes the importance of foregrounding subaltern voices 
and perspectives in postcolonial performance. Subaltern performances offer counter-
narratives to dominant colonial discourses, reclaiming agency and identity for marginalized 
communities. Through forms such as street theater, protest songs, or indigenous rituals, 
subaltern groups articulate their resistance to colonial oppression and assert their cultural 
autonomy. 

There are few case studies of postcolonial theories which are discussed below: 
 
3.8 Postcolonialsim In Tunde Fatunde’s No Oil Boom & Sweat And Blood 

No Oil Boom is a play first performed at University of Benin’s Main Auditorium in 
1984. The play exemplified the postcolonial era of Nigeria revealing the “actions of corrupt 
and thief – rulers who loot and steal the collective wealth of the country” (Iyayi viii). Blood and 
sweat is a play that deals with the struggle of the working people in South Africa to end 
Apartheid – the highest state of neo-colonial dependent capitalist relations. The two plays by 
Tunde Fatunde exemplified the kind of hardship the leadership of both Nigeria and South 
Africa subject their people to where the Nigeria working people are the ones producing crude 
oil and palm oil, but they and their families are not benefiting anything from these important 
natural resources whereas the corrupt capitalists who are the feudal lords “(Obas, Emirs.and 
Chiefs), and foreign capitalists” (Fatunde xii) are the ones enjoying the wealth of the natural 
resources. 
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In south Africa, as exemplified in Blood and Sweat, there is a deliberate effort by the 
European South African capitalist politicians to deny the African working people inside South 
Africa of their political rights. The two plays reveal the life of the Africans in the aftermath of 
colonialism how the African leaders in collaboration with the Europeans conniving to put 
their people in another level of colonialism which is referred to as neocolonialism. 
 
3.9 Postcolonialism In Wole Soyinka’s Death And The King Horseman 

In Wole Soyinka's Death and the King's Horseman, post-colonialism is intricately woven 
into the fabric of the narrative, exploring themes of cultural clash, identity, and the 
consequences of colonialism on African societies. Here's a detailed analysis: 
 
a. Cultural Clash and Identity 

The play vividly portrays the clash between traditional Yoruba culture and the 
imposition of British colonial values. Through the character of Elesin, the King's Horseman, 
who is torn between his duty to fulfill a sacred ritual and the British colonial authorities' 
interference, Soyinka illustrates the struggle for cultural autonomy and identity in a post-
colonial context. Elesin's internal conflict embodies the broader tensions between indigenous 
customs and colonial ideologies. 
 
b. Colonial Hegemony and Resistance 

Soyinka exposes the mechanisms of colonial hegemony through the character of 
Pilkings, the British colonial officer, who arrogantly imposes his Western worldview on the 
indigenous Yoruba community. Pilkings' ignorance and cultural insensitivity symbolize the 
broader colonial project of erasure and domination. However, the resistance of characters like 
Elesin and his son, Olunde, highlights the resilience of indigenous cultures and their refusal to 
be subjugated by colonial forces. 
 
c. Legacy of Colonialism 

Death and the King's Horseman also explores the enduring legacy of colonialism on 
African societies. The play is set in Nigeria during the 1940s, a period of transition from 
colonial rule to independence. Soyinka portrays the complex aftermath of colonialism, where 
traditional values and customs intersect with modernity and Western influences. The play's 
tragic conclusion, with Elesin's failure to fulfill his ritualistic duty and Olunde's sacrificial act, 
underscores the profound impact of colonialism on indigenous belief systems and social 
structures. 
 
d. Symbolism and Ritual 

Soyinka employs rich symbolism and ritualistic elements to underscore the cultural 
significance of the horseman's duty and the disruption caused by colonial interference. The 
horseman's role as a symbol of continuity and spiritual connection to the ancestors contrasts 
sharply with the colonial authorities' dismissive attitude towards indigenous traditions. The 
ritualistic elements in the play serve as a metaphor for the broader struggle for cultural 
preservation and autonomy in the face of colonial encroachment. 
 
e. Post-Colonial Consciousness 

Through Death and the King's Horseman, Soyinka fosters a post-colonial consciousness 
that interrogates the complexities of African identity and agency in the wake of colonialism. 
The play invites readers to reflect on the interplay between tradition and modernity, power 
and resistance, and the ongoing quest for cultural sovereignty in a rapidly changing world. 
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Death and the King's Horseman is a powerful exploration of post-colonial themes that 
resonates with audiences far beyond its immediate historical context, offering profound 
insights into the enduring legacy of colonialism on African societies and the ongoing struggle 
for cultural and political liberation. 
 
3.10 Postcolonialsim In Ahmed Yerima’s The Trials Of Oba Ovonramwen 

In Ahmed Yerima's The Trials of Oba Ovonramwen, post-colonialism is a central theme 
that explores the complexities of Nigerian history and the legacy of colonial rule. Here's a 
detailed analysis: 
 
a. Historical Context 

The play is set against the backdrop of the British invasion of the Kingdom of Benin 
in 1897, which led to the deposition and exile of Oba Ovonramwen, the traditional ruler of 
the Benin Kingdom. Yerima's play delves into the historical events surrounding the British 
conquest and the subsequent trial of Ovonramwen, shedding light on the colonial exploitation 
and violence that characterized the era. 
 
b. Colonialism and Power Dynamics 

Yerima's play examines the power dynamics between the colonizers and the colonized, 
highlighting the brutality and injustice of British colonial rule. The trial of Ovonramwen 
serves as a microcosm of the broader colonial project, in which indigenous leaders were 
subjected to Western legal systems and denied agency over their own affairs. Through the 
character of Ovonramwen, Yerima portrays the resilience and defiance of African leaders in 
the face of colonial oppression. 
 
c. Cultural Resistance and Identity 

The Trial of Oba Ovonramwen explores themes of cultural resistance and identity in the 
context of colonialism. Despite the attempts of the British to erase indigenous cultures and 
traditions, Yerima's play celebrates the resilience of the Benin people and their enduring 
connection to their heritage. The character of Ovonramwen emerges as a symbol of resistance 
against cultural assimilation and colonial domination, embodying the struggle for sovereignty 
and self-determination. 
 
d. Betrayal and Collaboration 

Yerima interrogates the complexities of collaboration and betrayal within colonial 
contexts. The play depicts how some indigenous collaborators, such as Okoro, sided with the 
British in exchange for personal gain, betraying their own people and contributing to the 
downfall of their traditional leaders. Through characters like Okoro, Yerima critiques the 
moral compromises and ethical dilemmas faced by individuals in colonial societies. 
 
e. Legacy and Memory 

The Trial of Oba Ovonramwen underscores the importance of memory and historical 
consciousness in shaping post-colonial identities. By revisiting the events of the Benin 
Expedition and the trial of Ovonramwen, Yerima invites audiences to reflect on the enduring 
impact of colonialism on Nigerian society and the ongoing quest for justice, restitution, and 
historical truth. 
 

The Trial of Oba Ovonramwen is a thought-provoking exploration of post-colonial 
themes that illuminates the complexities of Nigerian history and the enduring legacy of 
colonialism. Through its portrayal of historical events and characters, Yerima's play challenges 
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audiences to confront the injustices of the past and engage critically with questions of power, 
identity, and resistance in a post-colonial world. 
 

IV. Conclusion 
 

The Theatre of the Absurd not only transformed modern drama but also offered a 
new way to engage with the philosophical inquiries of the 20th century. By breaking down 
traditional storytelling techniques and exposing the absurdity of the human condition, the 
propounders of this movement created a legacy that continues to influence theatrical 
productions and philosophical discourse. Future research might further explore the cross-
cultural adaptations of Absurdist theatre and its relevance in contemporary global contexts.  

 
Postcolonialism is an essential field of academic inquiry that delves into the 

multifaceted ramifications of colonialism and imperialism on cultural, political, and economic 
landscapes. It scrutinizes the enduring effects of human dominion and exploitation over 
colonized populations and territories. Emerging as a pivotal intellectual framework, 
postcolonial theory endeavors to unravel the intricate layers of colonial governance and its 
aftermath, shedding light on the complexities and repercussions therein. By interrogating 
power dynamics, cultural hegemony, and socio-economic disparities, postcolonialism strives 
to unveil the enduring legacies of colonial rule, fostering a deeper understanding of historical 
injustices and contemporary global dynamics. 
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