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Abstract

This paper examines how echoes or repetitions are used in Jagun Jagun -
The Warrior, a 2023 Yoruba epic film on Netflix which is subtitled in English
and has an English voiceover version. Like most Yoruba epics, Jagun Jagun is
rich in oral forms including proverbs, incantations, praise, and naming which
have several figurative elements in them. However, in addition to all these,
the film deploys echoes in a way that has not been seen in most Yoruba epics.
This deployment is multimodal, and it makes these echoes central to mean-
ing-making and aesthetic configurations in the film. That is, through these
echoes, characterization, the flow of the storyline, and language and style
are brought to life. The paper identifies three instances of echoes in the film
which are lexico-tonal echoing, intertextual echoing, and echoing in plot. The
paper’s description of echoing in the film as playful does not mean unserious-
ness. Rather, it implies the like pun-like quality that generally accompanies
the deployment of the echoes.

Keywords: Playful aesthetics, Echoes, Difference, Yoruba epic films, New
Nollywood

Introduction
The prehistoric, premodern, and distant past has always constituted fas-
cinating imaginations in various Nigerian performative and popular arts in-
cluding stage theater, television drama, and cinema (Ogundeji 2014, 2000;
Adelugba and Obafemi 2004; Barber 2000; and Ogundele 2000). Looking at
the Yoruba travelling theater of the 1940s-80s as a form of stage theater for
instance, it is safe to say that this interest in the past is not just a matter of
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portrayal but also of reflecting and acknowledging the professional creative
roots of the arts. With its commercial scale and popularity, this theater which
has been described as “part of a great Yoruba-language cultural efflorescence
in colonial and post-colonial western Nigeria” was significantly a continua-
tion of the Alarinjo or Apidan theater, a Yoruba mask theatrical form involv-
ing performers travelling across Yoruba settlements (Barber 2000: 4, Adedeji
1969). The theater itself (4/arinjo) could be traced to the the Eegun Alare
performance art evolved by Ologbin Ologbojo and his son, Olugbere Agan,
in the sixteenth century during the reign of Ogbolu as the Alaafin (King) of
Oyo (Fiberesima 2023; Oloruntoba-Oju 2013: 5-13; Adelugba and Obafemi
2004: 139-134).

What is more, the A/arinjo theater was also of commercial scale and argu-
ably one of the forms through which the Yoruba’s contact with non-Yoruba
(African and non-African) could be traced. For instance, in 1826, Alafin Man-
shola (Majotu) is said to have invited an A/arinjo touring company “to enter-
tain the English explorer, Hugh Clapperton, and his party, during their stay at
Katunga (old Oyo), the Yoruba metropolis (Adedeji 1969: 3). From at least
the mid-nineteenth, various Alarinjo troupes were also already specializing in
representing foreign characters. The 4jofeebo (meaning ‘those who dance for
the white’) theater for instance had masks representing English royalties and
the Ajangila theater had mask characters representing the Hausa people who
are native to the northern part of Nigeria and other African countries like Chad
and Niger (Adelugba and Obafemi 2004; Adedeji 1969).

Therefore, while the church and school as Western cultural elements might
have been the earliest spaces of modern (proscenium stage) theater in Nigeria,
indigenous and precolonial theatrical forms like the A/arinjo soon influenced
the Yoruba travelling theater as it evolved not just as an artistic form but also
as an industry. As evident in the work of Hubert Ogunde who is seen as the
pioneer of the theater and other early practitioners like Duro Ladipo and Kola
Ogunmola, the Alarinjo s influence enabled a shift from Christian-influenced
themes and narratives which earlier characterized stage theater to Yoruba oral
tradition which includes poetry, proverbs, parables, incantations, myths, leg-
ends, and anecdotes (Ogundeji 2014; Adedeji 1998, 1971). This shift is well
captured by Ogundeji (2000) as seen in the excerpt below.

The movement of drama out of the church and mission school, coupled
with other social developments like political and cultural nationalism which
were precursors to the fight for independence influenced the shift from the
biblical themes to folkloric, topical, and other social themes. The introduc-
tion of indigenous folkloric music and other materials was also a hallmark
of the shift. Plays were also no longer staged in church and schools only
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but on hotel grounds, in town halls and any available open spaces, includ-
ing the courtyards of personal houses (25).

Following the introduction of mass media technologies to Nigeria particu-
larly the television, the Yoruba travelling theater practitioners began to adopt
them as platforms for the exhibition of their contents. In 1960, the Western
Nigerian Broadcasting Service/Western Nigeria Television (WNBS/WNTV),
Nigeria’s first television service station, screened a play by Hubert Ogunde
and by the 1970s, the 1965 indigenization policy of the station had encouraged
more of these theater practitioners as well as a new crop to educated producers
to produce for TV. This trend continued when cinematic productions by local
filmmakers began in Nigeria starting with celluloid filmmaking (1970s-1980s)
and then video-film production—through which Nigeria cinema got the so-
briquet, Nollywood—ifrom 1990s. Across all these platforms and formats, the
spatiotemporal, social, and expressive representation of the past in performa-
tive arts continued even as other representation focusing on the present de-
veloped. It is this representation of the past, particularly through screen-based
platforms like cinema that ultimately led to the recognition of the genre known
as epic film in Nigeria cinema.

With respect to cinema, while the past being portrayed is technically long
gone in terms of temporal relation and in face of urbanization, the artistic
foundation given by Alarinjo and the travelling theater is a factor that has
enabled the ability to continue to portray this past through the epic film. In
the same vein, there are still sociocultural values through which the past con-
tinues to manifest in contemporary times. These values include folk stories,
proverbs, pristine dialects, indigenous religious and spiritual practices, and
local festivals and ceremonies. Drawing from all these therefore, Nollywood
filmmakers, particularly in the Yoruba and Igbo subindustries, have always
made efforts to represent—or to echo, as it were—the past through the epic
film genre.

According to Jonathan Haynes, the epic, also known as cultural epic or
traditional epic is “a major, flourishing Nollywood genre, distinct and imme-
diately recognizable because it is set in a particular landscape: a “traditional”
past of thatched villages, spears, and sometimes fanciful costumes” (2016:
141). However, in addition to these features listed in Haynes’s description is
the use of local languages which is particularly true of Yoruba epics as they
are mostly shot in the Yoruba language. Haynes misses this feature perhaps
because his focus is on Igbo epics which, like other Igbo films, are produced
with predominant English dialogues.

With its Yoruba language dialogue among other features therefore, the
Yoruba epic affords its audience to journey into the past. It is an opportunity
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to enjoy Yoruba oral forms that are aesthetically and semantically rich includ-
ing proverbs, figurative expressions, praise poetry, songs, incantations, nam-
ing, among others. Thus, when Yoruba Nollywood filmmakers recently began
making epic films following the New Nollywood strategy of high budget and
high-quality production for big screens (cinema viewing and film festivals)
and subscription-based streaming like Netflix and Prime Video (Haynes 2016,
Ryan 2015), they have received positive turnouts and reviews which are en-
couraging them to do more. Film reviewers have for instance pointed out the
good qualities of Jagun Jagun - The Warrior (2023) in terms of plot, dialogue,
cinematography among others (Godoz 2023, Lasisi 2023, Owen 2023).

So far, there are up to six of these Yoruba-language New Nollywood epics.
The first is Anikulapo (2022) together with its second part which is a series,
Anikulapo: Rise of the Spectre (2024) produced and directed by Kunle Afo-
layan. The second is Agesinkole - King of Thieves (2022), produced by Femi
Adebayo and Adebayo Tijani and directed by Tope Adebayo and Adebayo Ti-
jani. The third which is the concern of this paper is Jagun Jagun - The War-
rior, also produced by Femi Adebayo and Adebayo Tijani and directed by
Tope Adebayo and Adebayo Tijani. The fourth is Beast of Two Worlds - Aja-
kaju (2024) directed by Odunlade Adekola and Adebayo Tijani and produced
by Eniola Ajao. The fifth is House of Gaa (2024) directed and produced by
Bolanle Austen-Peters. The sixth is Lisabi: The Uprising (2024) directed by
Niyi Akinmolayan and produced by Adebimpe Oyebade and Victoria Akujobi.

All these six films are beautiful, and they together constitute a good be-
ginning for Yoruba New Nollywood epics. Moreover, they are also worthy of
literary and rhetorical analysis. However, the choice of Jagun Jagun for this
paper is because of its deployment of echoes in addition to the Yoruba oral
forms earlier mentioned. This paper therefore examines how echoes are de-
ployed in the film, the categories of echoes in the film, the sources of these
echoes, and the purposes and functions that they serve.

Synopsis of the Film

Jagun Jagun centers on a powerful, fearless, and brutal warrior named
Ogundiji played by Femi Adebayo. Ogundiji is a mercenary to corrupt kings
and heads of kingdoms who use him to usurp the positions they occupy from
the rightful heirs and to maintain their stay in power. Ogundiji himself occa-
sionally attacks various communities during which he and his large soldiers
will maim, kill, and loot. Therefore, he is feared by all communities. Because
he is also powerful, these communities send their youths (young males) to
train under him in his Ile Ologun (School of Warriors) so they can protect the
communities. However, Ogundiji only uses these youths for the services of
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his patrons, and he does not care about their lives. He can kill any of them at
will, and in the cruelest way like burning at stake, for the slightest offence.

Ogundiji’s authority becomes threatened when Gbotija (played by Lateef
Adedimeji) who has the power to command trees and flora in general enrolls
in his School of Warriors. Gbotija’s leadership capacity soon begins to be
noticed by his mates. Gbotija also begins a close friendship with Ogundiji’s
adopted daughter Kitan (Bukunmi Oluwasina). Using his gift to command
trees and anything made of them, Gbotija repels a metaphysical attack against
Ogundiji’s wife, Erinfunto (Fathia Balogun), to avenge her husband’s atrocity.
At the same time, he is excelling in difficult tests of prowess in which all his
mates fail. All this makes Ogundiji feel both resentful and threatened. Thus,
he begins to make moves on how to eliminate him by asking him to carry out
three difficult tasks for him to become independent.

Gbotija passes the three tests, but Ogundiji makes another attempt to kill
him. This leads to a face-off at the end of the film between the duo during
which Gbotija gets his mates to support him and exposes Ogundiji’s infidel-
ity to Erinfunto. After a long round of physical combat between Gbotija and
Ogundiji, the betrayed Erinfunto who knows the secret of her husband’s meta-
physical power attacks him with a charm which leads to his death.

Deployment of Echoes in the Film

The first and basic meaning of echoes relate to sounds. When a given sound
quality flows to constitute a continuum, then echoing is taking place. This is
because each node in the flow relates to the previous and together, they all
form a chain of related sounds. As is the nature of continuum, this chain of
sounds may look perceptibly similar, a close look will show that they are quite
different, particularly those on the extreme ends. With this view of echo, one
can readily spot other terms like repetition, resonance, and reverberation that
are related to it and know where they belong. Repetition for instance is about
recurrence, about coming to life again. Therefore, still talking from an acous-
tic view, the combination of each node or pattern of the same sound makes up
a repetition, and when a pattern is thus repeated, the process of doing so be-
comes a context in which meaning is foregrounded. Reverberation and res-
onance, which are essentially sound related, refer to the repetition of a sound
several times. While all these terms are still related to echo, what the latter
inherently has that distinguishes itself from them is ‘difference’. That is, in-
herent in the meaning of echo is the fact that the quality of a sound changes
as it is repeated.

One factor that clarifies this difference as an inbuilt feature of echo is that it
(echo) is also a mediated practice or phenomenon. Echoes need solid surfaces
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to get manifested. Hence, Hollander’s description of echoes as “the reflections
of sounds from solid surfaces” (1981: 1). Therefore, because it is hard to have
every single part of such solid surfaces as the same, in space and in time, the
sound quality is bound to change as it travels. What is more, because of the
force with which the sound will contact the surface, the acoustic quality var-
ies as the sound travels; the surface cannot help to maintain the same quality.
Similarly, different solid surfaces will produce different results even when the
same sound is applied to them.

This same view of echo as being about difference rather than the surface
similarity and as mediated is needed in understanding it as a figurative ele-
ment. With this perspective, it is easy to understand Hollander’s argument
about the capacity of echoes to generate new figuration. That is, in echo, “the
repeated sound [musical or linguistic] is not only contingent upon the first, but
in some way a qualified version of it (a metaphor of the decaying dynamics
of successive echoes, perhaps)” (1981: 3). This is also true of other forms that
echoing can take apart from the sound-related ones. It can for instance involve
forms that can only be visually accessed and processed like photos, paintings,
and other objects. Similarly, as a figurative element, echo can also happen
across different media forms or genres. An idea in a poem can be echoed in
anovel or a film. In all these instances, it is important to pay attention to the
possible generation of new meanings and figurations.

In connection to the foregoing, the deployment of echoes in Jagun Jagun
is not just about repetition but about the new meanings, possibilities, and in-
deed figurations that it enables. It is also interesting that the echoes in the film
have multimodal dimensions to them as it will be demonstrated presently.
These echoes can be classified into three which are lexico-tonal echoing, in-
tertextual echoing, and echoing in plot. Although these three categories may
not have any direct scholarly references that have previously engaged them
in the same words as used here, they are coined for the purpose of this paper
to describe the instances of echoing in the film, and they are based on close
interactions with the film.

Lexico-tonal echoing occurs at the level of word and tone-marking. Yoruba
is a tonal language, and so, tone-marking is central to Yoruba word-forma-
tion processes. In this instance of echoing in Jagun-Jagun, two Yoruba words
of the same spelling but different tones are used in the same expression such
that one of them, at least, is figurative. While lexico-tonal echoing as a lin-
guistic feature is not new among the Yoruba, its usage is generally known to
be sublime and to foreground aesthetics. What is more, there appears to be
deliberateness to its usage in the film as a narrative and aesthetic strategy. As
Hollander points out about the quality of echoes, this lexico-tonal echoing is
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“poetic, rather than expository” (1981: ix). It is not just about semantic clar-
ification, but it is deployed with aesthetic consideration coming to the fore.

As the name suggests, the second instance, intertextual echoing, relates
to intertextuality — the relationship between texts and/or media forms (Juvan
2008). In the film, this form of echoing involves the use of modern Yoruba
rhetorical expressions like slangs and sociolects common among youths and
lines from Afrobeats songs. The most interesting thing about this category of
echoes is the generational barrier that it breaks. Yoruba epics in all their el-
ements including spatial and temporal setting, character, language and style,
theme among others is supposed to be autochthonous, premodern. This ex-
plains why the genre is also known as cultural epic or traditional film. How-
ever, Jagun Jagun playfully, as it were, breaks this basic guiding principle of
the genre through its featuring of Yoruba expressions from the modern times.
Intertextual echoing in the film also involves characterization such that some
characters in the film could be seen as sharing similar roles as characters in
some previous films. Combining all the dimensions of this category of echoes,
one can see multimodality at work. The echoing of slangy expressions is trans-
media because the source is in primary orality and the destination which is
the film is secondary orality. Similarly, taking lines from Afrobeat songs and
bringing them into a film is trans-generic.

The third category, echoing in plot, is evident in the allusive nature of the
plot and storyline. The film alludes to the Nigerian sociopolitical situation.
While this is not peculiar to this film and the Yoruba epic in general, it is
pointed out in this paper because of its playfulness, as it were. Nollywood had
hitherto been accused of not being political like most African films (especially
Francophone films following Third Cinema movement) used in early con-
versations on and critical engagements of African cinema. Thus, Nollywood
was seen to be “disarticulated from the paradigm that has govern the schol-
arship on African cinema” such as “decolonization,” “cultural nationalism,”
and “left-wing social revolution” (Haynes 2000: 6) Discussing this instance
of echoing, however, helps to demonstrate how Nollywood has in fact always
been politically charged though in an allusive, aesthetic-bound manners.

Instances of the Echoes Deployed in the Film
In discussing these instances of echoing in Jagun Jagun, texts from the
films are given in their original Yoruba forms alongside their English trans-
lations. Therefore, as the paper explains these echoes in their original Yoruba
texts, it refers to their English translations to point out the changes taking
place in these translated forms. For examples, it points out how lexico-tonal
echoing may not be present in the English translation but with other figurative
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elements like metaphor carried from the Yoruba texts still present. For inter-
textual echoing where there is a total loss of the echoes in English translations,
the paper calls on the reader to think about translation as a form of echoing
wherein the message is preserved but meaning is always partially lost. Each of
these echoes are subsequently discussed with excerpts from the film.

Lexico-tonal Echoing

There are two major instances of lexico-tonal echoing in the film. The first
is Ogundiji’s repetitive use of the Yoruba word for ‘who,’ tani, to reply to any-
one who offends or challenges him as seen in the three excerpts below:

Excerpt 1: Eyin ati ta ni ati ta ni niwéja ta ni? [Trans: How dare you?]
(28:23). The literal translation is “You and who and who before/in the pres-
ence of who?”

Excerpt 2: Awon ati ta ni ati ta ni niw4ju tani? [Trans: Who do they think
they are?] (39:16). The literal translation is “They and who and who before/
in the presence of who?”

Excerpt 3: Eyin ati tani ati tani ati ta tan ni niwju ta ni? [Trans: How dare
you?] (2:02:24). The literal translation is “You and who and who and also
who before/in the presence of who?”

The repetition of tani as seen in these three excerpts brings about a new
figuration. It is no longer just an interrogative pronoun, but the emphasis that
accompanies the repetition gives it some metaphorical stretch as it becomes a
word connoting power relation. It should be noted that the addressees in these
excerpts are Eyin (plural and honorific “You’) and Awon (They). So, the num-
ber of tani that comes after these pronouns referring to the specific addressee
and before niwaju (before/in the presence of) are not referring to anyone in
the contexts where they occur. Ogundiji’s use of them appears to be a way
of daring and calling out to whoever unknown persons that are challenging
him alongside the addresses. That is, the tani before niwaju is a metaphor for
unknown enemies. The tani coming after niwaju refers to Ogundiji himself.

Excerpt 3 is a good example of how much this use of tani can be extended.
Note that in excerpts 1 and 2, tani before niwdju appears twice. Here, there is
an additional tani after the first two appearances as seen in ta ti ni (also who).
Ogundiji uses excerpt 3 after Erinfunto finds out about his extramarital affairs
and realizes how much she has been betrayed after she gave up her womb for
Ogundiji’s pursuit of metaphysical power. Therefore, this third appearance of
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tani before niwdju can be seen as directed to Erinfunto who has now become a
new and known enemy of Ogundiji. The use of this tani together with ti (also)
makes it stand out and indicates its reference to this new enemy.

The second example of lexico-tonal echoing is in the alliterative use of the
Yoruba words for ‘war,” ogun, ‘charm or metaphysical power,” dgun/oogun,
and ‘sweat,” 06gun. The excerpts below are some examples:

Excerpt 4: Moyale (Debo Adedayo) and Gbotija having a conversation
(12:49 — 12:53)

Moyale: O I’6gun, ¢ 16’0gun. Emi lo wa se 1 1¢é olégun? [Trans: You have
war, you don’t have charm. What are you doing in the School of Warriors?].

Gbotija: Mo 1’6gun, mi 6 16’0gun 16 jé n wa ko s¢ ogun ni’1é ologun, ki n
1¢ ba fi 06gun jagun, ki n 1¢ baa di olégun I’ayé. [Trans: I have war in me,
but I don’t have charms, that’s why I have come to the School of Warriors
to learn how to fight, so I can fight with agility and become a formidable
Warrior].

Excerpt 5: A call and response that occurs throughout the film

Call: Jagunjagun! [Trans: Warriors!].

Response: Oogun, 0ogun la fi i jagun! [Trans: We fight wars with charms
and our sweat!].

In the excerpts above, 06gun (sweat) is connotative. This explains why in
excerpt 4, the translation of the word, which is based on the film’s subtitling,
is agility. Although translated as sweat, 06gun in excerpt 5 also connotes agil-
ity. The use of ogun (war) in the expressions Q I’6gun (You have war) and
Mo I’6gun (I have war in me/I have war) is also connotative. Beyond the lit-
eral translations of these expressions, they suggest having the potential, will-
ingness, or a reason to go to war or to become a warrior. Thus, this alliterative
use of the Yoruba words for war, charm, and sweat do not only have musical
quality but also shapes meanings and figuration.

Intertextual Echoing
There are two examples of lines from Afrobeat songs in the film. The first
(Excerpt 6) is uttered by Jigan (Odunlade Adekola) at the beginning of the
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film during his failed attempt to kill Oniketo (Muyiwa Ademola). The second
(Excerpt 7) is used by Gbotija when he admonishes his mates to make them
realize how they are being used and exploited by Ogundiji.

Excerpt 6: O ya so’pé 6 ti lo? [Trans: Your time is up.] (2:02:24). The literal
translation is “Say it is gone” or better still, “Now, say it is gone.”

Excerpt 7: Eyin 0d6 ¢ ji! Eyin majésin ¢ ma sun. [Trans: Youths wake up!
Kids don’t sleep.1] (2:00:57).

Excerpt 6 is the same as a line from the Afrobeat song, “Otilo,” (It’s gone)
by Poco Lee and Hotkid. This title and the line in question from the song
have also become slangy and street expressions with a wide range of mean-
ings. They can be used to mean someone has escaped from a danger or am-
bush or that someone has moved on to a bigger opportunity in life. They can
also be used to mean that someone has been caught or apprehended. The sub-
ject in question in all these contexts can be the speaker themselves or another
addressee. However, when Jigan uses it, the direct subject is Oniketo’s soul
and by extension, Oniketo himself.> The words ji (to wake up) ma sun (to not
sleep) in excerpt 7 echoes the title of the Afrobeat song, “Ji Masun™* by Idow-
est (featuring Davido) and the same line from the song. As used in the song,
and as now popularly used as a street expression, Ji ma sun admonishes people
to be hardworking and be always prepared to make good use of opportunities
that come their way. Therefore, the context of protest/revolution in which this
expression is echoed in the film is still appropriate.

Examples of lines that can be traced directly to slang, street language, and
sociolects among youths appear in two instances. The first instance is the line
frequently used by Gbogunmi (Ibrahim Yekini) to assert his prowess or when
he is upset. This line is “Sé ¢ n siwin ni abi ¢ n siéré?” which is subtitled as
“Is this madness or insanity?”” This can also be translated as “Are you insane
or mad?” The second is comprised of lines used by Moyale, Ditemola (Kunle
Afod) and Gbogunleri (Aliu Gafar) when they decide to stay back and enjoy
themselves in their camps in the forest instead of leading the war Ogundiji
has instructed them to lead. It is not uncommon to see people use see lines to

1 This is subtitled as “Youth wake up! Kids, wake up from your slumbers.”

2 The standard writing of this is O ti lo (with tone marks) or O ti lo (without tone
marks)

3 The pronoun 6 in O ti lo marks common gender. It can be she, he, or it.

4 The standard writing of this is Ji ma sun (with tone marks) Ji ma sun or (without

tone marks)
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assert their importance or that of their addressee (by using appropriate pro-
nouns). The lines are given in excerpt 8 below.

Excerpt 8: Sé awa nda wa kéré ni? [Trans: Are we insignificant?]

A 0 kéré ninu ayé [Trans: We are not insignificant]

Sé awa binti ni? [Trans: Are we negligible?]

A 0 binti. [Trans: We are not small] (23:12).

Intertextual echoing with respect to characterization can be seen in the
character of Amoye (Yinka Quadri). One can compare this character with
Baba Opalaba (Adebayo Faleti) in Tunde Kelani’s Saworoide (1999). Like
Baba Opalaba, Amoye (whose name could translate as “The enlightened one™)
can be seen as some sort of character narrator. This is a role that must be un-
derstood as involving an exercise of poetic license by the director. It is both a
technical and aesthetic role. This character is like a personified record book;
he knows all about the past and is taking notes of present events. As a record
book, he can be consulted by anybody. That explains why the atrocious Ogun-
diji can go to him for advice and Gbotija can also consult him for directions
and ways forward. All these are also evident in the actions and inactions of
the character of Baba Opalaba in Saworoide.

Echoing in Plot

It will not be hard for the average Nigerian viewer of Jagun Jagun to see
that the film alludes to how the elites, particularly politicians, use and exploit
youths for their self-interests. This is especially common during election pe-
riods when politicians will use young people as thugs to perpetrate all sort of
havocs including attacking their political opponents, bullying or bribing peo-
ple at polling units to vote for them, stealing ballot boxes, assaulting elec-
toral officers, destroying properties, and even killing. This abuse of power by
politicians through young people, especially males, has been well-studied in
connection to its impacts on the socioeconomic and political development of
Nigeria, and the general conclusion is that it must be put to check (Amaugo
and Isaac 2023; Gadau and Malami 2022; Samuel 2017).

In Jagun Jagun, Gbotija further brings this allusion to the political situation
of Nigeria to the fore in his address to his mates during his clash with Ogun-
diji. The address is given below.
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Excerpt 9: Eyin 0d¢ e ji! Eyin majési ¢ ma sun. E yé jé ki won 16 wa fun
irinsé awon olowo. Awon olériburika ti & i wi yii? Aja mo omo ti ¢ fin
1’0mu ni, won mo ti 0do Qya ki mole. (Facing the camera from here) E bi
onikalukt won léere, ibo ni awon omo tiyin wa? Ibo ni awon omo tiyin wa,
ti ¢ h mu awa ti ¢ so wa di olosi, ti e n ko’ju ara wa si rawa? [Trans: Youths
wake up! Kids don’t sleep. Don’t let them keep using us as tools for the
rich. And these bastards? They are like dogs who protect their puppies but
devour the offsprings of grasscutters. (Facing the camera from here) Ask
them, where are your children? Where did you hide your children while
you turn us to wretched, while you turn us against one another?] (2:00:57
—2:01:04).

The point at which Gbotija faces the camera is interesting. From this point,
he is talking to an extradiegetic audience who can be said to be comprised of
Nigerian youths. His questions about the children of the elites are familiar to
average Nigerians. These are questions that human rights and social justice
activists have been asking politicians as they fight them for exploiting and cor-
rupting young people in their quests for power.

Conclusion

This paper has examined how echoes as a rhetorical and aesthetic device
are strategically deployed in the Yoruba epic film, Jagun Jagun — The Warrior.
Through lexico-tonal, intertextual, and plot-based echoing, the film engages in
a layered exploration of Yoruba cultural expressions while bridging traditional
narratives with contemporary influences. The use of echoes not only enhances
the storytelling experience but also creates a multimodal discourse that appeals
to a diverse audience by interweaving ancient Yoruba oral forms with mod-
ern expressions and sociopolitical undertones. This blending underscores the
film’s capacity to reimagine historical and cultural narratives in ways that res-
onate with contemporary viewers, reaffirming the adaptability and richness of
Yoruba cinema. Ultimately, Jagun Jagun exemplifies how Nollywood’s New
Wave continues to innovate through genre fusion and rhetorical sophistication,
making it a critical touchpoint in African cinematic evolution.

In addition to the above, I would like to give further thoughts about echoes
here. It is fascinating how echoes also interact with recycling in literary, artis-
tic, and cultural productions and practices, and with global aesthetics. Echoes
confirm perspectives that scholars like Akin Adesokan (2023, 2011) have crit-
ically and analytically engaged such as the argumentation that nothing is new.
Everything is just being recycled. What is perhaps new is the creative rebrand-
ing of a production or practice from time to time. The concept of echo also
confirms the idea of global aesthetics just like Adesokan has demonstrated.
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With this, we know that the possibility of works that are not historically or
culturally connected echoing one another is not something to downplay. This
is because they can both take up the same resources from the pool of global
aesthetics. Additionally, echoes are arguably not just rhetorical figures, they
are also figures of thought. They are not meant for just meaning making but
are also foundational to certain knowledge production. Comparative studies,
for instance, are possible because there are echoes.
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