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Abstract

Nigeria’s Niger Delta has generated a substantial body of dramatic
writing on ecological injury, resource dispossession, state
coercion and armed resistance. Existing criticism, however, has
tended to isolate environmental themes from the performance
choices through which petro-violence is made visible and ethically
contestable. This article compares Esiaba Irobi’s Hangmen Also
Die and Ahmed Yerima’s Hard Ground in order to explain how
distinct dramaturgies construct militant identity under extractive
capitalism. It employs qualitative comparative textual analysis,
treating scenes, stage directions, spatial arrangements, props,
choral speech, silences and character relations as analytical units.
The interpretation combines African ecocriticism, energy
humanities, postcolonial criticism and performance theory. The
study finds that Irobi externalises petro-violence through episodic
structure, direct audience address, ritualised spectacle and an
unstable militant chorus that converts the theatre into a public
tribunal. Yerima internalises the conflict through domestic
realism, fractured testimony, surveillance anxiety and damaged
kinship, making the household an extension of the battlefield.
Both plays connect youth radicalisation to unemployment, elite
appropriation and ecological dispossession, but neither treats
militancy as morally self-validating. Their women characters
interrupt masculine scripts of heroism by returning political
violence to grief, care and bodily consequence. The article
contributes a form-centred account of Niger Delta drama by
showing that dramatic structure does not merely carry political
content: it determines how spectators assign responsibility,
recognise victimhood and judge the ethical limits of resistance.
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1. Introduction

The Niger Delta condenses one of the central
contradictions of postcolonial Nigeria. Petroleum extraction has
financed the state and linked the country to global energy
markets, yet many producing communities have lived with
damaged waterways, declining fisheries, polluted farmland,
unemployment, militarisation and weak public infrastructure.
These outcomes are not accidental side effects of mineral
abundance. They arise from a political economy in which federal
authority, multinational corporations, local intermediaries and
security institutions distribute the profits and hazards of
extraction unequally. Watts’s account of petro-violence remains
useful because it connects o0il to territorial control, coercive
governance and unstable citizenship rather than treating conflict
as a spontaneous consequence of scarcity. Recent research also
shows that youth exclusion operates through less visible forms of
symbolic violence. Alozie (2022), for instance, demonstrates how
development institutions that promise inclusion may reproduce
elite advantage while marginalised youths remain structurally
“left behind”.

Literary and theatrical responses to the Delta therefore
confront two temporalities of injury. One is spectacular:
executions, raids, kidnappings, armed confrontations and public
protest. The other is cumulative: contaminated water, chronic
illness, livelihood loss and the slow erosion of communal
confidence. Nixon’s concept of slow violence explains why
ecological harm often escapes the visual codes through which
catastrophe is recognised. Theatre, by contrast, can bring
dispersed processes into a shared present. It can place the official
document, the gun, the grieving mother, the unemployed
graduate and the polluted creek within one performative field.

Nigerian drama has long treated the stage as a forum for
interrogating state power. Irobi and Yerima inherit that political
tradition, but they develop sharply different theatrical answers to
petroleum conflict. Hangmen Also Die begins with the machinery
of execution and later opens into choral self-narration, public
confrontation and ritual disruption. Hard Ground draws the
conflict into a household where memory, accusation and kinship
are destabilised by militant secrecy. The contrast is not simply
thematic. It concerns the scale and organisation of theatrical
knowledge: who is permitted to speak, how truth circulates, what
spectators can see and the point at which resistance becomes
indistinguishable from another regime of coercion.
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Although scholarship on Niger Delta literature has
examined oil, violence, environmental injustice and militant
agency, comparative work has more often privileged thematic
correspondence over stage form. Wenzel’s concept of petro-magic
realism established an important vocabulary for the
representational distortions produced by petroleum modernity,
while Theka’s African ecocritical work insists that ecological
reading must include nonhuman agency, material networks and
African epistemologies. More recent studies have extended this
discussion to visual and dramatic media. Meyerding (2021) shows
how aesthetic form can make environmental atrocity visible
without simply reproducing victimhood. Ogunmodede et al. (2023)
examine ecological depletion in Nigerian drama, while Udumukwu
(2023) identifies competing routes of agency and resistance in
Niger Delta petrofiction. These studies clarify the political and
ecological stakes, but they do not fully explain why a choral,
confrontational dramaturgy produces a different ethics of
spectatorship from domestic realism.

This article addresses that gap through three questions.
First, how do the plays connect ecological dispossession,
unemployment and elite capture to militant identity? Second, how
do stage space, dialogue, ritual, props, silence and audience
address shape the representation of violence? Third, how do
gender and family relations expose the moral limits of
revolutionary self-justification? The central claim is that Irobi
converts the stage into a public tribunal, whereas Yerima turns
the household into a damaged evidentiary chamber. Irobi’s
spectacle collectivises grievance and implicates spectators.
Yerima’s realism fragments certainty and compels spectators to
judge compromised persons rather than stable ideological camps.

2. Literature Review and Conceptual Framework

Petroleum criticism in Nigerian literary studies has
developed from political ecology, postcolonial studies and the
energy humanities. Early formulations of petro-violence identified
the coercive relations through which extraction reorganises
territory and political authority. Obi (2010) argues that Niger
Delta conflict must be understood through dispossession,
resistance and unequal relations among the state, oil
corporations, regional elites and local communities. Such
accounts counter official narratives that reduce militancy to
criminal deviance. They also warn against romanticising
insurgency, since armed movements can become involved in
extortion, factional violence and commercialised insecurity.

Within literary studies, Wenzel (2006) argues that Nigerian
writing requires representational strategies capable of rendering
oil’s monstrous yet ordinary effects. Petroleum is often physically
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absent from daily perception even while it structures employment,
compensation, corruption and environmental loss. Energy-
humanities scholarship extends this proposition by treating
energy systems as cultural formations rather than neutral
technical infrastructures. Misik and Kujundzi¢ (2021) describe
the field as an inquiry into the political, historical and ideological
relations embedded in energy use. For this article, petro-
aesthetics refers to the formal means by which drama makes
those relations perceptible: spatial compression, repetition, props,
bodily display, interrupted testimony, ritual and the distribution
of speech.

African ecocriticism adds a necessary corrective to
readings that use the damaged environment merely as a
metaphor for political disorder. Iheka (2021) stresses networked
relations among human, nonhuman and technological agents,
while his later pedagogical work argues for methods rooted in
postcolonial environmental contexts rather than imported as fixed
Western templates. The swamp, creek, soil and polluted water in
Niger Delta writing are therefore not decorative settings. They are
material conditions of livelihood, memory and political belonging.
Ogunmodede et al. (2023) similarly argue that Nigerian drama
can move beyond the representation of local degradation to stage
a wider crisis in human relations with the earth.

Performance theory makes it possible to examine how
those ecological and political meanings are produced in the event
of theatre. Schechner (2020) treats performance as restored
behaviour organised through repetition, framing and embodied
convention. Carlson (2018) emphasises that performance is
haunted by prior actions and cultural memories. Fischer-Lichte
(2008) directs attention to the feedback loop between performers
and spectators, a relation especially relevant to Irobi’s direct
audience confrontation. Boal’s Theatre of the Oppressed provides
another reference point because it rejects spectatorship as
passive reception and understands theatre as a contested
political practice. These theories are not imposed as universal
models. They are used to clarify how African performative
resources, including call-and-response, public naming, ritual
procession and collective song, reorganise audience responsibility.

Existing criticism of Hard Ground has concentrated on
rhetoric, internal colonialism and the instability of militant claims.
Adegoju (2017) shows how the play’s key political terms acquire
contradictory meanings. Lawal (2020) reads the drama as a
critique of several forms of internal colonialism, including state
exploitation and local elite betrayal. These readings agree that
Yerima resists a simple opposition between an innocent Delta and
an external oppressor, but they differ in emphasis. Adegoju
foregrounds discursive instability; Lawal stresses layered
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structures of domination. The present article builds on both by
showing that the play’s uncertainty is not confined to language. It
is staged through domestic space, withheld information, pauses,
entrances and the inability of family members to establish a
shared account of violence.

Critical work on Hangmen Also Die has often recognised
its revolutionary rhetoric and public theatricality, yet a form-
centred comparison with Yerima remains underdeveloped. The
present intervention therefore moves beyond the recurring claim
that Irobi is “public” while Yerima is “domestic”. It compares their
treatment of temporality, spatial organisation, props, bodily
performance, ritual legitimacy, masculine identity, women’s moral
authority and the spectator’s position. The distinction between
the plays is not a binary but a difference in how political
knowledge is produced.

3. Methodology

The study adopts qualitative comparative textual analysis.
The corpus is purposive rather than representative: Hangmen
Also Die and Hard Ground were selected because both dramatise
Niger Delta militancy, youth disenfranchisement, elite
appropriation and environmental injustice, yet they employ
markedly different dramaturgies. Their comparison permits an
analysis of how formal choices alter political interpretation within
a shared historical context.

The units of analysis are scenes and performative devices
rather than isolated themes. Five categories guided the reading:
(1) spatial organisation, including prison, public ceremony and
household; (2) speech form, including chorus, direct address,
interrogation, silence and interrupted testimony; (3) material
signs, including the scaffold, crown, weapons, gifts, clothing and
domestic objects; (4) bodily and ritual action, including dance,
masking, procession, threat and maternal mourning; and (5)
identity positions, especially militant, citizen, son, mother, chief,
prisoner and spectator.

The analytical procedure involved three stages. First, each
play was read independently to identify recurring scenes of
dispossession, recruitment, accusation and moral judgement.
Second, the identified passages were coded manually under the
five categories above. Coding was interpretive rather than
statistical; its purpose was to ensure that claims arose from
repeated textual patterns rather than impressionistic selection.
Third, comparable scenes were placed in relation to one another,
such as Irobi’s collective militant self-presentation and Yerima’s
domestic reconstruction of Nimi’s political history. Stage
directions were treated as primary evidence because they specify
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movement, sound, audience proximity and the visual organisation
of power.

Trustworthiness was strengthened through negative-case
reading. Passages that complicated the article’s initial distinction
between public spectacle and domestic realism were retained
rather than excluded. Irobi’s psychologically revealing prison
scenes and Yerima’s ceremonial and communal references
demonstrate that neither dramaturgy is formally pure. The study
also distinguishes textual affordance from documented
production practice. It analyses what the published scripts invite
performers and directors to stage; it does not claim that all
productions realise those possibilities identically.

The method has four limitations. The two-play corpus
cannot represent all Niger Delta drama. No audience-reception
data are used. The study does not reconstruct particular
productions through archives, reviews or interviews. It also relies
on published texts rather than rehearsal processes. These limits
restrict claims about performance history, but they do not
prevent a systematic account of the dramaturgical structures
encoded in the plays.

4. Petro-Violence, Elite Capture and Radicalisation

Hangmen Also Die begins before the condemned youths
are allowed to explain themselves. The prison, death warrant and
scaffold establish the state’s power to define crime, sequence time
and administer death. This arrangement matters because legal
judgement precedes political knowledge. The spectators first
encounter bodies under sentence and only later encounter the
histories through which those bodies became militant.

The Suicide Squad’s collective narration reverses that
order. Its members list educational qualifications, unemployment
histories and political disappointments. Their degrees have not
secured productive citizenship; education has instead furnished
them with a language for diagnosing exclusion. The group’s claim
that its members are “not revolutionaries” but professional
fighters is deliberately unstable (Irobi, 2011, p. 37). It distances
them from idealism while exposing the labour market that
violence has become. Militancy appears as a grotesque profession
produced by a state that has rendered formal expertise
economically useless.

The aliases R.I.LP., Mortuary, Hydrochloric Acid and
Accidental Discharge dramatise a crisis of personhood. These
names transform political exclusion into a performable identity
organised around death. Schechner’s concept of restored
behaviour helps explain their effect: the militants repeat violent
roles until those roles become the only socially legible form of
agency available to them. Their naming ritual is at once defensive,
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theatrical and self-destructive. They reject the identities assigned
by unemployment, yet replace them with identities that anticipate
death.

Elite betrayal provides the play’s strongest causal link
between extraction and radicalisation. Chief Isokipiri Erekosima
appropriates compensation meant for communities whose farms
and livelihoods have been damaged. His proposed coronation
attempts to convert stolen public money into sacred prestige. The
crown is therefore more than a symbol of vanity. It is a prop
through which economic theft seeks cultural legitimacy. Irobi’s
theatre exposes how petro-capitalism recruits local authority
rather than operating only through distant corporations or federal
institutions.

The militants’ political diagnosis remains compelling. They
identify electoral fraud, elite enrichment and the abandonment of
qualified youths. At one point the chorus calls itself “the wretched
of the earth” (Irobi, 2011, p. 47), borrowing a revolutionary
genealogy that converts local grievance into anti-colonial history.
Yet Irobi refuses to let that genealogy settle the ethical question.
The gang’s self-display, threats and pleasure in violent naming
show that a movement born from injustice can reproduce the
state’s contempt for life.

Hard Ground presents a later and more fragmented phase
of radicalisation. Nimi returns to a domestic space already
saturated by suspicion. His political identity cannot be separated
from rumour, factional rivalry and the fear of informants. Where
Irobi’s militants narrate themselves as a collectivity, Yerima’s
characters reconstruct Nimi through conflicting accounts.
Political truth appears as testimony under pressure.

The play’s discussion of the militant leader Don is
especially revealing. Christy remembers philanthropy and public
generosity, while Alabo asks whose money financed those gifts.
Tonye’s answer is blunt: Don “built his own army”, armed
children and sent his own children abroad (Yerima, 2006, p. 34).
The scene condenses the internal class structure of militancy. A
leader may speak for the community while protecting his family
from the violence imposed on poorer children. The movement
therefore repeats the elite logic it claims to resist.

Nimi’s account of a public meeting also exposes the gap
between rhetoric and governance. He recalls calls for resource
control, federalism and remembrance of Niger Delta heroes, but
the speech is embedded in a scene of celebration, gifts and
masculine recognition. Political language is not false, yet it
circulates within patronage. Yerima’s dramatic question is not
whether the grievances are genuine. It is whether the institutions
built around them can avoid reproducing hierarchy.
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The contrast between the plays is temporal as well as
formal. Hangmen Also Die stages the making of a militant
collective and its confrontation with the corrupt order that
produced it. Hard Ground stages the aftermath of collective
certainty. Ideology has become memory, suspicion and damaged
loyalty. Irobi asks how excluded youths become violent subjects.
Yerima asks what remains after violence has become an
institution.

S. Aesthetic Strategies: Spectacle, Space and Embodied Conflict

Irobi’s dramaturgy is episodic, excessive and openly
theatrical. The division into phases interrupts causal smoothness
and repeatedly changes the terms on which spectators interpret
the action. The prison sequence is followed by the Suicide
Squad’s performative history, Tamara’s intervention, the
coronation spectacle and the final collision of communal anger
and state force. Each phase reframes guilt.

The chorus is central to this structure. It collectivises
speech, but it does not guarantee ideological unity. Call-and-
response, repetition and coordinated ~movement turn
unemployment into rhythm and political abandonment into
bodily presence. The chorus can accuse the state, mythologise the
gang and intimidate the audience within the same sequence. Its
instability prevents spectators from treating collective resistance
as morally homogeneous.

Direct audience address further alters the politics of
reception. The militants move through the aisles, point towards
spectators and disrupt the boundary between represented
community and observing public. Fischer-Lichte’s feedback loop
is useful here because meaning emerges through the mutual
presence of actors and audience. Irobi’s script does not simply
ask spectators to understand the condemned. It exposes their
physical security as part of the performance’s unequal
arrangement. The spectator becomes witness, possible juror and
potential beneficiary of the same national economy.

Stage properties carry political arguments. The scaffold
materialises state sovereignty over life. The death warrant gives
bureaucratic form to violence. Rifles convert excluded bodies into
temporary authorities. The crown turns stolen compensation into
ceremonial legitimacy. Their meanings shift according to who
handles them. When the militants seize or threaten with objects
associated with official power, the performance shows how
resistance borrows the state’s grammar of coercion.

Ritual likewise remains contested. Erekosima’s coronation
seeks to naturalise hierarchy through tradition. Tamara’s
interruption prevents the ceremony from closing over its material
history. The ritual is not rejected as superstition; it is exposed as
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a political technology whose legitimacy depends on communal
memory. Carlson’s account of performance as haunted behaviour
clarifies the scene: the ceremony carries prior cultural authority,
but it is haunted by poisoned land, missing compensation and
dead children.

Yerima’s Hard Ground employs a more compressed spatial
economy. The household is not merely a private refuge. It is an
evidentiary chamber in which public violence is reconstructed
through speech, silence and entrance. Characters arrive with
competing versions of events; objects and gifts become signs of
allegiance; pauses register fear. The home is permeable to the
movement, the state and the memory of the creek.

The scene in which Nimi is dressed in expensive
traditional clothing is especially complex. He experiences the
costume as the opposite of war, “the feel of good wool” and
“eternal bliss” rather than bitterness and death (Yerima, 2006, p.
35). Costume temporarily restores sensual pleasure and social
recognition. Yet it also stages patronage. The body of the militant
is decorated by a political network whose resources and motives
remain suspect. Clothing therefore produces a brief identity of
honour while concealing the economy that made the honour
possible.

Yerima’s realism depends on broken testimony.
Characters interrupt, challenge and revise one another. Silence is
not empty. It marks the danger of disclosure and the collapse of
trust. The audience cannot rely on a chorus to stabilise a
communal account. It must judge statements in relation to
motive, fear and family loyalty.

The body is also treated differently. Irobi presents bodies
publicly: condemned, armed, choreographed, crowned,
threatened and finally dispersed by state force. Yerima presents
bodies relationally: a son returning, a mother watching, a militant
being dressed, a family measuring the distance between affection
and fear. One dramaturgy makes violence spectacular; the other
makes it intimate. Neither is inherently more political. Each
reveals a different operation of petro-power.

Their scene transitions confirm this distinction. Irobi uses
abrupt blackouts, musical changes and shifts in theatrical mode
to prevent emotional absorption. Yerima sustains tension through
conversational accumulation and the gradual release of
information. Irobi produces estrangement; Yerima produces
claustrophobia. The former asks spectators to reconsider
institutions. The latter asks them to remain with persons whose
motives cannot be cleanly separated.



183 THE GRIOT: International Journal of the West African Association
for Commonwealth Literature and Language Studies, Volume 6. No. 1 2024

6. Identity Crisis, Gendered Grief and Moral Ambiguity

The young men in both plays experience unemployment
as more than economic deprivation. It is a failure of recognition.
They have been educated into expectations of citizenship but
encounter institutions that treat them as disposable. Alozie’s
analysis of symbolic violence helps explain this condition:
exclusion is reproduced through institutions that present
themselves as developmental while preserving elite advantage.

In Hangmen Also Die, the militants answer this denial by
creating a collective identity. Yet the collective depends on violent
masculinity. Members perform hardness, suppress vulnerability
and convert death into prestige. Their names and boasts protect
them from social invisibility, but they also narrow the self to a
repertoire of threat. The group’s identity crisis is therefore double.
The state has denied its members legitimate adult status, while
militancy offers recognition only through the capacity to kill.

Hard Ground shows the private cost of that masculine
script. Nimi’s political role enters every family relation. He cannot
return simply as a son because the household reads his body
through the movement’s violence. Affection is interrupted by
suspicion. The militant identity promises communal purpose but
damages the ordinary relations through which a person is known.

Women expose this contradiction with particular force.
Tamara in Hangmen Also Die confronts both Erekosima and the
Suicide Squad. She refuses the political vocabulary that divides
the world into heroic fighters and legitimate targets. Her grief
restores names, kinship and bodily consequence to a discourse
that has abstracted them. When the militants present themselves
as historical agents, she asks what their agency has done to
mothers, homes and communal survival.

Mama in Hard Ground occupies a related position within a
different theatrical scale. Her authority comes from care, memory
and the demand for truth. She is not outside politics. The
household she seeks to preserve has already been reorganised by
extraction, poverty and militancy. Her questioning turns maternal
concern into an ethical method. She tests political claims against
the lives they have damaged.

The comparison should not idealise motherhood. Both
plays risk assigning women the work of repairing violence created
by male institutions. Their moral authority is purchased through
suffering. Yet Tamara and Mama are not passive emblems. They
interrupt the equation of militancy with courage and of public
rhetoric with justice. Their speech asserts that political legitimacy
must be judged by the survival of ordinary relations.

Environmental loss is also gendered, even though neither
play develops a complete gendered political ecology. Polluted
water, damaged farms and declining subsistence economies
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intensify the labour of care. The women’s insistence on food,
family and mourning places ecological injury within daily
reproduction. They reveal what militant and official rhetoric often
excludes: land is not only territory to be claimed but the material
condition of care.

Moral ambiguity in both plays arises from unequal but
connected forms of violence. The state, corporate extraction,
traditional elites, militant leaders and impoverished youths do not
possess equal power, yet they participate in the same coercive
field. Irobi’s chief converts compensation into prestige; the
militants convert exclusion into violent identity; the state converts
law into execution. Yerima’s militant leadership converts
communal grievance into patronage and child recruitment, while
the family bears the consequences.

This does not mean that responsibility is evenly
distributed. The structural power of the state and oil economy
remains greater than that of excluded youths. The point is that
domination produces compromised agency rather than pure
victims. Both plays therefore reject the comforting moral geometry
in which guilt can be assigned to one external actor. Petro-
capitalism survives by recruiting intermediaries, fragmenting
solidarity and turning resistance into another arena of
competition.

7. Comparative Implications for African Theatre and
Environmental Humanities

The most significant difference between the plays lies in
how they organise spectatorship. Hangmen Also Die attempts to
create an implicated public. Its direct address, choral movement
and ritual disruption prevent the audience from remaining
outside the political order represented on stage. Boal’s critique of
passive spectatorship helps explain the strategy, although Irobi
does not turn spectators into literal actors. He destabilises the
position from which they watch.

Hard Ground creates a different ethical relation. The
audience is not publicly confronted; it is made to overhear a
family’s broken inquiry. This apparent privacy should not be
mistaken for political retreat. The domestic scene reveals how
extractive conflict alters trust, masculinity, memory and care.
Spectators are asked to judge without possessing complete
evidence. The form resists the certainty of official security
narratives and militant self-mythology alike.

The plays also differ in their treatment of time. Irobi moves
between imminent execution, retrospective militant history and
ritual futurity. The scaffold gives time a deadline, while the
chorus interrupts that countdown with histories the state has
excluded. Yerima’s time is recursive. Characters return to
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remembered speeches, gifts, betrayals and absent leaders. The
past cannot be stabilised because each recollection is politically
interested.

Their ecological imagination follows the same pattern.
Irobi externalises ecological dispossession through public
accusation and compensation theft. Yerima embeds it within the
vocabulary of land, belonging and remembered struggle. In
neither play is the environment fully personified or granted
independent agency, which marks a limit from the standpoint of
African ecomedia. Yet both refuse to separate ecological damage
from social identity. The loss of land and water becomes a loss of
credible citizenship.

The theoretical contribution of the comparison is therefore
twofold. First, petro-aesthetics in African drama should be
analysed through performance organisation, not only through
references to oil. Petroleum structures who enters, who speaks,
which objects acquire authority and how spectators are
positioned. Second, militant identity should be read as a
theatrical production. It is made through aliases, costume,
weapons, speeches, silence and repeated roles. Violence is not
only represented; it is rehearsed as a social identity.

These findings also qualify the familiar opposition between
political theatre and psychological drama. Irobi’s public theatre
contains fear, grief and damaged subjectivity. Yerima’s domestic
realism contains arguments about federalism, resource control
and militant organisation. Their difference concerns emphasis
and theatrical distribution, not the presence or absence of politics.

8. Conclusion

This comparative reading has shown that Hangmen Also
Die and Hard Ground stage petro-violence through distinct but
related dramaturgies. Irobi begins with the state’s power to
condemn and then opens the stage to militant self-narration,
choral accusation and disrupted ritual. His prison, scaffold,
crown and armed chorus convert the theatre into a public
tribunal. The play explains radicalisation through unemployment,
elite theft and failed citizenship, yet it refuses to treat violence as
ethically pure because it arises from legitimate grievance.

Yerima locates the conflict within a household where no
account remains uncontested. Through domestic realism,
costume, interrupted testimony, silence and surveillance anxiety,
Hard Ground shows how militancy damages the relations it
claims to defend. Its critique of internal betrayal does not cancel
state or corporate responsibility. It demonstrates how extractive
power survives by entering communal organisations and family
life.
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The women in both plays provide a decisive moral
counterpoint. Tamara and Mama judge political programmes
through grief, care and bodily consequence. Their interventions
expose the inadequacy of masculine heroism as a measure of
liberation. They also return environmental loss to the daily labour
of survival.

For African Theatre Studies, the comparison establishes
that dramatic form is not a neutral vessel for political content.
Episodic spectacle and domestic realism generate different
structures of knowledge, responsibility and audience judgement.
For Environmental Humanities, the plays show that ecological
injury becomes culturally legible through institutions, bodies,
objects and performance. For Postcolonial and Conflict Studies,
they demonstrate that resistance may be historically justified
while remaining ethically compromised.

The study is limited to published scripts and cannot
determine how specific productions or audiences realise these
possibilities. Future research should examine performance
archives, directorial interpretation, regional reception and
women’s ecological labour across a wider corpus of Niger Delta
drama. Within its textual scope, however, the article establishes
that Nigerian theatre functions as a critical archive of extractive
rule. The swamp is not merely represented as damaged terrain. It
becomes the ground on which citizenship is denied, militant
identity is rehearsed and the moral claims of both state and
resistance are tested.
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