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Abstract. This study examined the creative and strategic use of the hyperbolic fallacy in the
Ijala poetry of Oglindare Féyanmu and Dadakdada by Odolayé Arémd to enhance artistic and
cultural significance. It argued that the innovative use of this specific fallacy in their Yoruba
oral poetry remains understudied, with a lack of understanding of how this rhetorical device
contributes to the art form’s aesthetic and cultural weight. This research aimed to address
this gap by examined how these oral artists employ hyperbolic fallacy to create complex
meanings, engage their audience, and reinforce cultural values and traditions. The methodology
employed both primary and secondary sources of data collection. Primary data collection
included selected discographies of Ogindéare Féyanmu and Odolayé Arému; secondary data
collection from books, academic articles, and online resources; and hermeneutic analysis and
transcription to interpret cultural texts. This study revealed that these oral artists strategically
employed the hyperbolic fallacy to create complex meanings, evoke emotions, and reinforce
cultural values in their performances. The use of this fallacy, alongside others like metaphor,
enhances the artistic and cultural significance of 1jal4 poetry, making it a rich and dynamic art
form. This study revealed that these oral artists strategically employ hyperbolic exaggeration
(asoju) — what Western logic might label a “hyperbolic fallacy” — as a sophisticated stylistic
device to create complex meanings, evoke emotions, and reinforce cultural values. Alongside
other devices such as metaphor, this technique enhances the artistic and cultural significance
of 1jala and Dadakdada poetry, serving as a distinctive stylistic signature that distinguishes
the works of Ogtindare Féydnmd and Ododlayé Arémd from genres such as Oriki. This research
contributed to the documentation and preservation of Yoruba oral heritage, offers valuable
insights for educators and performers in teaching rhetorical strategies in indigenous poetry,
supports cultural revival efforts in contemporary Nigerian society, and provides a framework
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for appreciating how traditional oral forms continue to shape moral instruction, emotional
engagement, and communal identity in modern contexts

Keywords: Yorub4 oral literature; artistic significance; cultural significance; Ijala poetry; rhetorical

strategies

Introduction

Yoruba oral literature represents a profound
expression of cultural identity, wisdom, and
creativity that has sustained communities for
generations through storytelling, performance,
and poetic forms. Within this tradition, gen-
res such as 1jald and Dadakaada poetry stand
out for their rhythmic intensity and ability to
weave everyday experiences with deeper philo-
sophical insights. These forms serve as vehicles
for entertainment, moral instruction, and so-
cial commentary. A key element in these poetic
forms is the hyperbolic fallacy, an intentional
exaggeration or logical overstatement used not
as an error but as a deliberate stylistic device
to amplify emotions, highlight contrasts, and
engage audiences in a vivid, memorable way.
This technique allows poets to transcend or-
dinary language, creating layers of meaning
that resonate with cultural values such as re-
silience, humour, and communal harmony. By
employing hyperbolic fallacies, Yoruba oral
artists transform simple narratives into power-
ful artistic signatures that reinforce collective
memory and adapt traditions to contemporary
contexts. The study of this device is therefore
essential for understanding the enduring vitali-
ty of Yoruiba poetry in a globalised world.

A large number of scholarly works have
explored various aspects of Yoruba oral liter-
ature, shedding light on its stylistic elements
and cultural roles. B.O. Adeseye et al. (2022) in-
vestigated the potentials of Ifa oral poetry as a
medium for both amusement and learning, fo-
cusing on how its narrative structures foster a
desire for knowledge among listeners. Authors
concluded that Ifa poetry effectively preserves
cultural heritage by blending entertainment
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with educational content, thereby contribut-
ing to Nigerian societal development. Similarly,
E.T. Ojo (2021) examined the use of repetition
in Yoruba texts, including oral forms, and noted
that it enhances emphasis and rhythm, thereby
strengthening the persuasive and mnemonic
qualities of Yoruba literature and its oral trans-
mission across generations. O.A. Jacob (2025)
analysed the integration of oral poetry within
Bata dance performances and concluded that
these elements document proverbs and poetic
teachings, preserving indigenous knowledge
for future generations while highlighting dance
as a repository of oral traditions. M.M. Fase-
hun (2025) investigated therapeutic poetics
in Yoruba praise names and determined that
such names employ logotherapeutic elements
to foster psychological well-being and cultural
affirmation within communities. M.]. Oloko et
al. (2025) observed that enriched idioms, prov-
erbs, and figurative expressions honour deities,
reaffirming their status through rhetorical and
stylistic depth.

Research on Yoruba oral literature has re-
cently shifted from simply cataloguing differ-
ent forms to viewing these performances as
vibrant, evolving social texts deeply embedded
in their contexts. The major focus today is the
interaction and mutual influence between tra-
dition and modern life. K. Barber (2021) states,
that during the 1800s, Yortiba oral genres such
as Oriki (praise poetry) and Ijald (hunters’
chants) actively responded to massive social
changes such as war, state-building, and ear-
ly encounters with global influences. Author
highlighted how these oral traditions were not
static but served as tools for recording history,




critiquing society, and shaping new identities.
Yoruba oral poetry employs vivid metaphors
and imagery, often termed the “hyperbolic fal-
lacy”, to convey complex philosophical ideas.
These expressive figures are not merely dec-
orative but carry profound meaning and con-
tribute significantly to modern philosophical
discourse. Another important theme in recent
scholarship is the role of the individual artist,
or akéwi, in the oral tradition. Scholars have
moved away from viewing oral poetry as pure-
ly anonymous folk culture toward recognising
the unique artistic styles of master perform-
ers. This focus on individual creative agency
makes it possible to examine figures such as
Ogtndare Féydnmu and Dadakaada as inten-
tional artists. Their distinctive use of devices
such as the hyperbolic fallacy reveals a person-
al creative signature rather than merely a tra-
ditional formula.

In summary, contemporary scholarship
presents Yoruba oral literature as a dynamic
and intellectually rich field shaped by individ-
ual agency. This offers an ideal framework for
analysing specific poetic styles and innova-
tions. Yoruba oral literature itself is a diverse
and lively tradition that includes forms such
as Ijala (hunters’ poetry), Oriki (praise poet-
ry), Ewl (modern poetry), Rara (chant-like po-
etry), and Ifa divination poetry. These genres
are known for their vivid imagery, metaphors,
rhythmic patterns, and call-and-response
techniques, all of which help preserve cultur-
al heritage, communicate moral lessons, pro-
vide social critique, and entertain communi-
ties. While existing studies illuminate stylistic
techniques such as repetition, metaphor, and
rhetorical dexterity in Yoruba oral literature,
as well as their therapeutic and social func-
tions, they largely overlook the specific role
of hyperbolic fallacy as a stylistic signature
in genres such as Ijald and Dadakdada poet-
ry. Little attention has been given to how this
deliberate fallacy creates complex meanings
and distinguishes the works of artists such as
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Ogundare Féyanma and Odolayé Aréma from
other forms. This gap underscores the need for
focused research on hyperbolic elements to
appreciate their contributions to artistic inno-
vation and cultural reinforcement fully. While
existing studies illuminate stylistic techniques
such as repetition, metaphor, and rhetorical
dexterity in Yoruba oral literature, as well as
their therapeutic and social functions, they
largely overlook the specific role of hyperbolic
exaggeration as a stylistic signature in genres
such as 1jald and Dadakaada poetry. This study
therefore, examines the creative and strategic
use of hyperbolic exaggeration (often described
in Western terms as “hyperbolic fallacy”) in
the Ijala poetry of Ogiindare Féyanmu and the
Dadakaada of Odolayé Arémd, highlighting its
implications for the aesthetic and cultural sig-
nificance of Yoruba oral traditions.

Materials and Methods
This study adopted a purely qualitative research
design, shifting away from a mixed-methods
approach to focus on a descriptive-analyti-
cal exploration of Yoruba oral performance.
A qualitative framework is essential for cap-
turing the depth of metaphorical expression
and the cultural nuances inherent in Yoruba
oral poetry. This design facilitates a detailed
examination of the “hyperbolic fallacy” not
as a statistical occurrence, but as a deliberate
stylistic signature and a vehicle for profound
interpretive understanding. The primary sci-
entific method employed was hermeneutics,
grounded in the philosophical insights. H.-
G. Gadamer (2004) “fusion of horizons” serves
as the interpretive foundation, used to bridge
the historical and cultural context of tradi-
tional Ijald and Dadakdada texts with the con-
temporary perspectives of the researcher and
audience. This approach justifies the analysis
of seemingly “illogical” fallacies as meaningful
dialogues rather than detached objective exer-
cises. Complementing this, P. Ricoeur (1981)
produced the concept of “distanciation”, which
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was applied to treat the transcribed oral per-
formances as autonomous texts. This allows for
a critical reflection that moves from a “naive”
literal reading of exaggerations to a productive
appropriation of their deeper philosophical
and spiritual truths.

The research corpus consists of a purpo-
sive selection of audio-recorded performanc-
es and discographies from two master Yoruba
oral artists: Ogtinddre Féyanm, representing
the Ijala (hunters’ chant) genre, and Odolayé
Arému, representing the Dadakuada genre.
The research corpus consists of a purposive
selection of twelve audio-recorded perfor-
mances (approximately 4.5 hours of record-
ings): seven tracks from Ogundare Fdyan-
mu’s Ijald discography and five tracks from
Odolayé Arémd’s Dadaktada performances.
These were chosen from commercially avail-
able discographies after repeated listening
sessions identified a high density of hyper-
bolic expressions and “impossible images”.
Selection criteria included: prominence of
hyperbolic exaggeration as a recurring struc-
tural element; thematic depth relating to
lineage, morality, divine authority, ancestral
veneration, or social critique; and represent-
ativeness across the artists’ careers. Specific
excerpts were selected because they best il-
lustrate the device functioning in eulogy, so-
cial criticism, and artistic self-assertion — the
three rhetorical functions that emerged as
dominant during initial analysis. This focused
sampling allows for in-depth hermeneutic
interpretation while ensuring the examples
reflect a consistent stylistic signature rather
than isolated incidents. Selection criteria for
specific tracks and excerpts were based on
stylistic prominence, specifically the densi-
ty of hyperbolic expressions and “impossible
images” that characterise the artists’ unique
creative signatures. Additionally, works were
prioritised based on their thematic depth re-
garding lineage, morality, divine authority,
and communal identity. While the primary
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corpus is drawn from the discographies of the
two artists, one illustrative example from the
Ifa corpus is included for comparative pur-
poses to show that hyperbolic exaggeration
is a broader feature of Yortuba oral aesthetics.
Thus, this study employed comparative anal-
ysis. However, the detailed hermeneutic anal-
ysis concentrates exclusively on performances
by Ogtindare Fdyanmu and Odolayé Aréma to
identify the most representative examples of
stylistic transgression.

Primary data was subjected to the tran-
scription and translation process to preserve
the integrity of the oral tradition. Audio re-
cordings were transcribed into text using
standardised Yoruba orthography, which is
vital for maintaining the tonal markers essen-
tial for poetic rhythm and meaning. The sub-
sequent translations from Yoruba to English
were produced and carefully revised by the
author. This hands-on approach was necessary
to ensure that the “metaphorical and hyper-
bolic force” of the original chants, which are
often lost in literal or automated translations,
was accurately captured to reflect the artists’
original intentions and cultural weight. The
criteria used to classify the “Hyperbolic Fal-
lacy” were grounded in both Western rhetor-
ical scholarship and Yoruba literary aesthet-
ics. While Western logic often views fallacies
as reasoning errors or logical flaws, this study
reframes them based on established rhetorical
principles where exaggeration is a valued tool
for emphasis and social commentary. Specif-
ically, the “hyperbolic fallacy” was defined as
a deliberate, purposeful step beyond formal
logic, such as the use of non sequitur or an-
thropomorphism, to reveal profound truths
that straightforward logic cannot capture.
The findings are classified by their rhetorical
functions: eulogy, social criticism, and artistic
self-assertion, rather than a sequential review
of songs. This thematic grouping revealed how
hyperbole operates as a consistent structural
element across oral genres.




Results and Discussion

The systematic analysis of the research cor-
pus confirms that the “hyperbolic fallacy”,
that is, the deliberate use of logically impos-
sible or vastly exaggerated claims, functions
as a sophisticated stylistic signature. Rather
than being a rhetorical flaw, these intentional
departures from literal truth bridge the “ho-
rizons” of traditional hunters’ chants (Ijald)
and Daddkdada. Through this lens, the artists
elevate the mundane to the mythic, providing
a profound hermeneutic window into Yoruba
cultural values and the resilience of oral tra-
ditions in a contemporary context. In the
context of eulogy and ancestral veneration,
Ogtndare Fdyanmu utilises “impossible im-
ages” to capture the essence of a subject’s es-
sence and precocious nature. For instance, in
one of Ogtindare Fgyanmu's song, he eulogises
late Ayinld Qmowra, thus: “Ko ti i dagba té fi
gbéyawo, 6 jo pé 1ayé 16 ba obinrin ré, Ayin-
14 oko iya agba”. Translated accurately, this
rendered as “He had not even grown up before
he got married; it seems as though he met his
wife in the primordial world, Ayinla, the hus-
band of the elderly woman”.

This identifies a chronological and biolog-
ical fallacy, as it suggests a physical and tem-
poral impossibility where a child or an unborn
spirit is already functioning as a husband to
an elder. From a hermeneutic perspective, this
defies physical logic to emphasise the “preco-
cious spirit” and the innate, predestined great-
ness of the subject. By claiming Omowura met
his wife in a previous life or before maturity,
Fgyanmu utilises hyperbole to suggest that
the artist’s talent and social standing were
not merely acquired through age but were di-
vinely ordained and “immanent” from birth.
This aligns with the Yortib4 concept of Ayanmé
(destiny), where the “horizon” of the physical
life is fused with the spiritual “horizon” of the
ancestors (Babalola, 1966). When used for so-
cial criticism, particularly by Odolayé Aréma
in the Dadakuada genre, hyperbole serves
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to highlight the absurdity of human greed or
moral decay. An example from his discogra-
phy states: “Ol6wo kan 1 be ni’lud yii, 6 f’owo
kglé dé oju orun” (There is a rich man in this
town; he built a house that reached the heav-
ens with money). This utilises a mathematical
and spatial fallacy. Interpreting this through
P. Ricoeur (1981) concept of distanciation, the
text moves beyond the literal impossibility of
such a structure to critique the “sky-high” ar-
rogance of the wealthy. The hyperbole acts as a
mirror to the social distance between the elite
and the community, a theme central to the
philosophical depth of Dadakaada.
Furthermore, hyperbole functions as a
tool for artistic self-assertion, allowing the
performers to establish their professional au-
thority and supernatural protection. A com-
mon trope in these performances is the asser-
tion: “Enu mi ki 1 jé korg dijd, mo fahon mi gé
irin gangan” (My mouth never allows words to
become a knot; I use my tongue to cut through
solid iron). This biological and material fal-
lacy establishes the artist’s mastery over lan-
guage. The “sharpness” of the tongue cutting
through iron serves as a stylistic signature,
positioning the performer as a powerful so-
cial agent whose words possess a weight that
can dismantle any opposition (Olatunji, 2025).
The dual-author design of this study justifies
a comparison between the rural-ancestral fo-
cus of Fgyanmu and the urban-secular focus of
Arémt. While Féydnm’s hyperbole is rooted
in the “forest of a thousand demons”, empha-
sising the ruggedness of the hunter, Arému’s
exaggerations are tailored to the urban “mar-
ket square”, focusing on the complexities of
modern social hierarchy. Despite these gener-
ic differences, both artists utilise the fallacy as
a mechanism for cultural “truth-telling”. As
shown in the comparative analysis, the rhe-
torical goal shifts from evoking awe in Ijila
to evoking reflection and satire in Dadéktada,
yet the reliance on the “hyperbolic fallacy”
remains a shared aesthetic foundation. In
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synthesis, what Western formal logic might
dismiss as a “fallacy” is, in Yoruba poetics, a
vital stylistic signature. The findings demon-
strate that asoju (exaggeration) is a deliberate
strategy to reach the “inner head” (Ori) of the
audience. By intentionally breaking the rules
of logical consistency, Féyanmd and Arému do
not confuse their listeners; instead, they invite
them into a shared space of heightened reali-
ty where the cultural weight of the message is
amplified by the very impossibility of its literal
form. This confirms that the hyperbolic falla-
cy is a mark of intellectual depth and artistic
agency in Yoruba oral literature, rather than a
lack of logical rigor. Ijalé is strongly anchored
in the detailed taxonomic and stylistic work
of (Olatinji, 2025). In his foundational book,
Features of Yoruba Oral Poetry, Olatunji sys-
tematically categorises Ijala by documenting
its structure, rhythmic flow, and stylistic fea-
tures such as asggbonnu (a form of deliberate
exaggeration). This groundwork is enriched by
S.A. Babalola (1966) deep literary and linguis-
tic study of Ijala’s themes, offering a rich dive
into its content and form. Building on these
foundations, (Ajuwon, 1982) explores the
connections between 1jald and other Yortuib4
oral genres, like funeral dirges, showing how
the heroic and exaggerated language of Ijala
fits into a broader Yoruba tradition of poetic
amplification used to engage with profound
themes such as life, death, and bravery.

The idea of an “artistic signature” in oral
literature challenges earlier views that saw
oral traditions as anonymous and purely col-
lective. K. Barber (2021) was key in shifting this
perspective by showing, through her study of
Yoruba Oriki (praise poetry), that poets work
within traditional structures but deliberately
shape their craft to create a unique personal
style. She highlights how audiences appreciate
the distinctiveness of individual performers,
recognising their skill through unique choices
in epithets, themes, and rhythm. This insight
proves that oral artists are not just passing
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down inherited forms but are creative innova-
tors, which is essential for understanding how
specific stylistic devices like the hyperbolic fal-
lacy can form a poet’s signature. Expanding on
this reflectiong on aforementioned works offers
a broader, Africa-wide framework for identify-
ing these artistic signatures by examining how
performers use rhetoric strategically. Common
elements such as figurative language, themat-
ic shifts, and narrative tempo categorised as
the tools artists selectively use to craft their
unique voices. This approach gives scholars
the language and concepts needed to pinpoint
particular techniques like the hyperbolic falla-
cy and argue convincingly that such a device
can be the defining hallmark of poets such as
Ogundére Féyanmu or Dadaktada, showcasing
their individual creative identity within a tradi-
tional art form.

The concept of hyperbolic exaggeration
(apoénpo) lies at the heart of this study. In
Western rhetorical theory, excessive exagger-
ation taken literally is sometimes labelled a
“hyperbolic fallacy” because it appears to vi-
olate principles of logical reasoning. However,
within Yoruba literary aesthetics, such bold
overstatement is not an error but a respected
and highly effective stylistic device. It enables
poets to transcend ordinary language, ampli-
fy emotions, highlight contrasts, and convey
profound cultural truths that literal expression
cannot capture. This study, therefore, adopted
the term hyperbolic exaggeration as the pri-
mary descriptor, while occasionally referencing
the Western notion of “hyperbolic fallacy” only
to highlight the contrast in interpretive frame-
works. In the hands of master performers like
Oglndare Féyanmu and Odolayé Arémd, this
device becomes a personal artistic signature —
a consistent, intentional stylistic choice rather
than an isolated rhetorical slip.

In contrast, within Yoruba literary aes-
thetics, hyperbole is a valued stylistic device
used by poets and oral performers to empha-
sise emotions and provide social commentary.




Unlike the Western interpretation of hyper-
bolic fallacy as a reasoning flaw, Yoruba oral
literature employs hyperbole skillfully within
the rules of Yortuba grammar and cultural com-
munication to engage the audience and deliv-
er powerful messages. The cultural and social
context shared between the poet and the au-
dience gives hyperbolic expressions meaning
and effectiveness rather than rendering them
fallacious. Therefore, while the hyperbolic fal-
lacy in Western rhetoric highlights the prob-
lem of unjustified exaggeration that weakens
an argument, in Yoruba literary aesthetics, hy-
perbole is a culturally rooted artistic technique
that captivates the audience, communicates
communal values and emotions, and often
serves as an artistic signature. The concept of
hyperbole is a timeless literary device found
across many cultures, defined as a purposeful
exaggeration meant to emphasise or create an
effect. The audience understands the exagger-
ation because it builds on shared knowledge of
what’s real. In Yorub4 oral traditions like Ijala,
this technique is an accepted way to ampli-
fy a subject’s strength or qualities. Its success
depends on an unspoken agreement between
poet and audience that the exaggeration push-
es the limits of possibility artistically, rather
than presenting literal fact.

Onthe other hand, a”fallacy” usually means
alogical error -a mistake in reasoning that leads
to a false conclusion. In formal logic a fallacy is
a flaw that invalidates an argument. From this
strict viewpoint, saying a hunter “swallowed
a thunderbolt” is nonsensical, an impossible
idea that defies logic. The word “fallacy” typ-
ically carries a negative meaning, suggesting
error or deception. So, at first glance, it seems
strange or contradictory to call a celebrated
creative act a “fallacy”. The term “hyperbolic
fallacy” combines these ideas into a unique ar-
tistic signature. It’s not just exaggeration but a
deliberate, purposeful step beyond logic to ex-
press a deeper truth beyond words. Oral poets
use “impossible images” not as meaningless
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exaggerations but as powerful metaphors that
communicate qualities like heroism or social
critique in ways literal language cannot. When
poets like Foyanmu or Dadaktada repeatedly
use this device, it becomes their defining style.
The “fallacy” is the tool they use to reveal pro-
found emotional or philosophical insights that
straightforward logic cannot capture. In this
way, what seems like a logical error is actually a
powerful means of artistic expression and cul-
tural communication.

To grasp the idea of hyperbolic fallacy,
it’s important to start with Yorubd aesthetic
principles, where exaggeration isn’t a mis-
take but a respected artistic technique. (Abi-
odun, 2014) highlights key concepts like iwa
(the true essence or character of a subject)
and ifarahon (making the invisible visible). He
explains that Yoruba art aims to reveal a sub-
ject’s inner nature, which often means mov-
ing beyond literal or physical accuracy. This
helps to see hyperbolic fallacy not as a flaw in
logic but as a purposeful strategy to bring the
core essence of something into sharp focus.
Building on this, Yoruba oral traditions, which
include proverbs, myths, and poetry that use
seemingly impossible or exaggerated images
to express profound social and philosophical
ideas. Understanding these bold, transgres-
sive expressions depends on a shared cultural
knowledge that accepts them as meaningful
and truthful ways of communicating. Togeth-
er, these perspectives show that hyperbolic
fallacy is a deliberate and powerful tool rooted
in Yoruba ways of knowing and expressing re-
ality. It is worth noting that hyperbolic fallacy
is an integral part of Yoruba oral literature in
general, foregrounding its aesthetics. For in-
stance, in the Ifa corpus below, the hyperbolic
fallacy was deliberately employed by the Ifa
priest as a constructive ideal that combines
two incongruities that seem impossible. Ba-
baldawo Ifdkayodé Ifalgwa, the Area Asunyére
Awo Agbdayé and Araba Awo of Okinni in Osun
State, says next words (Table 1).
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Table 1. The use of hyperbolic error in the Ifd corpus

Original Text

If4 ni 6 dolayon tola.

Ifa declares that a pregnant woman willgive birth to a chief.

Translation

Igbonngbdn fiyé sohun.

The wise one speaks with the voice of authority.

Ifa ni 0j¢ ti iya oun 1 relé oko.

Ifa says, on the day his mother was heading to her husband’s house,

Ipile ilé keta 1oun wa.

He was at the foundation of the third heading to her husband’s house,

Oun ni iy4 e réwd o.

He says, “Mother, you are welcome!”

Iyé 6 dabo.

Mother goodbye

Iy4 6 békunrin b6 délé oko.

Mother you will bore a male child when you get to your husband’s house.

Iya 6 bébinrin b6 délé oko.

Mother you will bore a daughter when you get to your husband’s house.

Wdn ni ta ni 6 1 wi bahun?

They asked, “Who is speaking thus?”

Wén ni omo ti Ajanna y6o bi ni
alé and ni.

They said, “It is the child Ajanna will bear last night!”

Source: S.M. Oyeleke (2023)

The excerpt above employs a fallacy of
impossibility by having the unborn child
speak and be identified as already born “last
night”, creating a temporal paradox that de-
fies causality and chronology. This deliberate
contradiction transcends mere exaggeration,
embodying Ifa’s esoteric technique of “divine
contradiction” to collapse earthly time and
spiritual eternity, thereby linking the maternal
journey with cosmic prophecy. Through H.-
G. Gadamer (2004) fusion of horizons, the chant
becomes a hermeneutic event that merges an-
cient spiritual knowledge with contemporary
ritual practice, transforming the paradox into
a profound dialogue about destiny (ayanmg),
wisdom, and protection. Artistically, this falla-
cy enhances the chant’s rhythmic enigma and
mnemonic power, compelling repeated perfor-
mance and deepening communal engagement.
Culturally, it affirms Ifd’s role as a living epis-
temology that counters linear, materialistic
views by emphasising pre-birth knowledge and
spiritual agency, safeguarding Yoruba identity
through paradoxical truth and oral tradition
resilience. The scholarly discourse on fallacies,
while rooted in Aristotelian logic and Western
rhetorical traditions, has evolved to recognise
their multifaceted role beyond mere logical er-
rors. Foundational work by philosophers like
Aristotle (1955) and contemporary theorists
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such as C.W. Tindale (1997) has established
that fallacies function not only as deceptive
tactics in argumentation but also as potent
rhetorical and creative devices. This nuanced
understanding provides a critical lens for ana-
lysing non-Western oral traditions, where what
appears as a logical transgression can be a de-
liberate artistic strategy. Within the domain of
Yoruba oral literature, which is a vast corpus
including 1jala, Oriki, and folktales that pre-
serves history and cultural values that scholars
like O. Owomoyela (2005) have demonstrat-
ed that “fallacious” reasoning, particularly
through extravagant metaphor and hyperbo-
le, is a conventional technique for conveying
complex ideas, creating emphasis, and provid-
ing social commentary. T.0. Adeyemi (2020)
and H. Oripeloye & F. Hunsu (2021) demon-
strated that rhetorical devices in Yorubd oral
literature, which are traditionally mistaken as
logical flaws, are in fact indispensable tools
for constructing Yoruba cultural identity and
enabling nuanced social critique through ar-
tistic expression. Building on this foundation,
the present study focuses specifically on the
“hyperbolic fallacy” within Ijla poetry, aiming
to reframe it not as a deceptive error but as a
deliberate stylistic hallmark that enriches both
the aesthetic and philosophical dimensions
of the oral tradition. This culturally grounded
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approach deepens understanding of rhetorical
strategies in African oral performance, empha-
sising their creative and communicative power.

Types of fallacies found in Yoruba oral
literature. In alignment with the stylistic re-
quirements of the study, the various types of
fallacies identified in Yorubd oral literature
must be understood as integrated narrative
strategies rather than isolated categories.
Metaphorical fallacies utilise comparisons to
create vivid imagery and convey complex ide-
as, such as when a king is likened to a lion to
symbolise inherent strength and sovereign
power. These are often supported by allusive
fallacies, which draw upon myths, legends, or
historical events to ground the performance
in a shared cultural context; for example, ref-
erencing the mythological figure Orinmila to
convey exceptional speed or spiritual agility.
At the core of this research are hyperbolic fal-
lacies, which involve deliberate exaggeration
for heightened emphasis or emotional effect,
such as a performer claiming to have repeated
a warning a thousand times to underscore its
urgency. Complementing these are proverbial
fallacies, which leverage traditional wisdom
and communal values to offer moral guidance,
illustrated by the use of aphorisms regarding
the consequences of ignoring maternal advice.
Allegorical fallacies provide another layer of
depth by employing extended narratives, such
as the classic tale of the tortoise and the hare,
to communicate broader themes of persever-
ance and the dangers of hubris.

Critical engagement with societal norms
is often achieved through ironical and satiri-
cal fallacies. Ironical fallacies utilise paradox-
ical imagery, like the concept of a blind man
who possesses true sight, to challenge stand-
ard perceptions and expectations within the
community. Similarly, satirical fallacies serve
as a potent tool for social critique, often lam-
pooning leadership by depicting a king as a
fool to question the exercise of power and au-
thority. Finally, symbolic fallacies ground these
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abstract concepts in physical or conceptual
markers, where an object like a crown serves as
an undeniable symbol of power and the weight
of ancestral leadership. Through the integra-
tion of these rhetorical devices, Yoruba oral
artists move beyond literal communication.
These fallacies, when rephrased as complete
narrative structures, demonstrate a sophisti-
cated intellectual system where the “fallacy”
is the primary engine of aesthetic and philo-
sophical expression. By moving away from list-
based descriptions, the analysis better reflects
the fluid and interconnected nature of these
stylistic signatures as they appear in the works
of Ogtindare Féyanmu and Odolayé Arémd.
Fallacies serve multiple important func-
tions in Yoruba oral literature. They are em-
ployed as a tool for creative expression, en-
abling artists to create vivid imagery, evoke
strong emotions, and convey complex ideas
in unique and engaging ways. Culturally, fal-
lacies help convey important values, tradi-
tions, and beliefs while reinforcing cultural
identity among the Yoruba people. They also
function as a form of social commentary, al-
lowing performers to critique societal norms,
challenge prevailing social expectations, and
make meaningful comments on political is-
sues. Furthermore, fallacies add emphasis,
create emotional connections, and actively
engage the audience. By introducing multiple
layers of meaning, they encourage deeper in-
terpretation and personal reflection. As a rhe-
torical device, fallacies are used to persuade,
convince, and influence listeners during per-
formances. Artists often take advantage of fal-
lacies to exercise creative license, experiment
with language, and push the boundaries of ar-
tistic expression. In addition, fallacies play a
vital role in cultural preservation by keeping
heritage, myths, and legends alive and ensur-
ing they are passed down to future genera-
tions. They serve an educational purpose by
teaching moral lessons, conveying ancestral
wisdom, and instructing audiences on core
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cultural values. Finally, fallacies enhance en-
tertainment value by entertaining, engaging,
and captivating the audience, thereby mak-
ing Yoruba oral literature more enjoyable and
memorable. These functions highlight the sig-
nificance of fallacies in Yoruba oral literature

and demonstrate their central role in creating
a rich, complex, and deeply engaging form of
cultural expression. This section focuses on
how the hyperbolic exaggeration acts as a pur-
poseful artistic tool that draws audiences into
thoughtful reflection and dialogue (Table 2).

Table 2. An analysis of chronological and biological errors in the poetry of ljdld of Ogiinddre Féydnmii

Original Text

Mo buauyan ni

Translation
If I insult someone,

Mo lutyan ni

If I strike someone,

Mo paayan ni

If I kill someone,

Mo sa lati ibikan

If I flee from somewhere

Ti o ba bu rin rin rin

If you wander far and wide,

Ti o ba foju kan ilé Kadir gba Ilorin

And you set eyes on the palace of Emir Kadir of Ilorin,

Ina oldrun di eéwo fin un

The fire of the Almighty becomes forbidden for you

Source: O. Owomoyela (2005)

This Ijala poem, uses bold and vivid exag-
gerations — a hallmark of the “hyperbolic falla-
cy” — to engage deeply with themes of morality,
justice, and redemption within a Yoruba-Is-
lamic cultural context. Odolayé Arémd lists se-
vere actions like insulting, striking, killing, or
fleeing, then contrasts these with the extraor-
dinary claim that seeing the palace of Emir
Kadir of Ilorin shields one from the “fire of the
Almighty” a metaphor for divine punishment.
According to H.-G. Gadamer (2004) herme-
neutics, this exaggeration creates a “fusion of
horison” merging Arémd’s worldview rooted in
Yoruba cosmology and Islamic belief with the
audience’s moral reflections, turning the poem
into a dialogical space for interpreting forgive-
ness and the power of sacred places. Simultane-
ously, hermeneutic arc shows how the poem’s
repetitive and escalating structure intensifies
the moral stakes, while the metaphor of divine
fire being forbidden at the Emir’s palace invites
listeners to explore spiritual transformation

beyond literal events. The hyperbolic fallacy
here is not a mistake but a poetic strategy that
transforms extreme imagery into a profound
expression of cultural values about authority,
justice, and redemption. Through the interplay
of H.-G. Gadamer (2004) and P. Ricoeur (1981)
theories, Odolayé Arémua’s poem exemplifies
how hyperbolic fallacy functions as more than
a stylistic flourish. It becomes a powerful tool
that opens philosophical and spiritual mean-
ings within Ijala poetry, inviting audiences into
ongoing reflection on morality and sacred au-
thority. The exaggerated claims are meaningful
bridges that connect historic and cultural hori-
sons, enabling the audience to relate universal
themes of guilt and forgiveness to their own
lives. In the works of Arémd such hyperbole
serves as a distinctive artistic signature, enrich-
ing the tradition by turning fanciful, impossible
images into vital carriers of Yoruba cultural and
philosophical discourse. The excerpt below but-
tresses it (Table 3).

Table 3. Spatial fallacies as a tool for social criticism in the works of Odolayé Aremui

114 ti a 6 16ko,

A city where we have no farm,

Tia 016do,

Where we have no river,

A sinje ohun tédun nigba gbogbo,

Yet we eat sweet things all the time.

International Journal of Philology. 2026. Vol. 17, No. 1

90



Sa’adu

Table 3. Continued

\ K i ibi tf Qlérun o si,exist,

There is no place where God does not \

‘ Stigbén Tlorin 16 1 stin

But it is in Ilorin that He sleeps \

Source: O. Owomoyela (2005)

In the excerpt above, Ododlayé Arému em-
ploys rhetorical devices, including fallacies, not
as logical errors but as deliberate creative strat-
egies. These serve to amplify artistic expression,
evoke cultural pride, and embed deeper philo-
sophical or communal meanings. The excerpt
exemplifies this through a strategic fallacy that
transcends mere exaggeration, functioning as a
non sequitur (a conclusion that does not logi-
cally follow from the premises) infused with
anthropomorphism (attributing human-like
actions to a divine entity). Here, the artist con-
cludes that “God sleeps in Ilorin”, implying di-
vine favoritism or residence in the city, despite
premises that affirm God’s omnipresence. This is
not a flawed argument in a philosophical sense
but a purposeful literary tool to celebrate Ilorin’s
prosperity and cultural identity (il t6 jinna sina
pret this fallacy by situating it within the Yoruba
cultural “horizon” which is a fusion of pre-co-
lonial animism, Islamic influences (Ilorin being
a historically Fulani-Yortiba emirate with strong
Muslim ties), and oral performance contexts.
Dadakuada artists like Arému were often com-
missioned to praise patrons or towns, using chant
to foster communal identity and attract favor.
The fallacy serves multiple strategic purposes.

This is a non sequitur fallacy because the
conclusion does not logically derive from the
premises. The prosperity without resources
could suggest human ingenuity, trade, or other
factors, and omnipresence contradicts the idea
of God “sleeping” (implying rest or preference)
in one specific location. It’s more than hyper-
bole (simple exaggeration, like calling Ilorin
“heaven on earth”); it’s a deliberate illogical
leap that anthropomorphises God -portraying
the divine as humanly vulnerable or domiciled

to make a bold, memorable claim. In logical
terms, it violates the principle of non-contra-
diction: if God is everywhere, He cannot ex-
clusively “sleep” anywhere. Yet, in Yoruba oral
tradition, such “fallacies” are not defects but
artistic licenses, akin to poetic license in West-
ern literature. Hermeneutics emphasises that
meaning arises from the “fusion of horizons”
between the text and the audience. The image
of God “sleeping” in Ilorin humanises the di-
vine, making abstract omnipresence tangible
and relatable. In Yoruba cosmology, where de-
ities (Orisa) are anthropomorphic and intervene
in human affairs, this fallacy creatively extends
that to the monotheistic Qlgrun (Supreme God,
influenced by Islam/Christianity). It’s not lit-
eral but evocative: “sleeping” implies peace,
rest, and blessing, contrasting Ilorin’s resource
scarcity with divine abundance. This height-
ens artistic appeal, turning a simple praise
into a rhythmic, memorable chant that engag-
es listeners emotionally, encouraging partici-
pation in performances. Interpreting through
P. Ricoeur (1981) hermeneutic arc (from naive
understanding to critical explanation to ap-
propriation), the fallacy initially seems absurd
(naive reading: illogical claim), but critically,
it explains Ilorin’s historical prosperity despite
lacking agricultural or riparian advantages as di-
vinely ordained. Ilorin, as a 19th-century emir-
ate hub, thrived on trade, scholarship, and cul-
tural fusion. The fallacy strategically attributes
this to God’s “preference”, reinforcing cultural
narratives of exceptionalism. In appropriation,
audiences internalise this as Yoruba resilience
and faith, enhancing social cohesion. It’s a “pro-
ductive prejudice” (Gadamer) that biases toward
cultural upliftment, countering colonial-era
diminishment of African oral arts (Table 4).
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Table 4. Material fallacies as a means of artistic self-expression for artists

Orginal Text

0Omo odo kédo

Offspring of the unknown river,

Omo omi kémi

Offspring of the uncommon water,

Arémt omo 0dd mérindinlégiin

Arémt, offspring of sixteen rivers

B6ba wumi mo 1é pé, oun ni omo 0odo tda moye nilé
baba t6 bi o Iomo

If I wish, I can declare he is the offspring
of countless rivers in his father’s house.

Won a ni b6 se abata

They say, whether it is a swamp,

B6 se isélert

Whether it is stagnant water,

B6 se omi 0do ti i san rere

Whether it is a river that flows freely,

B6 somi adagun

Whether it is a murky pool

B4 se omi ti won 1 pon la fe ni

Whether it is water we fetch for use,

E 0 bé si rémi Kanga pela

Or even the water of a well.

Source: S.M. Oyeleke (2023)

This Ijala poem by Odolayé Arémd cele-
brates lineage and identity through rich wa-
ter imagery, using the hyperbolic fallacy as
a key stylistic device. The poet declares him-
self the “offspring of sixteen rivers” and even
“countless rivers”, exaggerating his heritage
to mythical proportions. The list of various
water sources like rivers, swamps, wells which
symbolises diversity, vitality, and intercon-
nectedness, common themes in Yoruba cos-
mology. Drawing on H.-G. Gadamer (2004)
hermeneutics, the poem’s exaggerated claims
create a dialogue between the poet’s cultural
background and the audience’s interpreta-
tion, inviting reflection on ancestry and iden-
tity within Yoruba traditions. This fusion of
horizons allows listeners to engage with the
poem not just literally but as a metaphorical
exploration of heritage as a universal human

experience. Hermeneutic arc further enriches
this reading by showing how the poem’s re-
petitive and escalating structure emphasises
Arém®’s boundless essence. The hyperbol-
ic fallacy here is not mere exaggeration but
a metaphorical vehicle that connects Arémd
to an infinite lineage, transcending specif-
ic origins to embody universal human spirit
and vitality. As listeners move from a surface
understanding to deeper interpretation, they
may see in the poem a meditation on identity’s
complexity amid diverse influences. Together,
H.-G. Gadamer (2004) and P. Ricoeur (1981)
theories reveal that this poem uses hyper-
bolic fallacy not just as decoration, but as a
profound means of cultural and philosophical
reflection, turning Arém into a symbol of an-
cestral pride and shared humanity, resonating
deeply across time and culture (Table 5).

Table 5. Metaphorical fallacies as a means of visualising sovereign power

Original Text

0j6 ti Alabi okin tana randi ibon ni gb6 Kutonu.

Translation

The day Alabi, the noble hunter, fired his gun in the

Katonu forest, Ojtr ir awa wonyi nad ni gbogbo e se.

I witnessed all these events with my own eyes.

Agbaninoida.

I was not yet grown,

Mo ti ¢ ti i dagba.

I have grown into an adult.

Mo kiro nint 0modé kékeré ti
a le gbé korun lo sind oko.

I am no longer the little child carried
on the neck to the farm

Bi 0mo 0 ba ba itan,

If a child does not witness history firsthand,

Y60 ba awigbg.

They will hear it recounted by elders.

Awigbé ni baba itan.

What elders recount is the father of history.
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Table 5. Continued

Won ¢ bini ninti gbogbo asiko ti mo wi wonyi stigbdn,

Yet, I was not even born during all those times
I described, But

0 s0jti abiro mi ti wén bi 1émi.

my younger sibling, born just after me,
bore witness to them.

Source: S.M. Oyeleke (2023)

This excerpt from Ogundare Foyanmi’s
Ijala chant artfully blends personal testimony
with communal history, using a deliberate fal-
lacy of impossibility that exemplifies Yoruba
oral poetics. The narrator claims firsthand wit-
ness to events before his birth, then intriguing-
ly passes this role to his younger brother born
after him, creating a temporal paradox that de-
fies literal logic. This is no accidental slip but
an intentional rhetorical strategy, rooted in
Yoruba tradition’s use of paradox and “speaking
in opposites” to express layered truths beyond
linear time. Drawing on H.-G. Gadamer (2004)
concept of the “fusion of horizons”, this fallacy
invites listeners to move beyond a literal read-
ing toward a shared cultural understanding
where history is communal, cyclical, and acces-
sible through oral memory rather than strict
chronology. Artistically, this fallacy heightens

the chant’s dramatic tension and engagement,
creating a performative puzzle that makes the
audience active participants in its interpreta-
tion. It enriches the rhythmic flow and mne-
monic power of the performance, transforming
the chant into a living enigma that bridges in-
dividual and ancestral identities. Culturally, it
affirms Yoruba epistemologies that value oral
transmission and communal inheritance over
eyewitness proof, challenging Western no-
tions of historical validity. Ethically, it models
humility and relational truth, reflecting the
narrator’s growth and fostering societal matu-
rity. In these ways, Fdyanmu’s strategic use of
impossibility elevates Ijala poetry from mere
entertainment to a profound cultural practice
where logical “flaws” become powerful vehicles
for philosophical reflection and communal re-
silience (Table 6).

Table 6. Allusive fallacies: the use of mythological references to bolster authority

Anigildyé Ayinld

Anigildyé Ayinld

Anfyal6binrin

Possessor of a woman as a mother

O salaré sabiyamo

A performer who combines artistry with motherhood,

Keé ti dagba t6 fi gbé iyawd

He had not yet grown to maturity before taking a wife,

0 jo pé 1ayé lo ba obinrin re ni

It seems he was destined to meet his wife in this life

Ayinla oko iya agba

Ayinl4, husband of the revered grandmother.

Source: S.M. Oyeleke (2023)

The poem uses hyperbolic fallacy line by
line to portray Ayinld as a larger-than-life fig-
ure whose identity transcends ordinary human
experience. It begins by presenting him with a
grandiose name, setting the stage for his excep-
tional status. His relationship to motherhood
is exaggerated, blending artistry and maternal

power in a way that highlights his unique ver-
satility. The claim that he married before reach-
ing maturity suggests a supernatural precocity,
implying divine favor and destiny. This sense of
fate is further amplified by the assertion that
his union with his wife was predetermined. Fi-
nally, describing him as the “husband of the
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revered grandmother” pushes the exaggeration
into a paradoxical realm, symbolising respect
and an almost mythical crossing of generation-
al boundaries. Together, these exaggerations

invite the audience to reflect on themes of des-
tiny, identity, and social roles within the Yoruba
cultural context, elevating Ayinla into a symbol-
ic figure of profound human potential (Table 7).

Table 7. Aphorisms as a tool for moral education

Original Text Translation

Emi paa dupé 0jo ti o gbé iya re sin

I give heartfelt thanks for the day you buried your mother,

Mo gbow6 nilé yin

I received abundant money at your house

Mo gba aso

I received fine cloth,

0tdOtd eéyan 16k ti n o gba

Only a living person did I not take as a gift.

Ibosi alaaart owd ni mo ké ti mee délé wa

As a bearer of wealth, I shouted for help until I reached home,

Ti e filé poti local gin,

You left the door open for brewing

E moéna roka

You cleared the path to the attic for preparing yam flour

Agbada ni e fi 1 din eran

You used an agbada to roast meat.

Akinola pa maalu kan rabata

Akinola slaughtered a massive ox,

O tan fi relé mama

He offered for the burial rite

Oko Lanihinhtn 6 pa erinla

Oko Lanihun killed big ox

0 ni ki gbogbo wa 6 maa je

He invited us all to feast.

0j6 ti a wi yii ni a je odidi maalu teyin-teyin

On that day we speak of, we devoured
the entire ox together with its egg

B66to: A sé maali a maa léyin 0ga mi?

B66to: “Does an ox have eggs, my master?

idahtin: Eyin 0 mo pé ibi tf é&yan ba gbé joju

Response: “Don’t you know that where people feast

on the eyes of

maaly, eyin eran 16 je

an ox, its the eggs of ox you have eaten?”

B66td: 06t6 ni

Bé6to: “That’s true.”

Emi o gbagbé, obé eran tf a fi jeun 14lé ij6 kiini

I cannot forget the meat stew we ate that first night,

Ayanwandé onilit ode mi ni 1 salayé pé epo ni

Ayanwéndé, my hunter-drummer,

won fi sebe naa

explained it was cooked with palm oil,

Emi koké sebi adin ni won fi sebé naa ni

I first thought it was made with castor oil,

A sé wén gba eran naa nfjo nda ni

not know that they fried that meat that very day.

A fiigba ti @émi y60 fokelé kan an ti gbogbo ré i
ran momo

Until I dipped my morsel, the stew was perfectly blended.

Iginwé ni epo mumi dé

The palm oil reached my elbow,

0j6 mérindinlogun epo ko tan léte mi

For sixteen days, the palm oil lingered on my lips

Ekité jemi 1été n 6 délé wi at

The rat bit my my lips, and I didn’t mention it home.

Opélopé onisona ti 1 be ni adigbo wa 16

It was the grace of the craft manin our

tinmi lénu se

neighborhood, that mend my mouth

Awon omo sanmori alaijebéri stew

The young ones who had never tasted such

Gbogbo won 11 pén mi lété 14 moran-moran

All leak my lips repeatedly

Qjo tda wi yii

On that day we speak of

Bi a ti  woran ni iran 1 woni

As we watched the spectacle, the spectacle watched us back.

Source: S.M. Oyeleke (2023)

This poem by Ogtinddre Féyanmd uses hy-
perbolic imagery to celebrate a communal fu-
neral feast, highlighting themes of generosity,
cultural memory, and social bonding within
Yoruba tradition. The extravagant descriptions
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teen days and eating an ox’s “eggs” (its teeth)
that serve to elevate the event’s significance
beyond the literal, transforming the feast into a
spectacle that embodies communal abundance
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and collective identity. Through H.-G. Gadam-
er (2004) fusion of horizons, the poem’s hy-
perbole bridges the cultural context of Yoruba
funerary and feasting customs with the audi-
ence’s own experiential understanding, foster-
ing a dialogue on generosity and reciprocity.
Hermeneutic arc deepens this interpretation

Sa’adu

by showing how metaphorical exaggeration
invites reflection on shared humanity and the
lasting impact of cultural rites. Overall, the
hyperbolic fallacy is a central stylistic device
that makes the poem a rich philosophical med-
itation on the interconnectedness of memory,
spectacle, and cultural meaning (Table 8).

Table 8. Allegorical and ironic fallacies as a reflection of social norms

E wd wd omi 0j0 Akaho.

Come and behold the rainwater of Akaho

Bi ti 1 mi sanmo,

How it shakes the heavens,

Ti A mila.

How it quakes the city.

Bi ti n mi eké ilé,

How it rattles the rooftops of houses,

Ni 11 mi igi oko.

How it sways the trees in the farms.

0la ré wa dodo ti 1 san réreé.

His glory arrives in full flood, flowing ever so smoothly.

Gbogbo eni ti ko ba goke arafa ri,

Everyone who has not climbed the hill of wonders to see,

K6 kalo sé afin soun.

Let them proceed to the Soun’s palace

Gbogbo enikéni t6 ba ti foju kan agbala
ilé oba Ogb6émasg,

Everyone who has set eyes upon .... the courtyard of the king’s

house in Ogboémogsg

Oni tohtn domo alijonna,

Today, that one is the child of alijanna

Source: S.M. Oyeleke (2023)

Oglndare Féyanma's Ijald chant mas-
terfully employs a fallacy of impossibility by
paradoxically portraying the violent, chaotic
rain as a smooth, glorious force and asserting
that merely witnessing the Ogbémdsd palace
courtyard transforms one into “the child of the
Alijanna” This deliberate contradiction tran-
scends simple exaggeration, blending natural
phenomena, royal majesty, and mystical identi-
ty into an illogical yet culturally rich unity that
evokes awe and communal belonging. Through
H.-G. Gadamer (2004) hermeneutic fusion of
horizons, the chant’s tension between destruc-
tive immediacy and serene glory invites the au-
dience to merge lived experience with ancestral
worldview, transforming empirical skepticism
into a participatory cultural dialogue. The par-
adox deepens the performative and mnemonic
power of Ijila, affirming Yortiba values of old
(honor) and awlijo (community cohesion) while
resisting cultural fragmentation. Fdydnmu's
strategic use of this fallacy not only enriches
the chant’s artistic texture but also fortifies the

resilience of Yorubd heritage by positioning
oral tradition as a site of transformative, par-
adoxical truth.

The analysis of hyperbolic fallacy in
Yortibd oral literature, particularly within Ijala
poetry as performed by master artists such as
Oglndére Féydnmu and Dadaktada, revealed it
to be a deliberate stylistic device rather than a
mere logical error. Through the application of
hermeneutic principles, this device emerges as
a sophisticated rhetorical strategy that trans-
gresses conventional logic to create mythic,
heroic worlds and foster cultural dialogue. Key
findings indicate that hyperbolic expressions,
such as the imagery of “swallowing a thunder-
bolt”, serve to distanciate the text from literal
interpretation, opening up imaginative pos-
sibilities that transcend factual accuracy and
invite interpreters into a dynamic engagement
with Yortuba traditions. Drawing on H.-G. Gad-
amer (2004) concept of the “fusion of horizons”,
the study demonstrates how contemporary in-
terpreters merge their historical and cultural
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perspectives with the oral text’s context, gener-
ating new meanings from these stylistic trans-
gressions. This process transforms apparent
fallacies into vibrant expressions of cultural
sophistication, where prior knowledge and as-
sumptions (or “prejudices”) enrich understand-
ing rather than hinder it. For instance, in the
works of Ogtindare Fdyanmu and Dadakaada,
hyperbolic fallacy bridges historic traditions
and modern experiences, challenging audienc-
es to reinterpret exaggerations as dialogical
tools that expand interpretive horizons.

P. Ricoeur (1981) notion of “distanciation”
further illuminates these findings by high-
lighting how oral texts, once separated from
their original performative context, propose
alternative worlds that emphasise creative
potential over historical fidelity. The results
show that this distanciation enables a re-
flective appreciation of hyperbolic elements,
repositioning them as culturally significant
layers that encourage ongoing interaction be-
tween past and present. In Yoruba Ijala and
Dadaktadd, such devices not only enhance
rhetorical impact but also preserve aesthet-
ic principles, revealing pan-African parallels
in stylistic innovation. These findings align
closely with several recent studies on Yoruba
oral literature. I.T. Akinsola (2025) observes
that hyperbole is central to both traditional
Oriki and contemporary “hype” performanc-
es, where exaggeration serves socio-cultur-
al and economic functions by amplifying the
qualities of the subject. Similarly, the present
study confirms that hyperbolic fallacy in Ijala
and Dadakdada operates beyond mere praise
to create emotional and philosophical depth.

G. Kolawole (2023) highlights the mal-
leable and elastic nature of Ijala texts, which
adapt traditional forms to secular and modern
contexts. This mirrors the present finding that
hyperbolic fallacy allows Ogtindare Féydnmu
and Oddlayé Arémd to fuse historical hunting
chants with contemporary realities, thereby
sustaining the genre’s relevance. The present
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study parallels this by illustrating how hyper-
bolic fallacy in Ijala and Dadakdada simulta-
neously entertains audiences and transmits
moral and philosophical lessons. S.M. Oyele-
ke (2023) describes the sociocultural functions
of Yoruba lullabies as oral poetry, emphasising
their role in identity formation. Likewise, the
hyperbolic elements in Ijala and Dadakdada
foster intergenerational transmission and
communal identity. J. Alexander (2024) argues
that oral poetic techniques in modern Nigerian
poetry serve decolonial creative strategies. The
present results support this view by showing
that hyperbolic fallacy in traditional oral forms
already embodies decolonial potential through
its ability to challenge ordinary language and
propose alternative cultural worlds. Finally,
M.]. Oloko et al. (2025) emphasises the rhetor-
ical depth of idioms, proverbs, and figurative
expressions in honouring deities. The present
analysis reveals that hyperbolic fallacy oper-
ates as an intensified form of such figurative
language, elevating it into a signature stylis-
tic tool that distinguishes master performers.
Overall, the findings underscore the artistic
and interpretive value of hyperbolic fallacy,
demonstrating its role in sustaining Yorubda
oral heritage through creative evolution. These
insights, derived from a hermeneutic examina-
tion of selected performances, confirm that the
device fosters intergenerational and cross-cul-
tural understanding while adapting to contem-
porary contexts. By comparing the results with
recent scholarship, this study fills a noticeable
gap in the literature and highlights the contin-
ued vitality of Yortuba oral poetry as a dynamic,
philosophically rich tradition.

Conclusions
This research has demonstrated that the stra-
tegic deployment of the hyperbolic fallacy,
along with its associated stylistic variations
ranging from the metaphorical to the satir-
ical, was far from a rhetorical defect. Instead,
it serves as the foundational cornerstone of




artistic sophistication within Yoruba oral lit-
erature. Through a hermeneutic analysis of
the works of Ogtindare Féydnmu and Oddlayé
Arém, the study revealed that what traditional
Western logic might classify as a formal error is
actually a deliberate and potent cultural instru-
ment. By masterfully wielding “illogic”, these
performers transcend the boundaries of mere
entertainment. They utilise these calculated
transgressions to engage in profound social
commentary, preserve ancestral philosophi-
cal insights, and reinforce communal identity.
The findings confirm that the intentional ap-
plication of these fallacies allows Yoruba oral
genres like Ijald and Dadak(ada to function as
living, adaptive forces for education and cultur-
al continuity. The analysis of specific thematic
categories, such as eulogy, social critique, and
artistic self-assertion, proves that the “hyper-
bolic fallacy” was a systematic stylistic signa-
ture that bridges the gap between the mundane
and the mythic. This recognition of intention-
ality facilitates a much deeper appreciation of
the literature as a complex system of meaning,
where stylistic innovation and cultural weight
are inextricably linked. Ultimately, the study
affirmed that these oral traditions possess a
timeless relevance and a profound intellectual
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depth that continues to resonate across gen-
erational boundaries. Moving forward, there
are several promising directions for further
research on this topic. Future studies could
explore the evolution of the hyperbolic falla-
cy within modern Yoruba digital performances
and social media poetry to determine how the
shift from oral to digital platforms affects these
traditional stylistic signatures. Additionally, a
comparative study involving other West African
oral traditions, such as the griot performances
of the Mande people, could provide a broader
regional understanding of the role of logical
fallacies in African aesthetics. Finally, there is
a need for a dedicated linguistic inquiry into
the phonological and tonal shifts that occur
during the delivery of hyperbolic statements,
which may further illuminate the intersection
of sound and meaning in Yortuiba poetics.
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lnepOosivHa MOMMJIKA K CTHJIICTUYHA O3HAKa
B noesii Ijala ra Dadakdada

Taodik Ca’agy

KaHaupar Hayk 3 j1iTepatypu

denepasibHMII eAArOriYHMIA YHIBepCUTET iMeHi Afeemi

351103, Byi. Ope-OHnpo, 143, m. Oupgo, Hirepist
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AHoTanig. V goctimkeHHI PO3IISHYTO TBOpPUYE Ta CTpaTeriuHe BMKOPUCTAHHS Timep6osivHOi
nomuiku B moesii 1jala Orynpape ®osamy Ta Dadakiada Opmonajie ApeMy 3 MeTOI MifBUIIEHHS
XYIOXXHBOI Ta KyJAbTYPHOI 3HAUYYIIOCTi. Y HbOMY CTBEPIKYEThCS, 110 iHHOBalliliHe 3aCTOCYBaHHS
uiei crenmbivyHOi MOMMIKM B yCHilt moe3ii iiopyba 3anuinaeTbcsl HEJOCTATHbO BMBUEHMM, a
PO3YMiHHS TOTO, SIK [[e/i PUTOPUUHMII 3aCi6 BIUIMBAE HA €CTETUYHY Ta KYJIbTYPHY Bary MUCTELbKO1
dbopmu, BigcyTHe. Lle qocmiKeHHS Majo HA MeTi 3alIOBHUTHM 1[I0 TTPOTAJIMHY, IIPOaHATi3yBaBIIN,
SIK 11i YCHi MUTIIi BMKOPMCTOBYIOTh Tinmep6osiuHy MOMMWIKY AJIST CTBOPEHHSI CKIQJHUX CMUCTIB,
3ayuyeHHS ayaAUTOPii Ta 3MilfHEeHHSI KyIbTYPHMX LIiIHHOCTeH i TpaauLiii. MeTo#0/10rist 0XOIToBana
SIK TIepBMHHI, TaKk i BTOPMHHI Ikepena 360py gaHux. [lepBuHHMIt 36ip JaHMX BK/IIOYAB BMUOpaHi
nuckorpadii Oryamape ®@ossumy Ta Omosnaiie Apemy; BTOpUMHHMIA 36ip JaHUX — 3 KHUT, aKaJAeMiyHUX
cTaTeli Ta OHJIAtH-peCcypCiB; a TAKOK repMeHEeBTUYHMIT aHali3 i TPAaHCKPUIILLiIO AJ1s iHTeprpeTanii
KYJIbTYPHUX TEKCTiB. BUSIBJIEHO, IO IIi YCHI MUTIi CTpPAaTErivyHO BUKOPUCTOBYIOTH TinmepOoiuHy
TTOMWIKY [IJISl CTBOPEHHSI CKIaHUX CMMUCITIB, BUKJIMKAHHS €MOIlilf Ta MiJKPiTUIeHHs KyJbTYpHUX
LIiHHOCTE# y CBOiX BUCTyMaxX. BUKOpMCTaHHS i€l MOMWIKM MTOPSIA, 3 iHIIMMU, TAKMMMU SIK MeTadopa,
HiIBMIIYE XyAOXKHIO Ta KyIbTypHY 3HAuyIIicTh Toesii 1jald, po6mstun ii 6araToio Ta AMHAMIYHOIO
MMCTelbKoIo (HopMoIo. BcTaHOBIIEHO, L0 Li YCHI MUTILi CTpaTerivHO 3aCTOCOBYIOTH TillepbosiuHe
nepe6inbireHHs (asojl) — Te, 1O 3aximHa Jorika Mora 6 Ha3BaTH «TinepOoiYHOI0 TIOMUIKOIO» —
SIK BUTOHUEHUI CTUJTICTUYHMIA 3aCib AJIs CTBOPEHHS CKJIaIHUX CMMC/IiB, BUK/IMKAHHSI €MOIIiif Ta
3MillHEeHHS KY/IbTYPHUX IiHHOCTE. [Tops 3 iHmmMMY 3aco6amu, TaKUMMU K MeTabopa, 1eii Tpuitom
HiZBUILYe XYAOXKHIO Ta KyIbTYypHY 3HauyIicTh roesii 1jald ta Dadakdada, cryryroun XxapakTepHOIO
CTWJTICTMYHOI0 03HAKOI0, sika Bupi3Hse TBopu OryHpmape Posumy ta Oponaiie Apemy 3-TIOMiK
TaKMx kaHpiB, sk Oriki. Lle mocmimskeHHS 3pOOUIIO BHECOK Y TOKYMEHTYBaHHS Ta 36epeskeHHS YCHO1
criaguivMHu iopy6a, MpOIOHYeE LiHHI ifel [/ BUK/IamadiB i BUKOHABIIB Y HABUaHHI PUTOPUYHUX
cTpaTeriil y TpaauLiiiHii moesii, miATpUMye 3ycwisl 3 KyJIbTYPHOTO BiIpOJIKEHHS B Cy4YaCHOMY
HirepiiicbKOMy CYCITiJIbCTBI Ta 3a6e3Ieuye OCHOBY /JiS PO3YMiHHSI TOTO, SIK TPaAMIliifHi ycHi
dbopmu MpogOBKYIOTH HOPMYBaTM MOpalbHe BMXOBAHHS, eMOIIiifHY 3ayUeHiCTh i KOJEKTUBHY
iIeHTUYHICTh Y CydaCHMX KOHTEKCTax

Ki11040Bi c/1oBa: ycHa stiTepaTypa itopy6a; XyIoKHe 3Ha4eHHs ; KyIbTypHe 3HaueHHs ; moesis 1jal;
PUTOPUYHI cTpaTerii
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