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Abstract 

This article contends that spirits are perceived in different ways in different cultures. While some spirits 
are believed to take the form of animals like a horse with wings and a horn on its forehead, or a ram 
with a horn on its forehead, others are believed to take the form of humans with wings attached to 
their shoulders. One fascinating thing about these spirit creatures is that, as typical of spirits, they are 
at liberty to either make themselves visible or invisible. But among various cultures, the belief that the 
presence of these spirits can be associated with a gentle wind that suddenly passes by a person. Us-
ing Shelley’s poem “Ode to the West Wind” and Raji’s select poems, how spirits are perceived in the 
English and the Nigerian cultures are analyzed.  
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Introduction 

Spirits, as entities, are perceived in different ways in different cultures. In most cultures, when spirits 
are mentioned what comes to mind are ghosts. It is believed that spirits are dead invisible human be-
ings that walk about— doing things. These dead invisible human beings could either help people or 
harm them. In these cultures, people have different ways of identifying the presence of spirits. While 
sometime they identify the presence of spirits when noisy steps are heard around the house of a re-
cently dead person; the spirit of the dead person is believed to have visited. The presence of spirits 
could be identified when there are noises of some footsteps along a bush-path without any person 
walking. At some other time, the presence of spirits is associated with sounds of strange voices or dia-
logues by a bush path with the owners of the voices not at sight. This seems to also be the foundation 
of the ancestral belief and the belief in ‘holy ghost’ (Awoonor, 2005).  

By ancestors, it is believed that spirits are the dead who once lived as humans. These humans are 
also believed to be the ones who made the traditional rules that govern a people while they were alive, 
hence as the dead they expected the people to live by the rules. By ‘holy ghost’ it seems it implies that 
some ancestral spirits become ‘holy’ as to work for God in helping people out of their problems. In 
Igbo, Ewe, and some other cultures, spirits need not be the ghost of some dead persons. They are be-
lieved to be distinct creatures of God who might not have experience life as human beings. In these 
cultures, it is believed that spirits have their own God-given forms that may not be of humans. While 
some spirits could take the form of animals like a horse with wings and a horn on its forehead, or a 
ram with a horn on its forehead, others take the form of humans with wings attached to their shoul-
ders. One fascinating thing about these spirit creatures is that, as typical of spirits, they are at liberty to 
either make themselves visible or invisible. But among these cultures, the belief that the presence of 
these spirits can be associated with a gentle wind that suddenly passes by a person or with a wind 
that gets forceful is central. It is believed that since these spirits make themselves invisible most of the 
time, we only get to know of their presence through the wind. This is because the wind is one phenom-
enon they cannot do without (Awoonor, 2005).  
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 However, since Shelley (1986) in his “A Defence of Poetry” posits that “a poem is the very image of 
life expressed in its eternal truth” (p.315), the author seeks to make the findings through the interpreta-
tions of some poems. This is with the belief that this is evident in the poems of poets from two different 
cultures: Shelley and Raji. While Shelley’s ‘Ode to the West Wind’ will be studied as a representative 
poem of the English culture, Raji’s select poems will be studied as representative poems of Yoruba 
(Nigerian) culture. The examination will begin by first seeing how Shelley and Raji relate the activities 
of the spirits to the wind in their different poems and then attempt a comparison.     

Shelley’s ‘Ode to West Wind’ 

Like Pooley et. al. (1963) rightly notes, “an Ode is a poem which is addressed to a person or a thing or 
which celebrates some special event” (p.788), Shelley’s “Ode to the West Wind” is a poem that ad-
dresses the ‘West Wind’, not only as a destroying or a preserving force but as a spirit. This fact comes 
to light as we find Shelley address the wind as a spirit in most lines of the poem. Even in the very first 
stanza of the first part of the poem he has contemplated it as ‘ghosts’. Though, as the poem opens, it 
is possible for one to start saying that Shelley might be contemplating the ‘West Wind’ just as a mere 
fierce and mild force moving leaves and ‘winged seeds’ from one place to another, but for his recur-
rent use of ‘thou’ and his stylist bending of words in the last stanza of part one where he writes “Wild 
Spirit, which art moving everywhere;/ Destroyer and preserver; hear, oh, hear!”  and in the last stanza 
of part five where he states “… Be thou, Spirit fierce,/ My spirit! Be thou me, impetuous one!” it be-
comes even clearer that the “West Wind” is not just a wind but spirit (Shelley. 1967, p. 886).   

From the beginning of the poem to its end, Shelley confronts us with a wide variety of activities which 
blend with his perception of the ‘West Wind’ as spirit or sort of ghost. While some of these activities 
can be considered to be the kinds of activities associated with good spirits, others can be said to be 
the activities carried out by bad spirits. For example, in the first part of the poem, it is the wind which 
carries “to their dark wintry bed/ the winged seeds” from “where they lie cold and low” and by so doing 
helping to preserve all the earth and to provide food for “flocks to feed on.” Even within this perception, 
which is that the act of moving leaves and weed seedlings from one place to another is good, there is 
an inherent feeling that the planting of  weeds and hipping of leaves at  places where they are not 
needed are bad and as such can only be carried out by bad spirits. It is important to note here, there-
fore, that what constitutes good or bad spirit is relative and is dependant on situations and even on the 
individual making the judgment. Hence, Shelley himself points out that the wind which, according to 
him, is a ‘Wild Spirit’ is both a “Destroyer and preserver” (Shelley. 1967, p. 886). 

In the second and third parts of the poem, he goes further to tell us of the devastating revitalizing en-
ergy of the ‘West Wind’. The wind is no longer that spirit that plants, as we find in the first part of the 
poem, instead it metamorphoses into that terrible spirit that causes “sky’s commotion” and that awak-
ens from “his summer dreams/ The blue Mediterranean, where he lay” and as a result causing heavy 
tidings that wrack palaces and towers as outlined below: 

 

Thou who didst waken from his summer dreams 

The blue Mediterranean, where he lay, 

Lulled by the coil of her crystalline streams 

Beside a pumice isle in Baiae’s bay, 

And saw in sleep old palaces and towers 

Quivering within the wave’s intenser day, 

All overgrown with azure moss and flowers 

So sweet, the sense faints picturing them! (Shelley. 1967, p. 887)   

 

The palaces and towers used here are not literary. They represent ships of all magnitudes: ships 
boarded by kings and princes and those boarded by wealthy and middle class people; even those 
boarded by peasants are there inclusive. Unlike in part three which concerns itself majorly with the 
devastating effect of the wind spirit, part two is a juxtaposition of both the good and bad activity of the 
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 wind spirit. Shelley began by presenting the wind as a spirit upon which the “Loose clouds like earth’s 
decaying leaves”, “Shook from the tangled boughs of Heaven and Ocean” are protected from falling 
down and maybe possibly killing all humanity (Shelley. 1967, p. 887). Then he goes further to address 
it as ‘Angels’ responsible for “rain and lightning.”  The use of the word ‘Angels’ here is more or less a 
direct contrast with his use of ‘ghosts’ in the first stanza of the part one. While ‘angels’ are celestial 
spirits, ‘ghosts’ are terrestrial spirits. The wind there becomes not just a spirit but a body of spirits 
working out a thing at the same time. Maybe when they are at work on earth they are assumed to be 
ghosts and while on air—the heavens and around the cloud—they are perceived as angels: though 
that is what Shelley did not tell us. And again it is the wind that is responsible for the ‘storm’ on the 
high sea and for the falling ‘vapors’ which come in the form of “black rain, and fire” (Shelley, 1967)    

In part three, Shelley says further of the wind with a reference to the issue of the storm mentioned at 
the third stanza of part two, that, it is through its “path the Atlantic’s level powers/ Cleave themselves” 
together to cause heavy storm that people see and fear:     

         

… Thou 

For whose path the Atlantic’s level powers 

Cleave themselves into chasms, while far below 

 

The sea-blooms and the oozy woods which wear 

The sapless foliage of the ocean, know 

 

Thy voice, and suddenly grow gray with fear,  

And tremble and despoil themselves: oh, hear! (Shelley. 1967, p. 887)   

  

However, there is something very important about Shelley’s address of the wind spirit in a singular 
sense—especially when he addresses it by saying ‘Spirit’, and “thou” even belabouredly. Our percep-
tion of the importance of this comes as a result of his early and later reference to the wind as ‘ghosts’ 
and ‘angels’ (i.e in the plural sense) as we find them in the first and second parts of the poem. One 
could deduce that perhaps Shelley is indecisive about the number of the spirits responsible for the ac-
tivities of the wind. But for the fact that in most parts of the poem he addresses it in a singular sense 
than in the plural, he might, as well, be proposing that the spirit behind the wind is though singular, it 
sometime employs the help of other spirits. It is in part four and five that he maintains a singular sense 
about it to the end.  

In part four and five, Shelley escapes from relating the activities of the wind to us and  from imagining 
it as essential  and natural force responsible for all natural activities on earth only to plunge himself 
into dreams. The dream of being carried like a “dead leaf” in the hands of the wind: 

 

If I were a dead leaf thou mightest bear; 

If I were a swift cloud to fly with thee; 

A wave to pant beneath thy power, and share 

 

The impulse of thy strength, only less free 

Than thou, o uncontrollable! If even 

I were as in my boyhood, and could be 

 

The comrade of thy wandering over Heaven, 

As then when to outstrip thy skiey speed 
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 Scarce seemed a vision; I would ne’er have striven 

 

As thus with thee in prayer in my sore need. 

Oh, lift me as a wave, a leaf, a cloud! 

I fall upon the thorns of life! I bleed! 

 

A heavy weight of hours has chained and bowed 

One too like thee: tameless, and swift and proud. (Shelley. 1967, p. 888)        

 

In part four, he yearns to be carried around, the same way the wind spirit carries the leaf and throws 
the wave around and to be allowed to be its friend and perhaps wander with it “over Heaven”. In part 
five, which ends the poem, he unveils his desire further. And here he wants the wind spirit to use him, 
to touch him the same way it touches the leaves and beat them into music. But on a second thought, 
he reasons; What if the wind injures him? “What if my leaves are falling like its own!” And designingly 
he shrugs: then it would be “Sweet though in sadness.” As if that is not enough, he concludes the 
poem by begging the wind spirit to possess him: “Be thou, Spirit fierce, My spirit! Be thou me, impetu-
ous one!” 

Raji’s select poems 

In ‘Wind Song,’ the tenth poem in Raji’s collection of poems entitled A Harvest of Laughters (1997), 
the wind is, like in Shelley’s poem, addressed as a spirit. Since in the culture from where the poet 
writes, one does not address a spirit without first praising it. We see the poet persona begin the poem 
by referring to the wind as the “slave to fire, master of rain.”  As one reads into the body of the poem, 
one feels Raji’s conception of the wind as spirit even further. In the lines following the first couplet, we 
see him evoke the spirit of the wind and ask it to “come in your spiral beauty/ with dancing dust.” The 
wind in the poem is represented as a spirit that comes and goes at will. The poet persona makes to 
believe that it comes “in the sweeping likeness/ of bellowing brooms” that cleanse the land of its filths 
and when it goes we are left with “dry whimpers of woe.” It seems the poem laments its absence at a 
time in Nigeria when it is greatly needed. This is because the poem seems to be dominated with the 
effects of its absence. The effect of its absence is even evident in the lines thus: 

 

When you left, I heard 

Only dry whimpers of woe 

 

For the bee has lost its bearing of petals 

And there’s no promise of pollen and honey. 

 

For long the streets hold signs of filth,  

fresh small of stumps of strains of slime … (Raji, 1997, p.27)     

 

Troubled, because of the disaster its absence has caused, the poet persona calls on the spirit of the 
wind to return. In the lines that follow the preceding ones, the poet persona expresses his confidence 
that its return will help soothe the ‘seedlings’ that are still crying “for a caress of twigs,” the trees that 
“have long missed their magic of dance” and would also help the “singing birds” regain their ‘breath’ 
(1997, p.27).  In the second phase, “What the Wind Told Me,” and the third poem of the fifth phase, 
‘The Spirit,’ of Raji’s other collection of poems entitled, Webs of Remembrance (2000), the wind is fur-
ther demonstrated as spirit. In the phase, “What the Wind Told Me,” the wind is presented as the muse 
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 that inspires the poet persona. This is evident in the nine poems that make-up the phase. In the first 
poem of the phase, “Cyclone I” we are brought face to face with the reluctance with which the poet 
persona takes up the responsibility of relating the messages of the wind spirit. The poem reveals that 
the nation is governed by a military dictator. With the help of the wind spirit we come to realize that the 
situation of the nation is terrible and that it has been like that for a very long time—since the military 
took over the government. The wind spirit also helped him to remember that all through this period the 
poet persona’s “pain goes/ Like a stubborn present/tense” (2000, p.28). In the second poem of the 
phase, “Cyclone II” (Raji, 2000) the horrible situation of the nation, which the poet persona confronts 
us with in “Cyclone I” is made to come alive again. Whereas in “Cyclone I” the situation comes in the 
form of a disturbing ‘nightmare,’ in “Cyclone II” the experience comes alive in “light breaks”. But like in 
“Cyclone I” where there is an imagined darkness, in “Cyclone II” even in ‘light breaks’ the darkness or 
if we are to use the words of the poet persona, “the eclipse grows”. Worried about the darkness, the 
poet persona tells us why the darkness has persisted, thus: 

 

A slender relief 

Touches earth’s brow 

And restless now 

Those who sew 

Miracle adverts 

To clothe the sins 

Of the powerful 

Those who singe 

Eunuchs into paper 

Patriarchs, restless 

Speechless still 

Those who fry grenades 

Into grains of benevolent bombs 

Whose futures wrinkles  

In wrings of fear. (Raji, 2000, p.29)  

 

The difference between the darkness in “Cyclone I” and the one in “Cyclone II” is emphasized. While 
the one in “Cyclone I” is explained as what allows the poet persona’s pain comes in the form of trou-
bling nightmare, the other in “Cyclone II” is the pain experienced in reality. The darkness that ran 
through “Cyclone I” and “Cyclone II” surfaced in the third poem, “Cyclone III” (Raji, 2000). In the poem, 
darkness is used figuratively. Unlike in the two previous poems, darkness is used to mean confusion. 
This confusion comes to the fore, especially when the wind spirit reminds the poet persona of the 
death of some important persons in the society. Through the poem, we are made to know that dark-
ness comes in variety of forms and they include, as “griefs newly grown” and as “the harvest of poi-
sons/ sewn in Earth’s veins” (Raji, 2000, p.30). Towards the end of the poem, we were made to realize 
that the darkness enveloped the society because it has become a place— 

 

Where the wolf 

Is the shepherds’ in-law 

The sheep is a feast 

In their garnished game 

Of blood in the wind. (Raji, 2000, p.30)  
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 In “Cyclone IV” (Raji, 2000) the poet persona tells us how the wind spirit is responsible for his relieve 
of the pains that come to his mind through his awareness of the things going wrong in the society. 
Hence, he tells us “The whirlwind binds/ To a rainbow /Of dreams and nightmares”(Raji, 2000, p.31). 
In the poem that follows after, “Malediction for a Maximum ruler”, the wind spirit inspires him again. 
And this time, it urges him to write. This is evident in the very first line of the poem, where the poet 
persona says, “Write the poem, the wind hailed me”. Not only did he ask him to write, it employed him 
to be merciless with it, hence he says in the lines that follow: 

 

Chew the bones and drink the blood 

Of emperors in your appetite of writing 

Churn that bloodless art 

And chant no more evil 

About the beast; feel no more nightmares 

When next you hear the creeping rumours 

Of minted monies exhumed. 

Sing your harmless song, O poet 

And ask no extinct questions 

About tyrannosaurus 

And the lost incense of fats […](Raji, 2000, p.32)  

 

As we have experience in with the very first poem of the phase, in the stanza that follows the one that 
initiated the poem, the poet persona responses to the wind spirit in despair, “But I tried most in vain/ to 
kill this knifing nightmare/ I tried in vain to slash the cursing tongue/ not to remember the emperor of 
scars/ who forgot his brains”(Raji, 2000, p.32). It seems after the stanza where the poet persona ex-
pressed his despair; he is encouraged by the wind spirit to speak. This is revealed in the confidence 
with which he spoke in stanza three. In the same stanza, poet persona wonders aloud that though he 
thought the emperor who has so terrorized the society is dead, he still sees the emperor’s “symbols 
dangle/ dangerously” and “his horsemen still ride/ their own mothers widows sisters”(Raji, 2000, p.33). 
In the fourth stanza, he rains curses on the dead emperor: 

 

In the emperor’s trail 

Let there be a conference of curses 

In the tyrant’s praise 

Let cannons of fake biographies be burnt 

And on the terrible soil 

Which swallowed the pig 

Let an epitaph of piss be written: 

 

Here rot Nebuchadnezzar forever 

King of looters; he wrote his name 

In blood, on rivers of blazing shame 

Here lies the curse forever! (Raji, 2000, p.33) 
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 In “Farewell to Myth I” (Raji 2000) and “Farewell to Myth II” (Raji 2000) the poet persona laments the 
death of different heroes of the nation. While “Farewell to Myth I” (Raji 2000) is concerned with those 
who died in their struggles for a better nation, “Farewell to Myth II” laments the dead of the hero-tyrant. 
In “Farewell to Myth I” he tells us that though these heroes of the nation are dead their children are still 
“dripping/ in rivers of wounds” which they fought to remove. In the same poem, the poet persona won-
ders why they sacrificed so much, when the ‘grove’ still ‘stinks’ and “when vultures spit ugliness across 
the land?”  In “Farewell to Myth II” the lamentation is a curse. The poem begins with a curse, “Go up in 
flames, dear goddess/ if you’ll forever be a liar/ Go up in the embrace of that fire” (Raji, 2000, p.36). At 
the end of the poem, the poet persona rejoices, “it is farewell to vanity fair/ it is farewell to innocence 
and fear!” (Raji, 2000, p.36) In the second to the last poem of the phase entitled “Elegy for Towncriers” 
(Raji, 2000) he takes us on the emperor’s sycophants, even though he refers to them as towncriers in 
the poem. Leaning on his views of the emperor on the preceding poems, he writes that the syco-
phants’ songs are now dead and are of no effect on the people. The reason why their songs would re-
main insignificant among the people is because they have sudden become knowledgeable and are 
now aware that— 

 

…your lips quiver only for kings 

A logarithm of cobwebs fills the dance arena 

And because you’ve known the tribal marks 

Of money, nobody trusts your melody again. (Raji, 2000, p.37)     

 

In the last poem of the phase, the poet persona asks the dead emperor some striking questions:  

 

Where is the memory of your animal passion 

Where is the passion of your tribal history 

Where, the history of your legendary wealth 

 

Where, where is the wealth of your dead clan? 

 

Oh ancients of bloodbath and death 

Where is your clan in the book of memory? (Raji, 2000, p.39) 

 

It is in the poem, “The spirit” that the poet persona depict that he is inspired of some “winsome winds” 
(p.69). Here, the relationship between poetry and the spirit is emphasized. A lot about this relation is 
said in the very first stanza of the poem. In the stanza the poet persona seems to suddenly realize that 
poetry is “the murmurs of gods” and “the music of the mind”. With this realization, he urges the spirits 
to ‘stake’ and ‘stab’ him “with the spirit of tongues” and to bind and stake him to the “whispers of win-
some winds”  (Raji, 2000, p.69). It is like the poem is a prayer to the spirit of the wind for more inspira-
tion. This is event evident in the very last line of the poem, “Stake me, stretch me to the spirit house of 
songs” (Raji 2000, p.69).     

Shelley’s “Ode to the West Wind” and Raji’s Select Poems: 
A comparison 

As Horace (1986) rightly notes, “it is not enough for poems to be pretty; they must have charm and 
they must take the heart of the hearer wheresoever they will” (p.97), Shelley’s “Ode to the West Wind” 
and Raji’s select poems have so far demonstrated the two poets’ belief in spirits and their different 
conceptions of the wind as having some connections with the presence of spirits. It would have been 
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 almost impossible for the two poets to contemplate the wind in such instance, if such beliefs are not 
held among the people from where the poets write. Of course, Trilling (1967) acknowledges the fact 
that Shelley’s poem, “Ode to the West Wind” expresses primitive  English belief of the wind as having 
the power to influence people to do things. Writing further about how the poem depicts the primitive 
English live, Trilling (1967, p.889) says: “This is a strangely primitive poem to have been written in the 
nineteenth century [...] The primitive quality of the poem is found in certain of its modes of thought. To 
a very considerable extent the ‘Ode to the West Wind’ deals with the world as men of early pagan cul-
tures dealt with it”.  

Commenting on the connection between Shelley’s belief in spirits and the west wind in the later part of 
his essay, Trilling (1967) points out further that the poem expresses a belief in magic. And we all know 
that in the early English culture, magic is a common phenomenon. However, this also applies to Raji’s 
select poems. In the select poems, Raji seems to have imported some Yoruba traditional beliefs about 
spirits into his poems, especially the popular Yoruba belief that spirits take the forms of the wind so 
that they may not be able to be trapped (Bell, 2002). Though to Trilling (1967), when this applies to the 
English culture, it is magical but we cannot say so of the Yoruba culture. What is believed to be magi-
cal in English culture may be believed to be cultural among the Yoruba people of Nigeria. In Africa, or 
among the Yoruba people of Nigeria, magic is a very unusual word with which the activities of spirits 
are described. This is because magic involves the application of some secret powers to make impossi-
ble things happen. But among the Yoruba people of Nigeria, it is believed that the spirits act out their 
activities themselves—because they are conscious invisible entities (Bell, 2002).  

In their different poems, Shelley and Raji represent themselves as individuals experiencing crisis of 
the spirits. The two poets seem to be disenchanted with the different life situations in their societies to 
the extent that their individual spirits could no longer withstand the pressure from things going haywire; 
hence they call out on the wind spirits for help. This call for help is expressed in different ways by the 
poets. While Shelley calls on the autumn wind, asking that it gives him its wild energy, thus “[…] Be 
thou, Spirit fierce,/ My spirit! Be thou me, impetuous one!” (1967, p.888), Raji invokes its aid, thus: 
“Come in your spiral beauty/ with dancing dust; Come in the sweeping likeness/of bellowing brooms” 
(2000, p.27). Writing about Shelley’s invocation of the wind spirit, Trilling (1967, p.889) says what 
seems to also apply to Raji’s poems: 

Nothing is more likely than that the poet’s asking help of the wind should seem to be a mere 
conceit, a play of poetical fancy, and that we should satisfy our sense of actuality by explain-
ing to ourselves that the wind “is of course only a symbol.” Yet in fact we do not think of the 
west wind as functioning in the poem in a merely symbolic way. We find ourselves believing 
that it really is the spiritual and moral force Shelley represents it as being, that, indeed, it is 
just what he calls it, a spirit, and that it might perfectly well enter a man and restore the power 
he has lost. We believe this because the poem believes it—the Ode is based on the primitive 
identification of spirit and wind, for the word spirit comes from the Latin spiritus, meaning 
breath, which in turn comes from spirare meaning “to blow.” Shelley is entirely literal in making 
such identification. Dispirited, he asks to be again inspirited, to have the breath of life blown 
into him. 

Through their different poems also, the poets have succeeded in showing that the people of the two 
cultures believe that words have power to influence every creature—both physical and spiritual 
(Awuzie, 2016). This is evident in the poems of the two poets. While in the first part of Shelley’s poem, 
we see the poet persona invoke the wind spirit with some mind softening words, in Raji’s  “Wind Song” 
(2000) and “The Spirit” (2000), it is also seen that the poet persona summon the wind spirit to possess 
him and to tell him the secret of great poetic creation. Like in the first three stanzas of Shelley’s poem, 
in Raji’s “Wind Song” the invocation opens with an address to the spirit and ends with a plea or a com-
mand: “Return oh return, well-pool/ of waves among crippled crops” (Raji, 2000, p.27). But unlike in 
Shelley’s poem, in Raji’s other select poems, especially the ones contained in the phase, “What the 
Wind Told Me,” the wind spirit is seen talking back at the poet persona.  

It is also in these poems that we feel the wind spirit practically possesses the poet persona. This not-
withstanding, Shelley’s perception of the wind spirit in his poem is different from the way it is perceived 
in Raji’s select poems in a numbers of ways. One of the ways is that in the first three stanzas of Shel-
ley’s poem, the poet persona makes a verbal image of the wind spirit. He does this by describing its 
activities, its power over the earth, over the sky and over the sea. He also portrays it as being capable 
of moving over the earth, the sky, the sea and through human heart and to redeem man socially and 
politically. This is one function the wind spirit in Raji’s select poems could not do.  
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 In Raji’s “Malediction for a Maximum Ruler” (2000) instead of doing things itself, the wind spirit ‘hailed’ 
the poet persona to act out its prescribed roles. Instead of to move into action, since Shelley’s poem 
portrays it as being capable of penetrating the human mind, it urges the poet persona to “write the 
poem,” to “Chew the bones and drink the blood” and to “sing your harmless song, O poet” (Raji, 2000, 
p.32). What this seems to mean is that the wind spirit in the English culture is capable of taking a uni-
lateral action while the one in the Yoruba culture can only act through a human medium. This may not 
always be true in reality since some spirits in the Yoruba culture are so fierce that when provoked they 
can act out wonders. Our arrival in this inference is as a result of the difference in the poets’ poetic 
presentations and their radicalism in thoughts (Awuzie, 2016).           
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