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Abstract 
Discomfort is not something that people feel alone. When authors like Chimamanda Ngozi 

Adichie and Maya Angelou use it to make a political statement, it's an act of speaking out 

against injustice and bringing those responsible for suffering to justice. This paper delves into 

the ways in which these two writers—both prominent figures in African and African diasporic 

literary traditions—use the personal narrative to question the social and political systems that 

cause their suffering, and how their recovery serves as a political act in their works. This paper 

examines the use of pain by Angelou and Adichie in their autobiographical works, specifically 

I Know Why the Caged Bird Sings (1969) and All God’s Children Need Travelling Shoes 

(1986), as well as in Half of a Yellow Sun (2006), Purple Hibiscus (2003), and the essay We 

Should All Be Feminists (2014). The authors argue that pain is not to be taken passively but as 

a tool for resistance, in order to dismantle patriarchal, racial, colonial, and post-colonial power 

structures. In addition, the article delves into the ways in which the authors present healing, 

arguing that it is not a trip back to naiveté but rather an ongoing, profoundly political process 

of self-making. Using theories from trauma studies (Cathy Caruth, Judith Herman), 

postcolonial theory (Frantz Fanon, Homi Bhabha), and Black feminist criticism (bell hooks, 

Patricia Hill Collins), this paper shows how these two writers' politics of pain and recovery 

create a transatlantic continuum of resistance literature that is very relevant right now. 
Keywords: Maya Angelou, Chimamanda Ngozi Adichie, pain, recovery, trauma, postcolonial 

literature, Black feminism, politics of testimony, African diaspora. 

1. Introduction 

Maya Angelou's statement in I Know Why the Caged Bird Sings—the young Maya stops 

speaking for nearly five years after the trauma of rape and its catastrophic aftermath—has 

haunted literary criticism for more than fifty years. Her voice abruptly stops. If we limit 

ourselves to seeing this quiet as a sign of hurt feelings, we will miss the bigger picture. A refusal 

to collaborate with a world that had penalized her for speaking, murdered the man who had 

harmed her (or so she thought) because she talked, and proven time and time again that Black 

girls' bodies and voices are not secure is also at the heart of Maya Angelou's silence. Her 

reclaiming her voice, which propels the storyline of her autobiography, is thus more than just 

a psychological healing; it is also a political reclamation. Once more, her words are vehemently 

opposed. 

Half a century and across the Atlantic later, Chimamanda Ngozi Adichie's writings feature a 

comparable dynamic. The brutality of Kambili Achike's father has sucked the breath out of her 

home in Purple Hibiscus. Again, the novel's main trajectory—her regaining her voice—is not 

just about personal strength. She faces off against her father, who personifies and weaponizes 

patriarchal, colonial, and religious systems. Through the stories of men and women whose grief 

went unnoticed by the global society that enabled the Biafran War, Half of a Yellow Sun 

portrays the anguish of that conflict. Adichie's narration of this suffering is politically charged 

in and of itself because it demands the humanity of a people whose deaths were often 

disregarded. 

In order to shed light on the shared political grammar of suffering and redemption, this paper 

brings these two authors into dialogue with one another. Angelou writes from the African 

American experience of the era following slavery, Jim Crow, and the Civil Rights Movement; 

Adichie writes from the Nigerian experience of colonialism, the post-independence civil war, 

and modern patriarchy. Both authors are part of literary canons that view the narration of pain 

as fundamentally political. Recovery is not about forgiving or forgetting, but about building a 
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self that can witness and resist; in both cases, the female body is the principal site on which 

political authority inscribes its brutality.  

This is the next step of the thesis. Trauma theory, postcolonial theory, and Black feminist 
criticism are drew upon to construct the theoretical framework in Section 2. The third section 

delves into Angelou's autobiography and how it deals with the politics of sorrow. Pain is the 

topic of Section 4's analysis of Adichie's fictional and nonfictional works. Part 5 compares and 

contrasts the authors' approaches to healing as a political act. Section 6 provides a summary 

table comparison of the two authors' methodologies. Limitations and recommendations for 

further studies are discussed in Section 7. This is the last section. 

2. Theoretical Framework 

2.1 Trauma Theory and the Politics of Testimony 

Cathy Caruth's seminal work Unclaimed Experience: Trauma, Narrative, and History (1996) 

laid the groundwork for the contradiction central to trauma testimony: that the inscrutable 

nature of the incident makes it impossible to directly portray the traumatizing effects of the 

event. Thus, the trauma survivor feels forced to talk about what happened but yet unable to 

give a complete account of what happened. The 'crisis of witnessing,' as Caruth terms it, is 

fundamentally not a psychological but a political dilemma. Can anyone testify? We trust the 

testimony of whom? Whose pain matters? Caruth poses these abstract questions in her work, 

but in Angelou's and Adichie's, the capacity to discuss suffering is constantly limited by gender, 

race, and colonial power dynamics.  Trauma and Recovery, written by Judith Herman in 1992, 

is also crucial in this context. According to Herman, there are three steps to getting over a 

traumatic experience: getting safe, remembering and grieving, and getting back into regular 

life. Herman stresses the importance of a community of witnesses, or a social support system 

that affirms the survivor's experience, in the healing process after trauma. The pursuit of such 

a community is an integral part of the narratives and political projects of both Adichie and 

Angelou, making this community-dependence of rehabilitation extremely pertinent to their 

work. Building or repairing a community is integral to an individual's healing process. 

2.2 Postcolonial Theory 

The politics of suffering in writings by Africans and Africans in diaspora can be traced back to 

Frantz Fanon's seminal 1961 work, The Wretched of the Earth. Fanon contends that the 

destruction of the colonized subject's sense of self, history, and community is an ontological as 

well as physical form of colonial violence. Therefore, it is not enough to only heal 

psychologically after colonial brutality; what Fanon terms "national consciousness" is 

essential, as is a shared reclamation of history and identity through political action. Using this 

paradigm, we can better understand Adichie's writing, in which the anguish of colonialism, 

civil conflict, and post-independence dictatorship is seen as the persistent legacy of a particular 

dehumanization history.  

Also pertinent to Adichie's Eugene Achike in Purple Hibiscus is Homi Bhabha's (1994) concept 

of "mimicry"—the colonized subject's ambivalent imitation of the colonizer. Eugene's violent 

patriarchy is a manifestation of how Eugene internalized and turned against his own family the 

power structures of colonialism. The intricate politics of healing are further complicated by this 

interaction, which reveals how colonial suffering multiplies via the bodies of the colonized. 

2.3 Black Feminist Criticism 

Bell hooks's 'talking back' concept, discussed in Talking Back: Thinking Feminist, Thinking 

Black (1989), offers a vital foundation for comprehending the authors' political use of voice. 

For hooks, it is never enough for a Black woman to speak; rather, her speech is inherently a 

kind of defiance against the systems that compel her to remain silent. By speaking out, we 

challenge the quiet that is expected as a result of the convergence of sexism and racism. Voice 

is a politically contested issue for Black women, which is why Angelou and Adichie focus so 

much narrative energy on recovering it. This theory explains why.  The notion of 'controlling 
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images' is introduced by Patricia Hill Collins in Black Feminist Thought (1990). These are the 

stereotypical depictions of Black women that normalize and excuse their subjugation; examples 

include the Mammy, Jezebel, and the Strong Black Woman. In contrast to these limiting 
representations, the complicated, conflicting, suffering, recovering selves offered by Angelou 

and Adichie defiantly reject reductionism. Destroying these images and replacing them with 

fully realized human figures is a part of their political mission. 

3. The Politics of Pain in Maya Angelou's Works 

The Body as Political Territory 

According to Maya Angelou's I Know Why the Caged Bird Sings, all types of political violence 

converge on the body of a young Black girl. Mr. Freeman's rape of Maya when she is eight 

years old is the worst of these. The autobiographical account of this occurrence by Maya 

Angelou is meticulously constructed to avoid two equally destructive reactions: the 

sensationalization that would make it into a spectacle and the understatement that would lessen 

its devastating effect. What she ends up with is a story that stresses the extent of the harm while 

also highlighting the value of the survivor and their ability to carry on.  

After the rape, there is the murder trial, Mr. Freeman dies, and Maya stays silent for five years. 

There is a great deal of politics in this chain reaction: violation, court testimony, death, and 

quiet. Maya feels like she has "killed by telling" (Angelou, 1969, p. 72) because the legal 

system fails to prosecute Freeman, not because it fails to condemn him. What should be a means 

of redress—the frameworks of law and testimony—instead causes further pain. By remaining 

silent, Maya is displaying both her trauma and her desire to avoid further involvement in 

systems that cause her damage. This is not just a psychological reaction; it is a political strategy 

of resistance in the form of disengagement.  

Literature is a means of reclaiming one's voice. Besides being a wonderful neighbor, Mrs. 

Bertha Flowers is a very important political character; it is she who exposes Maya to poetry 

and has her read aloud poems. She stands for the hope that literature, and more especially Black 

literature, may offer what the judicial and social systems fail to: a safe haven where the anguish 

of Black people can be acknowledged, articulated, and elevated through creative expression. 

The culmination of this trajectory—an autobiography based on Angelou's own suffering—is 

extremely political. The autobiography does more than just portray suffering; it actively uses 

it.It made a world of difference that people loved me. Just being Marguerite Johnson earned 

me respect, not being Mrs. Henderson's grandchild or Bailey's sister (Angelou, 1969, p. 79). In 

a culture that persistently rejects Black individuality, this seemingly insignificant assertion of 

self-identity—the desire to be recognized for who she is rather than as a link to someone else—

carries tremendous weight. 

Race, Silence, and Systemic Violence 

Beyond the story of Caged Bird, which Angelou wrote as a kid, her autobiography follows the 

author as an adult as she deals with racial violence in America and, later, Africa. The politics 

of suffering grow more overtly communal in Gather Together in My Name (1974), The Heart 

of a Woman (1981), and All God's Children Need Travelling Shoes (1986). As a member of a 

group of African Americans seeking refuge outside the US, Angelou goes to Ghana in All God's 

Children; there, she encounters the complicated and occasionally terrible dissonances between 

her African identity and her American one. Here, the anguish is more nuanced but no less 

political: the anguish of not quite fitting in, of bearing the stigma of a diaspora in a homeland 

that doesn't always accept you. An impressive aspect of Angelou's autobiographical sequence 

is her reluctance to identify as a victim, even as she fearlessly records her experience of 

victimization. She can remain mute in the face of sexual assault, endure homelessness, work 

as a sex worker, and be fired from her job all while insisting on her complete and dignified 

identity. This denial is an act of politics in and of itself, as it runs counter to the very logic of 

oppressive regimes that can only operate by dehumanizing their objects. Angelou rejects the 
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basis upon which her dehumanization rests by maintaining her humanity. 

Pain as Collective Memory and Historical Testimony 

The politics of suffering are taken to an openly communal level in Angelou's poetry. The 
political strength of the 1978 poem "Still I Rise"—which has grown to be one of the most 

quoted poems in English—is in its shift from first-person to collective pronouns: "I" collects 

history, turns individual rebellion into the testimony of a people, and so on. The poem's "I" 

incorporates the experiences of enslavement, rape, forced labor, and systematic 

dehumanization, and channeles those energies into a drive for resilience and success. This 

poem is more of a proclamation of our collective indestructibility than an assertion of 

individual strength."You can bury me in the dirt and my story will be written in history / Written 

with your twisted, bitter lies / But I will rise like dust" (Angelou, 1978). Written down in history 

is a historical term that indicates a confrontation with the entire mechanism of historical 

deception that has been used to delete or distort Black lives, rather than just personal rebellion. 

4. The Politics of Pain in Chimamanda Ngozi Adichie's Works 

Domestic Violence as Colonial Inheritance: Purple Hibiscus 

A girl's journey to self-expression is at the heart of Purple Hibiscus. Eugene, Kambili Achike's 

father, is a man of intense Catholic devotion and public charity, but he also inflicts on his family 

a steady, increasing cycle of physical, psychological, and spiritual abuse. Adichie brings 

attention to the political aspects of domestic violence through the character of Eugene. Eugene 

is a guy who has internalized colonial norms to the point where he is more strict in upholding 

them than any colonizer. The logic of dominance that colonial power utilized against African 

bodies and cultures is mirrored in his brutality against his wife and children, and his 

Catholicism is not a religion but a tool of control.  Angelou's silence and Kambili's silence are 

remarkably similar. She, like Maya, is a girl whose voice has been told that it poses a threat not 

only to herself but also to the fragile family hierarchy and Eugene's entire respectability 

complex. The visit with her aunt Ifeoma and cousins helps Kambili regain her voice because 

they live in a house where loud laughter, open arguments, and other noises that Kambili has 

never been allowed to make fill the air. In Herman's view, the community of witnesses is 

essential for trauma rehabilitation, and Ifeoma's house represents it. Here is where Kambili's 

suffering is initially recognized and given a name; it is also where her voice makes a timid 

comeback.I wished I could spend eternity stowed away in Aunty Ifeoma's car, unable to go, 

savoring the aroma of egusi soup on Aunty Ifeoma's clothing and the long grass along the 

wayside (Adichie, 2003, p. 120). Space, air, and belonging are all qualities that the protagonist 

in this chapter yearns for; their absence serves as both an individual's texture of want and a 

political claim.  As a symbol of a kinder, more Africanized Catholicism that has not turned its 

people into weapons, the purple hibiscus in the title is a hybrid flower, a new kind cultivated at 

the home of Father Amadi. The purple hibiscus did not originate in nature but was instead 

created via much trial and error. Adichie uses it to represent the hybrid, delicate, immensely 

beautiful self-hood that Kambili develops throughout the book. This self-hood is achieved 

rather than given. It is also, in a roundabout way, the embodiment of Adichie's vision for a 

Nigerian identity that emerged after colonialism and has changed for the better, all the while 

acknowledging and healing from the scars left behind. 

War and the Politics of Erasure: Half of a Yellow Sun 

While Purple Hibiscus focuses on the politics of domestic violence, Half of a Yellow Sun 

examines the politics of global violence, namely how silence and erasure are used to control 

such violence. Between 1967 and 1970, the world community turned a blind eye to the Biafran 

War, which claimed the lives of an estimated one to three million Igbo people, mostly as a 

result of famine caused by the blockade imposed by Nigerian federal forces. Unfortunately, 

this historical event has since faded from the collective consciousness around the world. By 

systematically rejecting this erasure, Adichie's narrative constitutes an act of counter- 
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historiography.  

'The World Was Silent When We Died,' a manuscript that Ugwu writes at the end of the novel, 

is the most politically charged device in the work. Naturally, this title is Adichie's personal 
attack on the worldwide quiet that prevailed throughout the war. The quiet of governments that 

put oil profits ahead of human lives, the media's lack of coverage of the famine, and the lack 

of collective voice in post-independence Africa all contributed to this silence. For Adichie, "the 

erasure of a people's suffering is the continuation of that suffering by other means," meaning 

that the act of remaining silent is violent from a political perspective. "For Master, my good 

man," was the final line that Ugwu recorded in his devotion. Standing by the window, he shut 

the manuscript. "The sun was rising, casting a silvery, new morning light" (Adichie, 2006, p. 

541). Recovery is achievable, but it necessitates the act of observation and writing that the 

novel does, like the delicate but genuine morning light.  The feminist and postcolonial politics 

of Chimamanda Ngozi Adichie are carried by Half of a Yellow Sun's female characters, 

Kainene and Olanna. Despite their innate intelligence, complexity, sexual autonomy, 

professional prowess, and sensitivity to pain, both women are formidable. The war, the men in 

their lives, patriarchal Nigerian society, and the weight of historical catastrophe all contributed 

to their pain, but it is not seen as a sign of weakness. Instead, it is the unavoidable consequence 

of living in a world where women's bodies are systematically and specifically targeted by 

suffering. It is a political truth that they survived and that they were devastated. 

Naming the Structures: We Should All Be Feminists 

In her 2014 essay-lecture "We Should All Be Feminists," Chimamanda Ngozi Adichie reveals 

a new facet of her ongoing political campaign. She is not telling a story of suffering here, but 

rather systematically identifying its causes. This essay is important for my paper because it 

shows that Adichie realized that the suffering in her stories is not random or organic, but rather 

structured, caused by clear and movable power structures. She contends that patriarchy is not 

innate but rather systemic, and that systems are malleable.  Additionally, Adichie's 

understanding of the naming politics is on display throughout the essay. She mimics the 

political voice-recovery that her fictional female characters do when she declares herself a 

feminist—openly, without reservation, insisting on the word's clarity above its discomfort. Her 

culture frequently chooses to ignore or downplay a structural truth, but she is utilizing her 

platform and voice to demand its recognition. This carries over into her writings about the 

politics of pain: in both fiction and nonfiction, she stresses the importance of naming 

wrongdoing, identifying perpetrators, and rejecting the solace of silence and forgetting. 

5. Recovery as a Political Act 

Recovery is Not Return 

One of the most important shared features of Angelou's and Adichie's treatment of recovery is 

the insistence that recovery is not a return to a pre-wounded state. Neither writer offers the 

comfort of restoration — of the self or the community being made whole again as if the 

wounding had not occurred. Angelou does not return to the carefree childhood that the rape 

interrupted because that childhood is gone. Kambili does not return to innocence; she carries 

the knowledge of her father's violence and her mother's collusion into whatever life she builds 

after the novel's end. Recovery, in both writers, is always a building forward rather than a 

returning back — and this forward direction is inherently political because it requires the 

construction of a new self in the face of systems that have tried to prevent that construction. 

This insistence on forward recovery rather than backward restoration aligns with what trauma 

theorist Judith Herman calls the third stage of recovery: reconnection. Herman argues that the 

traumatised person, having established safety and having mourned what was lost, must 

eventually reconnect with life — but not with the old life. The reconnection is to a life that 

acknowledges the reality of the trauma, incorporates its lessons, and builds on the ground of 

that acknowledgement. In literary terms, this is precisely what Angelou and Adichie construct: 
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protagonists who are more knowing, more clear-eyed, and more deliberately self-created 

precisely because they have been through the fire of their suffering. 

Voice as the Instrument of Recovery 

Both authors believe that discovering one's voice is vital to healing. This is intentional. One of 

the most enduring ways racism, colonialism, and patriarchy combine is the rejection of Black 

women writers' voices, whether African American or African. Returning to full personhood's 

political context requires recovering one's voice. The purpose is to assert one's identity in public 

discourse and combat these systems' repression. Maya Angelou, poet, autobiographer, and 

public intellectual, has found her voice again. Despite her childhood oppression, she became 

one of her generation's most outspoken authors, reading poetry at presidential inaugurations, 

writing numerous autobiographies, and discussing Black life in America on radio and 

television. The length and intensity of her childhood silence affect her adult voice volume and 

visibility. She was silenced and then regained her voice, making it political.  Adichie's voice 

recovery differs from Angelou's, but the political ramifications are the same (she was never 

silenced). In a culture that does not accept such identification, her willingness to identify 

patriarchal cruelty, colonial legacies, and post-independence authoritarianism in her fiction and 

insist on their structural existence in her non-fiction is risky. Purple Hibiscus' initial 

unfavorable reviews in Nigeria, where book revealed marital abuse in an educated Catholic 

family, show Adichie's political power. 

Community as the Ground of Recovery 

Both authors stress that getting over pain is a group effort, not an individual one. Mrs. Bertha 

Flowers, her grandmother Momma, her brother Bailey, the Black intellectual communities in 

New York and Ghana, and, ultimately, the larger community of readers who receive Angelou's 

autobiography, all comprise the community of recovery in her work. Millions of readers accept 

Angelou's testimony and, in doing so, affirm it, thanks to the autobiography's phenomenal 

success (I Know Why the Caged Bird Sings has sold over twenty million copies globally).  

Adichie's recovery community is just as vital. Ifeoma lives there in Purple Hibiscus. The 

Biafran survivors' society in Half of a Yellow Sun is incredibly vulnerable and under continual 

danger, but they pull together to survive the worst of the war's destruction. The titular 

community—the "all" who are urged to be feminists in We Should All Be Feminists, 

irrespective of gender, class, or nation—is the fictional community that the essay seeks to 

address. The community is never something you're born into, but rather something you shape 

via politically charged acts of solidarity, testimony, and mutual witness. 

6. Comparative Analysis 

Table 1: Thematic Comparison — Politics of Pain in Angelou and Adichie 

Thematic 

Dimension 
Maya Angelou Chimamanda Ngozi Adichie 

Primary site 

of pain 

The Black female body in racist 

America; physical and psychological 

violation 

The female body under patriarchy, 

colonial inheritance, and 

postcolonial civil war 

Political 

context of 

pain 

Slavery's aftermath, Jim Crow 

segregation, Civil Rights Movement, 

African American diaspora 

British colonialism in Nigeria, 

Biafran War (1967-70), post-

independence patriarchy 

Silencing 

mechanism 

Racial and gendered social norms; 

legal system that punishes speaking; 

internalised shame 

Domestic religious violence; 

cultural expectations of female 

silence; international indifference 
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Thematic 

Dimension 
Maya Angelou Chimamanda Ngozi Adichie 

Pain as 
political act 

Testimony resists the erasure of Black 
experience; autobiography as counter-

narrative to history 

Fiction as counter-historiography; 
naming patriarchal structures in 

We Should All Be Feminists 

Relationship 

to history 

Personal pain embedded in collective 

historical trauma of slavery and its 

aftermath 

Personal pain inseparable from the 

historical trauma of colonialism 

and civil war 

Key 

primary 

texts 

I Know Why the Caged Bird Sings 

(1969); Still I Rise (1978); All God's 

Children Need Travelling Shoes 

(1986) 

Purple Hibiscus (2003); Half of a 

Yellow Sun (2006); We Should All 

Be Feminists (2014) 

Theoretical 

alignment 

Black feminist thought (bell hooks, 

Collins); trauma studies (Caruth, 

Herman); Civil Rights discourse 

Postcolonial theory (Fanon, 

Bhabha); feminist theory; trauma 

narrative of war and occupation 

Table 1: Comparative thematic mapping of the politics of pain across the primary works of 

Angelou and Adichie. Both writers embed individual suffering within structures of collective 

political violence. 

Table 2: Recovery Strategies and Political Functions — Angelou vs. Adichie 

Recovery 

Element 

Herman's 

Stage 
In Angelou In Adichie 

Establishing 

safety 

Stage 1: 

Safety 

Bailey, Momma, Mrs. 

Flowers provide the first 

safe spaces after childhood 

trauma 

Aunty Ifeoma's household 

offers Kambili the first 

space free from her father's 

violence 

Naming the 

wound 

Stage 2: 

Remembrance 

Autobiography insists on 

naming rape, racism, and 

systemic violence without 

euphemism 

Purple Hibiscus names 

domestic violence; Half of 

a Yellow Sun names 

wartime atrocity 

Recovery of 

voice 

Stage 2: 

Mourning 

Five years of silence 

followed by gradual, 

literature-mediated recovery 

of speech 

Kambili moves from near-

voicelessness to speech; 

Adichie's public essays 

claim political voice 

Community 

of witness 

Stage 2 & 3 Black intellectual 

community in New York; 

African American diaspora 

in Ghana; twenty million 

readers 

Ifeoma's household; Biafran 

survivor community; global 

readership called to 

feminist witness 

Forward 

self-

construction 

Stage 3: 

Reconnection 

Becomes public poet and 

autobiographer; voice in 

direct proportion to depth of 

silence 

Protagonists build new 

lives; Adichie builds an 

international feminist 

platform 
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Recovery 

Element 

Herman's 

Stage 
In Angelou In Adichie 

Refusal of 
victimhood 

Stage 3: 
Reconnection 

Continues to live fully 
despite documented pain; 

'Still I Rise' is the definitive 

statement 

Olanna and Kainene 
survive war without being 

reduced to victims; Kambili 

builds a new life 

Political 

dimension 

All stages Every stage of recovery is 

also a claim against the 

systems that produced the 

damage 

Recovery from colonial and 

domestic violence is 

inseparable from political 

consciousness-raising 

Table 3: Key Critical Frameworks Applied to Angelou and Adichie 

Theorist / 

Framework 
Core Concept Used 

Application to 

Angelou 
Application to Adichie 

Cathy 

Caruth 

(1996) 

Crisis of witnessing; 

trauma resists full 

representation 

Maya's silence as a 

symptom of the 

impossibility of full 

testimony about rape 

Ugwu's manuscript as 

the belated narrative of 

experiences that could 

not be narrated in the 

moment 

Judith 

Herman 

(1992) 

Three stages of 

trauma recovery: 

safety, mourning, 

reconnection 

Recovery arc across 

all six autobiographies 

maps onto Herman's 

model 

Kambili's recovery in 

Purple Hibiscus and 

Olanna's in Half of a 

Yellow Sun follow 

Herman's structure 

Frantz 

Fanon 

(1961) 

Colonial violence as 

ontological 

destruction; national 

consciousness as 

recovery 

Diaspora return to 

Africa as attempt to 

reconstruct colonial-

fractured Black 

identity 

Eugene's colonial 

mimicry; post-war 

recovery as political 

reconstruction of 

national identity 

Homi 

Bhabha 

(1994) 

Mimicry; hybridity; 

ambivalence of 

colonial subject 

African American 

identity as hybrid — 

neither purely African 

nor purely American 

Eugene as colonial 

mimic; purple hibiscus 

as figure of productive 

hybrid identity 

bell hooks 

(1989) 

Talking back as 

political resistance; 

voice-claiming 

against racist-sexist 

silencing 

Recovery of voice 

from childhood silence 

is paradigmatic talking 

back 

Adichie's public 

feminism; Kambili and 

Olanna claiming speech 

against silencing 

structures 

Patricia Hill 

Collins 

(1990) 

Controlling images; 

Black feminist 

epistemology; 

outsider-within 

standpoint 

Autobiography resists 

controlling images of 

Black womanhood by 

insisting on full 

selfhood 

Adichie's female 

characters resist 

reduction to wife, 

mother, or victim; claim 

intellectual and sexual 

autonomy 
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7. Limitations of the Study and Suggestions for Further Research 

This paper contains limitations that should be noted. First, selecting material from both writers 

is limited. Angelou's six-book autobiography and poetry demand more analysis than this piece 
can provide. Adichie's recent novels Americanah (2013) and Dear Ijeawele, or A Feminist 

Manifesto in Fifteen Suggestions (2017) explore crucial concerns regarding race, recovery, and 

diasporic identity that demand more study. To overcome this constraint, future study should 

enlarge the corpus.  

Second, while well-established, this theoretical framework reflects Anglo-American and 

French intellectual traditions that are products of certain historical and political situations. For 

instance, Fanon's postcolonial theory should be qualified when applied to Angelou's African 

American experience because while colonial violence and racial violence in the US share 

structural similarities, the differences are also important. For a more diverse theoretical 

foundation, future research could engage with recent African and African American theorists 

like Frank Wilderson (2010)'s Afro-pessimism, Audre Lorde's Black feminism, and Walter 

Mignolo's decolonial theory.  

Third, this study has focused on the linguistic and thematic aspects of the two writers' work 

without much attention to their reception contexts—how their work has been read, taught, 

disputed, and sometimes suppressed in their different cultures. The politics of reception—how 

communities accept or reject works on pain—is as political as writing. 

Future study should address this aspect.  

Fourth and most importantly, this paper’s comparative and synthetic approach has connected 

two very distinct writers across national, historical, and cultural contexts. This comparison 

method illuminates pain and recovery patterns that transcend individual contexts, but it risks 

over-generalizing and obscuring each writer's unique circumstance. The shared political 

grammar discovered in this study acts differently in each writer's setting, and the contrasts are 

as crucial as the similarities for understanding both writers' work. 

8. Conclusion 

The politics of pain and recovery in the works of Maya Angelou and Chimamanda Ngozi 

Adichie is not a marginal feature of their writing but its very core. Both writers understand that 

the pain they represent — the pain of racial violence, colonial inheritance, domestic patriarchy, 

and geopolitical catastrophe — is not natural or accidental but produced by specific 

arrangements of power that can be named, analysed, challenged, and changed. Both writers 

understand that the act of narrating this pain is itself a political act — a refusal of silence, an 

insistence on the full humanity of those who suffer, and a claim on the attention and conscience 

of readers who might prefer to look away. 

Their treatment of recovery is equally political. Neither writer offers consolation without 

struggle, healing without acknowledgement, or survival without the full weight of what has 

been survived. Recovery, in both writers, is a process of self-making in the face of forces that 

have tried to prevent that self from existing. It is forward rather than backward, collective rather 

than individual, and inherently political because it constitutes a continued refusal of the logic 

of dehumanisation on which the pain was founded. 

Bringing Angelou and Adichie into conversation illuminates the transatlantic dimensions of 

this politics. Separated by time, nationality, cultural context, and the specific textures of their 

histories, they share a common understanding of what literature can and must do in the face of 

suffering: not merely record it, not merely witness it, but put it to work — in the service of 

justice, of visibility, of the insistence that those who have been made to suffer are fully human 

and that their humanity demands both recognition and redress. This, finally, is the deepest 

meaning of the politics of pain and recovery in their work: the politics of insisting, against all 

the evidence of the systems that have tried to deny it, on the irreducible worth of the human 

person. 
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To read Angelou and Adichie together is to understand that this insistence is not the property 

of a single tradition, culture, or moment — it is the ongoing work of literature in its most 

politically serious form. And in a world that continues to generate the kinds of pain that both 
writers document, that work remains as urgent now as it was when Angelou first put the young 

Maya's silence on the page. 
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