Conceptual Metaphorical Portrayal of Sex in Ngugi Wa Thiong’o’s Wizard of the Crow
Abstract

This essay demonstrates that sexual intercourse can become a tool in the hands of a writer in actualizing his thematic foci, structural emplotment, and characterization; and this is what Ngugi does in Wizard of the Crow. As sacrosanct as it may sound, Ngugi deploys the love scenes of his characters to pontificate his stand on the issues raised, and the subtlety of this necessitated a theoretical framework (conceptual metaphor) that will give access to the researchers to probe the inner recess of the mind of the author vis-à-vis the characters (or narrator). Conceptual metaphor upholds that meanings are conveyed through domains that the reader is familiar with. Instead of viewing meaning in terms of models of the world, they view it in terms of mental spaces. The advantage here is that the theory affords the researchers the cognitive freedom to flow on the same mental space as the author. This of course has some implications on the interpretations of the novel. The analysis in this essay is textual, and the excerpts used were purposively selected. It is observed that in order to portray sexual acts among his characters, Ngugi sources his domains from insects (honey), transportation (flight), war, and agriculture. Source domains such as honey and transportation are deployed to portray sexual acts that originate from true love, while when portraying love fraught with betrayal, greed, et cetera, the author deploys senses from war.
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INTRODUCTION
This essay examines the portrayal of sexual intercourse in Ngugi’s Wizard of the Crow. Literally, sex is seen as a sanctimonious act to be indulged in by ‘free-will’ adults (usually married) for the sole purpose of procreation. However, different views of sex have cropped up. Even in arts, artists now create sex to express a perspective. In literature, writers have developed means of depicting characters’ involvement in sex in their works. In this essay, we examine the form and art of sexual portrayal in Ngugi’s Wizard of the Crow.
This essay is a textual study of the novel. Textual study is a methodology that focuses on text, and seeks to understand it from a literary perspective as well as attempt to understand how they define culture instead of focusing on people as constructors of culture (Kothari 75). The rationale behind this is that textual study scholars are of the view that texts themselves can be viewed as cultural influences. That is, texts can be used to define culture as a set of communicative practices constituting a way of life. That is why the methods in textual analysis by way of data, are almost exclusively the elements in the text. The analysis is performed primarily from a literary point of view using the analysis of discourse, narrative, genre, et cetera (Kothari 76). This approach suits this essay because our analysis of the different conceptual mappings of sex in the novel is geared towards interpreting the text vis-à-vis the thematic preoccupations therein.
Ngugi’s Wizard of the Crow centres around the different shades of corruption in Africa, and the author goes about this using satire as a tool. This has attracted the attention of critics, both from the linguistic and literary perspectives.
LITERATURE REVIEW

In this section, we shall review scholarship on Ngugi’s Wizard of the Crow. Also we shall review literatures on Ngugi’s other novels with emphasis on linguistic criticisms. One of such is Weep Not, Child. Isaac Nuokyaa-Ire Mwinlaaru examines transitivity and narrative viewpoint in Ngugi’s Weep Not, Child. Mwinlaaru is of the view that there is a stylistic correspondence between the author’s transitivity patterns and the narrator’s psychological viewpoint (354). This to him accounts for why the novel “tends to absolve victimizers from the responsibility for the actions in order to focus readers’ attention on the victims of political conflict presented in the novel” (354).

From a folkloric point of view, Mumia Geoffrey Osaaji observes that oral literature has become a buoyant well from where most novelists turn to for inspiration. Thus he examines some folkloric elements in Wizard of the Crow, and explains their stylistic and didactic significance. Some of these oral features are: oral dialogue between characters, stylistic allusions and digressions, embedded oral narratives, proverbs, riddles, magic realism, and the polyphony of narrative voices (Osaaji 107). According to Osaaji, the aesthetic significance of these features is that it adds local flavour and realism to the story in keeping with the post-colonial celebration of cultural, social, regional, and national difference (107).

Asika Ikechukwu Emmanuel thinks Ngugi has thematically departed from the common Kenyan course of revolution and emancipation to the problems of power, neocolonialism, imperialism, dictatorship, and corruption which have become the bane of the African continent (44). According to him, Ngugi in the novel points out leadership as the major problem of many African states (Emmanuel 44). The author does this by creating a stereotypical tyrant from which other dictators in Africa can be viewed. That is, the Ruler is a stereotypical reflection of leadership in many African states. Emmanuel concludes that Africa has witnessed, and will continue to witness tyranny except the Nyawiras and Kamitis rise. These Nyawiras and Kamitis symbolize you and me (Emmanuel 57).

Another critic, Amitayu Chakraborty preoccupies himself with modes of resistance in Wizard of the Crow. He observes that Kamiti and Nyawira discursively resist dictatorship in Aburiria. Chakraborty contends that the author draws upon the African-American mythic-trickster aesthetic paradigm, Schechner’s theorization of socio-dramatic/ritualistic performance, and Bakhtin’s concept of the carnivalesque and grotesque to form certain modes of resistance in the novel (181). He argues that Nyawira’s dance performance and Kamiti’s mock-wizardry correspond to the trickster paradigm, and evoke the carnivalesque and grotesque. This correspondence is artfully aimed at resisting the domination of the nation-state which is represented by the Ruler (Chakraborty 181).

Gichingiri Ndigiri examines the spatial setting of spectacle and laughter in the novel. He says that African leaders have transformed their states into a stage where the masses do nothing but watch helplessly. However the author boldly creates two characters that refuse to be awed by state power. By laughing at the spectacular excess, they inscribe a different meaning to the spectacles. He concludes that spectator laughter is a central component of this contestation. Also Lisa Clement states that those who say that Ngugi’s Wizard of the Crow is not classified as magical realism may be right to an extent. She argues that it is incontestable that the novel “contains a similar recipe of ingredients which make the experience of reading it a kind of phantasmagoric dream which blurs the surface of the text yet reveals a definitive state of consciousness beneath” (1). She concludes that the novel is a masterful work of puppetry in which the author places his trust in the reader to find startling truth beneath the satire, and even hope (2).

Jon Evans looks at fury, absurdity, and sorcery in the novel. He believes there is a similarity between the fictional Aburiria and the author’s experience in Kenya. The latter could have been the motivational factor behind the novel. He finally concludes that “Wizard of the Crow is part satire, part comedy, part farce, and wholly absurd. It is an angry book, yes, but even at its most furious, it is never not funny” (Evans 2). Furthermore, Njogu Waita conducts a critical overview of Ngugi’s treatment of identity, politics, and gender in the novel. He does this against the backdrop of pertinent questions, one of which is why the disease of contradicting identities continues to afflict Africans. Waita also sees the novel as a political novel by interrogating the political dispensation of the fictional Aburiria which is immersed in the abysmal quagmire of tyranny. For instance, he makes reference to Marching to Heaven, and laments the extent to which African leaders can go to immortalize themselves (Waita 47). Waita concludes that Ngugi in the text does not pretend to offer explicit solutions to the problems facing Africa. Nonetheless, he warns that Africa should not expect any progress as long as she continues to pursue white elephant projects which leave her in a permanent debt trap (Waita 49).

The above researches on Ngugi’s Wizard of the Crow emphasize the author’s passionate commitment to socio-political issues. The need for the masses to stand against injustice from African corrupt despots stands out as the central issue. This essay also confirms the author’s thematic preoccupation, but does that from a unique, or daring, perspective. This essay shows that in narrating the sexual escapades of his characters, Ngugi artfully impresses his thematic preoccupations on the reader. It is obvious that most authors take sides depending on their commitment, and this is demonstrated in Wizard of the Crow through different conceptualizations which have certain effects on the reader. Therefore, sex could be a literary tool for social crusading. To demonstrate this in this essay, the researcher deploys Lakoff and Johnson’s Conceptual Metaphor Theory (CMT).
Theoretical Framework

Conceptual Metaphor
The scholarship on metaphor started with the classical scholars. They view metaphor as an extra-ordinary use of language. This extra-ordinary use lies in the lexico-semantic and syntactic deviation from conventional norms. The idea is that for an expression to be considered metaphorical, it has to deviate from the normal usage. For example they consider a sentence such as ‘I am in love’ ordinary, hence non-metaphorical. However they see ‘my heart is a shattered glass’ as an instance of metaphor. Aristotle believes that metaphor is an elevated form of language. In his definition of tragedy, he says it is “a representation of an action that is worth serious attention, complete in itself, and of some amplitude; in language enriched by a variety of artistic devices...” (qtd in Dorsch 38-39). To Aristotle metaphors are reserved for art, thus:

The clearest diction is that which consists of words in everyday use, but this is commonplace, as can be seen in the poetry of Cleophon and Sthenelus. On the other hands a diction abounding in unfamiliar usages has dignity, and is raised above the everyday level. By unfamiliar usages I mean loan-words, metaphors, expanded forms, and anything else that is out of the ordinary. (qtd in Dorsch 62-63)

However conceptual metaphor sees metaphor from a cognitive perspective. The idea is that meanings are conveyed through domains that the reader is familiar with. George Lakoff and Mark Johnson are the leading proponents of this theory. They view meaning in terms of conceptualization. Instead of viewing meaning in terms of models of the world, they view it in terms of mental spaces.

Lakoff and Johnson uphold that the essence of metaphor is to understand and experience one kind of thing or experience in terms of another (455). That is, metaphors are concepts which are cognitively negotiated. Cognitive Linguistics refers to the branch of linguistics that interprets language in terms of the concept, sometimes universal, sometimes specific to a particular tongue which underlies its forms.

Cognitive Linguistics believes that in a pre-cognitive context, metaphors act as a ‘cognitive’ instrument (Max Black 37). Friedrich Ungerer and Hans-Jorg Schmid explain the term ‘cognitive instrument’ when they say that “metaphors are not just a way of expressing ideas by means of language, but a way of thinking about things” (118). By this is meant that metaphors are thought concept, rather than linguistic forms. This reiterates Lakoff’s attack on metaphors as linguistic expressions. He says if metaphors were linguistic expressions, we would have dozens of metaphors (4). For instance “We’ve hit a dead-end street” would be a metaphor. “We can’t turn back now” would be another metaphor. “Their marriage is on the rock” would be yet another metaphor. The list is endless. However this is not true of metaphors. According to Lakoff, we have one metaphor which is conceptualized (4). The mapping tells us how it is conceptualized, and this is realized in many different linguistic expressions (4).

According to Lakoff, mapping is neither a process nor “algorithms, that mechanically take source domain inputs and produce target domain outputs” (5). It should be seen as “a fixed pattern of ontological correspondences across domains that may, or may not, be applied to a source domain knowledge structure or a source domain lexical item” (Lakoff 5). In other words mappings deal with domain transfer, and understanding a domain from some features of another domain. To use a readily available instance, consider copying a file from a folder to another in our computers. Conceptual metaphor can fairly be understood in that sense where partial features of source folder are expected to rub off on the target folder. For instance, consider the sentence:

a) My relationship with her is moving too fast.

This is an instance of concept mapping. The mapping here is: LOVE IS A JOURNEY. The explanation therefore is that mappings can be realized in diverse forms. One of such is the example in (a). The implication of (a) is that the relationship between the speaker and his lover (relationship is an abstract concept) is viewed in the sense of a vehicle on a journey. The speed of such vehicle is mapped into the progress of their relationship. Lakoff and Johnson identify three categories of conceptual metaphor: structural, physical, and orientational.

Structural Metaphors are cases where one concept is metaphorically structured in terms of another. It often involves using a concept from one domain to structure a concept from another domain (Lakoff and Johnson 461). The example cited above is an instance of structural metaphor.

Physical Metaphors involve the projection of entity or substance status upon something that does not have that status inherently (Lakoff and Johnson 461). Its consistent use in everyday activities has made it look normal. That is, its frequent association with certain linguistic format has made it lose its figurative force. Personification is usually a form of ontological metaphor. It is very pervasive in literature, but it also abounds in everyday discourse. Other examples of physical metaphors are:

a) His theory explained the process to me

b) Inflation is eating up the economy

c) Life has cheated me

d) Cancer finally caught up with him

Orientational Metaphor does not deal with concept structuring. Rather it organizes systems in their relationship with one another. Lakoff and Johnson call it orientational metaphor because most of them have to do with spatial relationship: UP-DOWN, FRONT-BACK, IN-OUT, ON-OFF, et cetera. Some of its mappings are: MORE IS UP, LESS IS DOWN; HAPPY IS UP, SAD IS DOWN.

The researcher’s deployment of this theory is to help achieve a daring task. Issues of sex and sexuality are usually treated as sacrosanct, and sometimes with some elements of hypocrisy. However, we are aware that in literature, the author has the liberty to modulate form and content to create a beautiful piece. One of such is Ngugi’s Wizard of the Crow.  The author appears to be so committed to condemning corrupt African autocrats that he deploys various forms including sex. Ngugi portrays lovemaking among his characters through several images outside the literal domain of sexual intercourse. So it is assumed that the theory that would enhance a good critique here is none other than conceptual metaphor. The advantage this theory gives is that it enables the researcher probe into the mind of the author to search for his thematic preoccupations, what he thinks about his characters, and what he wants the reader to know about the mindset of the characters.
Discussion

This essay specifically focuses on how Ngugi depicts sexual intercourse among his characters in the novel. The motivation behind this research stems from intercultural studies, and aptly anchored on intercultural pragmatics which is the study of language use across cultures. The biological conception of sex usually centers on procreation. However, different cultures vary in their conception of sex, and one of such is Africa, which is fictionally portrayed in Wizard of the Crow. An examination of the portrayal of sex in the novel reveals the growth (or otherwise) of the African sensibility; cultural and conceptual, and how Africans have come to establish their identity in the world.

This essay is motivated by the thought that there is a synchrony between the way sexual intercourse is portrayed and the thematic preoccupations of the novel. It is against this background that the researcher hypothesizes that a cognitive reading of the portrayal of sex in the novel vis-à-vis the thematic foci of the author, would inevitably enable the reader joggle schemas and concepts around his cognitive environment for a better interpretation of the text.
There are, specifically, four (4) mappings of sexual intercourse in the text:

a) Sex is Sweet

b) Sex is an Adventurous Journey

c) Sex is Agriculture

d) Sex is War

The above four mappings show the sense in which sex is conceptualized by the author, narrator, and the characters in the text.
SEX IS SWEET
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This metaphor of sweetness is conceptualized in the novel through concrete elements such as honey. It is interesting to note that the narrator conceptualizes sex as honey whenever it is between his heroes, Kamiti and Nyawira. On this particular occasion, Kamiti and Nyawira had not had any sexual intimacy before. The previous time it would have happened, the urge was killed because there was no condom.

However this time, Nyawira was emotionally charged, and had gone of her own volition to look for Kamiti in the forest.

TEXT A

She stood up and walked toward him and Kamiti held her hand. At the touch, Nyawira felt her body tremble from head to foot while Kamiti felt blood rush to his fingertips, his entire body awash in a sensation he had not felt for a long time. Nyawira let him lead her farther up into the bush to a grassy moor surrounded by piles of gray stone, almost like a courtyard. He led her into a rocky cave….
“I have come for the honey of life…”

“You have spoken,” Kamiti replied. (WoC 203)

The focus of the analysis here is on the phrase “the honey of life” which was uttered by Nyawira. The significance of this metaphorical conceptualization is that it serves as plot moderation, thematic and character delineation. Before this incident (as recorded in Text A), Nyawira had just narrowly evaded an arrest that would have inevitably led to her death. That particular scene is charged with suspense and the fear of imminent death. Hence, that plot is a contradiction of the lovemaking scene in Text A, and it is against that background of escaping death by the whisker that her conceptualization of sex as honey becomes highly meaningful. 
This helps to balance the plot, and relax the tempo and temperature of the novel and reader respectively. This contradiction of plot is aptly anchored on the prepositional phrase “…of life” as opposed to the state secret agents and their guns.

The contradiction of plot scenes coherently has an effect on characterization. Therefore, there are elements that symbolize life (Kamiti) and death (Kaniuru). In other words, the idea of sweetness as metaphorically conceptualized through ‘honey’ helps the author project the characters of Kamiti and Kaniuru better. Her narrow escape from the hand of the state police led by Kaniuru signifies the troubles, betrayal and death that Kaniuru brings to the table, while the warmth and healing that Kamiti offers portrays him as life. With this metaphor, Ngugi speaks volumes about the persons of Kamiti amd Kaniuru.
Also, this metaphor gives the author an edge in portraying (contrasting) the themes of betrayal and loyalty. While Kaniuru betrays Nyawira because of state benefits, Kamiti stays loyal to her and even protects her from the fangs of the draconian ruler. This protection and warmth that Kamiti offers is what Nyawira describes as the honey of life. This metaphor can further be stretched to connote that Nyawira, without being asked, has tacitly accepted to marry and bear children for Kamiti.
This concept of sex as sweetness is subtly carried over by the narrator into another into another scene. This time, Kamiti takes Nyawira around the forest to school her on the medicinal contexts of the leaves. The narrator recounts that Nyawira seems puzzled by the oddity of the incident, and even more by the seriousness of Kamiti. Thus, Kamiti could not communicate well the efficacy of the herbs. Then the narrator recounts that:
TEXT B

One night, after making love, they lay on their backs in the yard and communed in silence. Kamiti thought of telling her how when alone he sometimes went of his body and floated in the sky above but stopped when he recalled her tone of voice when they had talked about the power of Siddhar healers. (WoC 267)
The concept transferred in Text B is the idea of sex as a project when the participants have to be actively involved, just like making a car or baking a cake. This concept here is anchored on the verb- ‘making’ which encodes a process of transformation.
When this concept is transferred into the context of the novel, one understands the unity of purpose (that the narrator portrays) between Kamiti and Nyawira. First, it shows that they are actively involved in the union they are trying to establish. Second, it shows that they have the same goals on their mind. Third, there is the conception that a transformation takes place between the two characters. What this means is that sexual intercourse, in itself, is not love. Rather, it is a process towards creating love. When one compares this with the union between the Ruler and the wives of any of his erring ministers, it becomes lucid the concept Ngugi establishes. The result of the sexual intercourse between the Ruler and any of his ministers’ wives is not love but business or political restoration. However, when it occurs between Kamiti and Nyawira, it enhances communication and a deep rooted loyalty to each other. No wonder, after ‘making love,’ Kamiti did not need to explain to Nyawira. In fact, just as the narrator puts it, they communed in silence.
SEX IS AN ADVENTUROUS JOURNEY 
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The idea of sex as a journey is portrayed in The Wizard of the Crow both at the denotative and connotative levels. Literally, this concept shows the physical and emotional ecstacy of the participants at getting to explore each other’s privacies. At the connotative level, the author explores this concept to further impress on the reader the spiritual sanctity and emotional ‘rapturousness’ of the act in furtherance of the theme of purity.
TEXT C

On the ground, in the cave, now wrapped in darkness, they found themselves airborne over hills and valleys, floating through blue clouds to the mountain top of pure ecstacy, from where, suspended in space, they felt the world go round and round, before they descended, sliding down a rainbow, toward the earth, their earth, where the grass, plants, and animals seemed to be singing a lullaby of silence as Nyawira and Kamiti, now locked in each other’s arms slept the sleep of babies, the dawn of a new day awaiting (WoC).
This conceptualization of sex as flight maps certain features associated with flight.

a) Sex is excitement: because flight is not a common means of transportation, there is a special excitement it brings when explored. This excitement is mapped into the emotions of Kamiti and Nyawira during the adventure. They are the only couple who experience this excitement in their union. This is against the background of boredom that exists between Tajirika and Vinjinia, or the rust that invaded the union of Mariko and Maritha, or the betrayal that swallowed Kaniuru and Jane Kanyori. This conceptualization shows that true love exists when the parties involved come with sincere hearts.
b) Sex conquers natural boundaries: the concept of flight encodes an airplane. An airplane flies to the sky and stays there against the will of gravity. When this concept is mapped into the content of the novel, it implies that the love between Kamiti and Nyawira cannot be conquered by natural barricades such as the draconian ruler, the capitalist Tajirika, the male chauvinist Kaniuru, et cetera. With this conceptualization, the author demonstrates that love conquers all. This concept of sex denotes an extraordinary adventure, and as such, it thematically places the relationship between Kamiti and Nyawira above other relationships in the novel.
In another instance, the concept of sex as an adventure is communicated by the narrator. This time, it is after Kamiti had narrowly escaped Kaniuru’s gun shot, and has to be rushed to the Paire by Nyawira. In the forest, Kamiti went through a healing process, and when he is strong enough, he had sex with Nyawira. What is most significant here is the narrator’s account of the incident:

TEXT D

In a minute he had removed his clothes and joined her…Mindful of Kamiti’s scar, they had to be careful. So they went about it gently, groping, searching, but when eventually they felt their bodies soar, they forgot about the scar and let themselves float on a river across a beautiful plateau. The river flowed slowly, smoothly, almost soundlessly, except for the gentle lapping and foaming of the waters against the banks (WoC 723-724)
The conceptualization of sex in Text D as an adventurous journey is a confirmation of the infinite love that exists between kamiti and Nyawira. Also this concept and its appropriate description, embellish the aesthetics of the novel. First, the foreplay before the actual act is conceptualized as searching and groping for something. This justifies our earlier claim that sex is like carrying out a project. In the context of the novel, it could be interpreted as searching for healing. Eventually, when the act started, the narrator conceptualized it as bodies soaring. Thus, two sexual partners are depicted as birds with wings. This suggests that sex, generated from true love, gives the participants wings to thrive against issues of life.
As the process continues, the narrator recounts the ease of movement both sexual partners enjoy. This ease is descried as ‘float on a river.’ The mappings here attest to the theme of true love in the novel. One of such mappings is peace, as opposed to being drowned by a river (trouble). An object that floats on water usually moves from one place to another, though uncontrolled. The idea is to keep moving, and avoid stagnancy. This inability to control the movement is a pointer to the passionate encounter.

Thus, the metaphor of ‘sex is an adventurous journey’ implies the idea of curiosity around lovemaking, where the characters grope and search for that thing that would not only heal their bodies, but also their spirits and souls. This metaphorical conceptualization creates a picture of true love sexual partners as bird which implies that they have wings to fly above the challenges of a corrupt nation. As in the case of Kamiti and Nyawira, they were able to fly above the manhunt of the state police engineered by the ‘Mighty Ruler.’ Thus, we see a situation where Ngugi deploys metaphorical description in the mouth of the narrator, to suggest the immunity of his heroes against the traps of the villians in the novel.
SEX IS AGRICULTURE
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This mapping of sex occurs once in the novel. The metaphor was conceptualized by Maritha and Mariko, two love birds. They are innocent, easy-going, ordinary citizens of Aburiaria. They do not ferment trouble, and they are lovers of peace. This ‘ordinariness’ reflects in their conceptualization of sex. The story goes thus. Nyawira sent them to inform Kamiti that she is safe and fine, and to know the true state of the ruler’s rumoured pregnancy, thus:
‘Oh, I don’t know how this drama outside the grounds of parliament and the courts will end. Thousands of people descending on the place from all over the country! Why do they keep on pestering the Ruler about his pregnancy? Don’t they know that thought men can plant, they can’t produce? (WoC 658)
The concept mapped here is anchored on the word ‘plant.’ In agriculture, planting is the time of investment, sowing seeds. Most times, it comes with hope for a better future. If extended biblically, the time of planting is the period when people go through a lot of discomfort to sacrifice for a better future. This idea is mapped into the act of lovemaking. The man is seen as the farmer, the thrusting is conceptualized as travailing, and the sperm is seen as the seed which is planted. This concept of sex suggests the characters of Maritha and Mariko. They have an innocent, ordinary, and agrarian approach to life.
SEX IS WAR
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The third mapping is ‘sex is war.’ In the novel, there is a deliberate attempt on the author to find blemish in the love affair of other characters (Tajirika and Vinjinia; Kaniuru and Kanyori). The intention is to use their fallible relationship to pontificate a decaying, corrupt society. Unlike the unity of purpose observed in the metaphorical conceptualization of the love affair between Kamiti and Nyawira, the act between other characters is portrayed as confrontational where participants come in with selfish intention. This essay reveals the cognitive portrayal of sex in the novel vis-à-vis the thematic foci of the author. This cognitive portrayal forms schemas and concepts in the reader, which enables him joggle is around his cognitive environment, for a better interpretation of the novel.
After Tajirika has been released from prison (by Sikiokuu) to go home, both characters had a little chat on Tajirika’s home coming, thus:

TEXT E

“Can I guess the first thing you are going to do once you get home?” Sikiokuu said. “Jump on your wife. I can only imagine how much you must have missed it. That’s what you are thinking about. Admit, Titus.”
“You are right. I am thinking of jumping on her, but not in the way you are imagining.”
“Titus, are there that many ways of jumping on a woman? Maybe I am too conservative. I have three wives not to mention several mistresses, and believe me, I have never departed from the MP” (WoC 403).

In the text above, Tajirika and Sikiokuu understand the expression ‘Jump on your wife,’ against the background that female subjugation is a norm in Aburiaria- a priviledge to all males. So this notion of male dominance is also brought into their sexual activities, thereby making sex an ‘unparallel intercourse.’ Within this mapping, there are sub-mappings that have significant interpretations for the novel. They are discussed below.

a) In sex, man and woman are at polar ends: by mapping ‘sex is war,’ the logical question that follows is ‘who fights who?’ Of course, it is the man against the woman. These sub-mappings are underlined by the word- jump. ‘Jump’ in war can either be an offensive or defensive strategy. As an offensive tool, it means creating troubles for the opponent, while as a defensive strategy it means running away from the attacker’s trouble, or neutralizing it. Also, the word ‘jump’ literally depicts the woman as a passive participant in the act. By extension, the woman becomes an inanimate object who is only a recipient, and contributes nothing except shouts and moans.
b) Sex is a win or lose race. In sexual intimacy, the man is the victor. This idea is anchored on the word ‘jump.’ To people like Sikiokuu and Tajirika, they cannot imagine a world where it is woman who humps on the man during sex. This goes to show how highly over bloated the male chauvinist ego has become. Thus, in portraying the characters’ orientation of sex, the author is able to communicate his characters to the reader.
c) Another feature of war mapped into this concept of sex is ‘strategy.’ In war situations, fighters strategize. The intention usually is to outwit each other. In the context of the novel, Sikiokuu and Tajirika usually have ulterior motives in their sexual escapades. To them, sex is just another means of easing oneself out on a woman, after which life moves on. By extension, women are portrayed as an object of convenience, just as you have for a toilet.
Unlike Kamiti and Nyawira who have spontaneity, the likes of Sikiokuu and Tajirika schedule their sex lives. As such, they could even make provision for their mistresses. This idea of ‘sex as strategy’ is justified in the way the ruler also views women. The narrator recounts that whenever the ruler appears to be sad or angry with his ministers, they usually present their wives to share the ruler’s bed as a way of pleading for mercy.
d) Another idea suggested by ‘sex is strategic’ mapping is the uncaring attitudes of participants. In the case of Kamiti and Nyawira, both enjoyed the act. The narrator even recounts that in one of the incidents, after both parties were done, Nyawira looked at Kamiti, and said ‘thank you’ (WoC 724). This is a testimony to the fact that she enjoyed the act. However, it is not the case in the metaphor conveyed in ‘jump on your wife.’ It is even difficult to picture a woman, who is jumped on, saying ‘thank you.’ Thus the metaphor of ‘jump’ suggests that either of the parties (the women in this context) does not derive sexual satisfaction from the act.
There are other sub-concepts that are associated with the ‘sex is war’ mapping which would be summarily discussed. Some of those sub-concepts are arrived at by extension. One of such is ‘competition.’ War is competitive; the prize is the victory that comes with wining, or the defeat that comes with losing. Also in war, there are concepts such as: attack, defend, retreat, surrender, take cover, et cetera. These features are transferred into the target domain- sex. Of course, when these ideas are computed at the cognitive level, diverse interpretations would spring up. However, they all have one idea that runs through them, which is that sex is a travail the woman must traverse. In another incident in the novel, the narrator recounts how Kaniuru plots to sleep with his girlfriend Jane Kanyori, thus:
One evening Kaniuru was watching a porno video when he got a call from security about a guest at the gate. Who is that calling at this inopportune moment? It was Jane Kanyori. He quickly glanced at the video. A woman was now on top of the hero, guiding his hands over her nipples, and Kaniuru realized that much time has passed since he last relieved himself on real flesh and blood (WoC 710).

The concept mapped here is ‘sex is a strategy.’ For Kaniuru to think of relieving himself on a woman, attest to his debased mindset of womanhood. Just as we have in the case of conceiving a woman as an object of convenience, Kaniuru feels that Kanyori’s body is a better convenience, than masturbating. The significance of this metaphor has a serious effect on the thematic preoccupation of the novel. It is better to imagine the fate of a nation that has leaders like Kaniuru who masturbates, and views a woman as an advanced masturbatory tool. 
Also, it is unfair that Kaniuru conceptualizes Kanyori as flesh and blood. This is a debasement what she encodes. What this implies, is that Kaniuru does not see Kanyori as a human with spirit, soul, and body, but as a human with body alone. By extension, this means that whatever happens between Kaniuru and Kanyori is just a fusion of flesh and blood, unlike that of Kamiti and Nyawira which is a union of two souls.
Conclusion

In this essay, we have done a conceptual metaphorical reading of incidents where sexual intercourse is depicted in Ngugi’s Wizard of the Crow. The intention is to examine how the author portrays these incidents, and observe whether it has any implication on the characterization, plot, and thematic foci of the novel. It is observed that in order to portray sexual acts among his characters, Ngugi sources his domains from insects (honey), transportation (flight), war, and agriculture. Source domains such as honey and transportation are deployed to portray sexual acts that originate from true love, while when portraying love fraught with betrayal, greed, et cetera, the author deploys senses from war.
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