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Editorial 

It is with great joy, sense of fulfillment and thankfulness to God that we 
‘serve’ our avid readers the fresh and crispy volume 6 (numbers 1 and 2) of 
EJOTMAS: Ekpoma Journal of Theatre and Media Arts. As always, the 
editorial board insistently maintained the journal’s policy of publishing only 
the best and the relevant. From the call-for-papers, which was circulated in 
print and on the internet late 2016 to early 2017, we received a deluge of 
articles that we painstakingly reviewed and assessed through our very 
standard peer-review mechanism. Consequently, this edition features 
twenty seven insightful articles from scholars and practitioners, spanning 
the various ribs of Theatre and Media Arts Studies as well as other aspects 
of the Humanities. 

I wish to thank all the members of the editorial board for the hard work, 
commitment and cooperation. As well, I thank all the contributors, whose 
papers are published in this volume for their patience and understanding 
and for keeping faith with us while the rigorous editorial process lasted. 
You will agree with me that the ‘waiting’ is worth all the trouble! It is 
hoped that you would make EJOTMAS, published biennially, your regular 
intellectual cohort. Enjoy! 

 

Osakue S. OMOERA, Ph.D, CIMIM, M.Sonta 

Editor 
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Guidelines for Contributors 

 

         Although EJOTMAS receives manuscripts throughout the year, it only 
publishes a volume of two issues once in two years (that is, it is a biennial 
journal). Contributors are encouraged to submit manuscripts in English as 
the only preferred language. Contributions have to be sent electronically to 
omoera@yahoo.com and coaluede@yahoo.com.  In an effort to reach wide 
readership, this journal maintains both print and electronic versions. 

  Contributors are requested to adhere to the following guidelines: 

1. Each article must be an original work of the author and not 
yet published or under consideration anywhere else.  

2. Manuscripts should not exceed 20 pages in length, and should 
be typed double-spaced in MS-word format and Times New 
Roman 12 point font size. 

3. Except when absolutely necessary, photographs and heavy 
graphic works should be avoided. 

4. Title of paper, the full name, address, current status and 
institutional affiliation of the author, as well as functional 
email address and phone number should be written on a 
separate page attached. 

5. Digital object identifiers (DOIs) of referenced articles (if 
available) should be included in the reference sections for 
articles or works cited by authors.  

6. The contributor must be consistent in the use of either the 
MLA or APA style. Footnotes to the text should be avoided.  

  All articles, correspondence and enquiries should be sent to: 

The Editor 
EJOTMAS: Ekpoma Journal of Theatre and Media Arts  
Department of Theatre and Media Arts, 
Ambrose Alli University, Ekpoma, Edo State, 
Nigeria.  
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Contrapuntal Significations in Wole Soyinka’s Death and the 
King’s Horseman 

 
                                       *Olagoke Olorunleke IFATIMEHIN 

 
Abstract 
Wole Soyinka’s Death and the King’s Horseman has been widely 
acclaimed as a great example of African tragedy. It is, in fact, the 
dramatic aggregation of Soyinka’s treatise in Myth, Literature and 
the African World. Hence, the play is most often ‘read’ in the lights 
of its ‘difference’ from western notions of the tragic, the place of 
ritual in African drama and the interface of myth and history in 
creating drama, among others. As a result of these, and influenced 
largely by the author’s note on the play, Death and the King’s 
Horseman is rarely considered as a play on the ‘clash of cultures’, 
which is usually viewed as a ‘reductionist’ orientation or reading. 
This article, however, engages the text from the purview of cultural 
clash in order to apprehend the very catalyst that sparks the tragic 
concerns in it. By applying deconstructionist reading upon the text, 
the paper plies on the horizon of contrapuntality and alterity to reveal 
significations which hint at the difference in cultural worldviews as 
the essence of the tragedy that is Death and the King’s Horseman. It 
also suggests that such a reading enriches, rather than reduces, the 
textuality and significations of the play beyond pseudo-scientific 
taxonomies. 
 
Keywords: Deconstruction, Wole Soyinka, Contrapuntality, Alterity, 
Significations 
 
Introduction  
Deconstruction is a method of reading which dismantles the notion of 
structure or centre of meaning in a text by implying the existence of  
meanings. Largely attributed to Derrida (1984), 
deconstructionprovides a system of reading which goes against  
______________________ 
*Olagoke Olorunleke IFATIMEHIN of the Department of Theatre and Performing Arts  
Bayero University, Kano    Email: ioolagoke.tfs@buk.edu.ngmultiple  

http://dx.doi.org/10.4314/ejotmas.v6i1-2.1
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established meanings and authorial intentions by ‘seeking out’ 
connotations, usually contradictory, within a text which goes ‘against 
the grain’ of inferential logics. Cuddon (1999) notes that: 

A reader tends to construct a sub-text for herself or himself, 
imagining or interpreting what is not said or not done (and how it 
is not said or done), what may be implied, suggested or hinted, 
what is ambiguous, marginal, ambivalent, evasive, emphasized or 
not emphasized and so on. In doing all this, the reader exercises 
insight into the ‘unconscious’ elements in the work itself and thus 
elicits additional meanings. 

Deconstruction opens up texts rather than inhibit them in 
closures of meaning. In other words, it thrives on the interpretation 
of texts as essentially sign systems hinting at a plethora of potential 
meanings rather than conclusive clusters of unilateral definitions. 
This is why semiotics is a quintessential parameter in 
deconstructive reading. According to Balme (2008), semiotics 
“looks at phenomena (including theatrical performances) in terms 
of the signs and codes used and the way they generate meaning”. 
In other words, semiotics is the study of signs and how they 
articulate meaning. Deconstruction, in this light, is the application 
of semiotics in order to demonstrate the existence of deeper levels 
of meaning beyond superficial expressions in texts. Derrida (1984) 
states that:  

To write is to produce a mark that will 
constitute a kind of machine that is in turn 
productive, that my (an author’s) future 
disappearance in principle will not prevent from 
functioning and from yielding itself to reading 
and rewriting…. The situation of the scribe and 
the subscriber, as concerns the written, is 
fundamentally the same as that of the reader. 

This denotes that every text is a sign, and each sign could mean a 
different thing to different readers (spectators). Semiotics 
developed out of linguistics, largely from the notions of Ferdinand 
de Saussure and Charles Sanders Pierce that the structure of  
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language goes a long way in determining the structure of sign 
systems and their meaning(s). Before this notion, “language had 
been viewed as a transparent medium through which reality could 
be set down accurately and shaped into an aesthetic form” (Dobie, 
2012). However, for semiotics:  

Languages make meaning only 
differentially; that is, within a given 
language; words only derive meaning by 
reference or contrast to other words. The 
particular system makes meanings possible 
through rules, conventions, and distinctions. 
Saussure theorized an important difference 
between la langue (the overall language 
system) and la parole (the particular speech 
act or utterance). La parole only means 
something because of the enabling system of 
la langue. Since not only languages but also 
human behaviours and customs are signs 
that operate within the organizing patterns 
of social systems, Saussure called for a 
‘science of semiology’ (Reinelt and Roach, 
1999). 

Although this position accentuates that meaning can only 
be derived within the superstructure that creates it, it also hints at 
the arbitrariness of meaning in language. Of more significance 
here is the explanation of language system as an engagement with 
signs. Dramatic and performance texts are a combination of 
encoded signs which the reader/spectator is expected to decode, 
untie or unfix. Aston and Savona (1999) relate the study of textual 
material as a “consideration of its unfixing in the plurality of 
signifying processes generated through the activity of 
reading/spectating.” 

Saussure observed that signs are usually bifurcated, 
embodying the signifier and the signified. The signifier is what is 
seen or heard while the signified is the concept or meaning the 
signifier generates (Dobie, 2012; Reinelt and Roach, 1999). Unlike  
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Saussure’s position that sign would refer to a definite term or 
concept, deconstruction “went a step further, stating that any given 
signifier may point to several different signifieds…. In short, a 
signifier has no single signified, or mental concept, as the 
structuralists assume but instead leads to a chain of other 
signifiers” (Dobie, 2012). Derrida had mentioned that there is no 
‘transcendental signified’ in any text. 

The role and function of deconstructive analysis is not to 
locate the meaning of a text, as there is no singular meaning to a 
text but a plethora of possible meanings (interpretations) which 
are, in themselves, only provisional. Viewing the reading of a text 
in this manner ultimately suggests that meaning is fluid and 
contextual. For Soyinka and other scholars to limits Death and the 
King’s Horseman to a depiction of mythopoesy and warns against 
a study that seeks to understand the nature and implications of 
clash of cultures as a theme, is therefore heinous on the business of 
research and the search for more meaning. 
 
Death and the King’s Horseman: Pretext, Text and Context 
Soyinka revisits a historical event, which threatened the balance of 
the Yoruba cosmic world and the all-important task embarked 
upon by Ogun in constructing a bridge over the gulf that once 
separated humanity and the gods, to create a dramatic piece which 
arguably is his most important play till date. Obafemi (1996) 
considers Death and the King’s Horseman as “the most potent 
dramatic statement Soyinka has made on transition – the rite of 
passage.” The intermingling of the mythic and historic is 
something after Soyinka’s own heart as envisaged in his complex 
rendering and reinterpretation of Ogun’s mythic/historical role for 
a tragic/dramatic construct (Katrak, 1986). 
  The event is premised on the Yoruba custom which 
stipulates that following the death of the Alaafin, the chief of his 
stables is expected to carry out a ritual suicide in order to 
accompany him to the ancestral world where the inhabitants of that 
realm await to welcome the Alaafin into their fold. This way, the 
cycle of Yoruba life is not distorted. In 1946 the chief of the king’s 
stables failed to play his role with the passing of the king, and by 
implication puts the Yoruba race at the brink of extinction, so to  



14 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                        5                                     
speak. Adeniran (1994) reports the historical event thus: 

History confirms that the real event occurred 
during the reign of Ladigbolu I, after being 
on the throne for some 33 years. His 
horseman, Elesin-Oba (Jinadu) had all along 
been given some preferential treatment 
because of the belief that such favours were 
necessary as a pay-off for the personal 
sacrifice to be made by the horseman who 
would be expected to follow the king on his 
death through suicide. On the death of King 
Ladigbolu the horse-man made some visits 
here and there, dressed in white and began 
dancing through the streets towards the 
house of Bashorun Ladokun. All those who 
saw the event knew that he was preparing to 
commit suicide. Rather than be allowed to 
complete the process of dancing to the 
Bashorun’s house and eventually poisoning 
himself, the British Colonial Officer at Oyo 
ordered his apprehension and he was 
detained. As soon as the town’s people got 
to know about the arrest, the horseman’s 
youngest son (Murana) killed himself 
because he could not stand the stigma of 
being the son of a coward, a betrayer of 
tradition and botcher. This is the story that 
sourced Death and the King’s Horseman. 

This historical incident is also reported in Gibbs (1986). 
The event had ‘pretexted’ a play by Duro Ladipo entitled Oba 
Waja (The King is Dead). Ladipo’s play, cited in Beier (1964), 
attempted to chronicle a piece of history as he notified that his play 
is “based on a true incident that happened in Oyo in 1946”. The 
play, written in five acts, narrates the story of Olori Elesin who is 
expected to commit suicide following the death of the king. While 
in the market, on his way to commit suicide, Olori Elesin is         
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arrested by the colonial District Officer, John, who but for the 
prompting of his wife, Jane, would have allowed tradition to take 
its course, stopped Elesin from committing suicide. In far away 
Ghana, Olori Elesin’s son, Dawudu is having a nice time in a 
‘Highlife Bar’ when he reads in a newspaper that the king of Oyo 
is dead. He immediately sets to return to Nigeria to bury his father. 
When asked if the king who died is his father, he responds “No! 
But my father too, must die today. He is the commander of the 
king’s horse, who must follow the king to his grave” (Beier, 1964). 
Dawudu returns home and meets his father, who happily blames 
the ‘whiteman’ for this condition; the father should not be among 
the living at that instant. He is so shaken that he blurts, “Why are 
you alive, is the Alafin not dead?” (85). Dawudu is so ashamed 
that he stabs himself and dies. Elesin finally realises the shame that 
has come upon him and he also kills himself. 

Ladipo’s concern with this pretext was its historical 
relevance. His text does not dwell on the mytho-ritualistic 
implications of the incident. If anything, the play retains the 
context of the historical event just as any one witnessing it would 
have recounted. But this is not so with Soyinka. Soyinka 
apprehends the pretext, not only from its historical perspective, but 
also, perhaps more importantly, from its mythopoeic textuality. 
Aristotle (1971), one of the earliest to theorise on drama, had 
favoured myth over the actuality of history as material for dramatic 
composition. But Soyinka does not ignore the fertility of history in 
nurturing myth and ritual. In fact, while situating his text within 
the trajectory of its historical context, Soyinka also textualises the 
mythic and religious innuendoes of his pretext, of history. Unlike 
Ladipo who employed the new historicist view of history as a ‘co-
text’; history as of equal value as the creative text it births (Barry, 
2002), Soyinka regards history only as a context for other texts to 
spring from. This, therefore, provides a basis for his synthesis of 
history with myth and ritual. While Ladipo was adapting ‘a true 
historical incident’, Soyinka (2012) says of his version: 

The play is based on events which took 
place in Oyo, ancient Yoruba city of 
Nigeria, in 1946.... The confrontation in the 
play is largely metaphysical, contained in  
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the human vehicle which is Elesin and the 
universe of the Yoruba mind – the world of 
the living, the dead and the unborn, and the 
numinous passage which links all: 
transition. Death and the King’s Horseman 
can be fully realised only through an 
evocation of music from the abyss of 
transition. 

He transposes the readily visible history into the very nerve 
of Yoruba belief system. “For the Yoruba, the balance of human 
life, the very sense of human existence, consists in the dynamic 
correlation of individual responsibility and the pressure of external 
events and forces” (Gibbs, 1980). It is on this account that Soyinka 
tells the story of Elesin Oba who, with the passing of the Alafin, is 
expected to bridge the abyss of transition by committing suicide to 
accompany the spirit of the dead king thus ensuring the 
‘continuation of the species’. The consequence of his inability to 
commit suicide portends grave danger to the society, both seen and 
unseen. Elesin is arrested in the market square on the order of the 
District Officer, Simon Pilkings, to avoid the ‘barbarism’ of ritual 
suicide. The arrest is made possible because Elesin lingers to frolic 
with the market women and takes a new bride. His son, Olunde 
who is on scholarship in England returns to bury his father but 
meets him in chains and behind bars. His father being alive is an 
ominous sacrilege. He commits suicide to cover his and his 
family’s shame. His father learning of this also commits suicide, 
except that the suicide is both late and out of context. Society is 
placed on a precarious precipice with hope clinging on the slippery 
circumstance of the unborn. 

Although spiralling from a historical event, Soyinka has 
transformed the story to suit his mythopoeic interests. He 
historicises the 1946 event into a dramatic inchoate mass of ritual 
and myth. “Soyinka’s ‘mythopoeic’ attitude to history, his constant 
penchant for transforming experience into metaphysical, trans-
historical, mythic dimensions” (Jeyifo 1985) provides for him the 
nexus for his dramaturgy. Obafemi (1996) has noted that: two 
principal elements in Yoruba metaphysics form the background to 
Soyinka’s social vision. These elements are the belief in the  
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continuity of existence through a link between the past, the present 
and the future, and the mutual struggle of mankind and the 
divinities to understand and thus remove the barrier between each 
other. George (1999) also aptly captures the essence of ritual to 
Soyinka, and its import to understanding his work, thus: 

Returning to his native Yoruba cosmology 
and the rituals that derive from it, Soyinka 
elicits from ritual a drama of archetypes, 
developing in the process a vision of history, 
society, and tragic drama. A range of critical 
work has shown this vision to be based on a 
socio-cultural passion, even as the 
playwright’s oeuvre constitutes an attempt 
to work through the passion by means of art. 
This understanding of Soyinka gives a 
sociological accent to his mythopoeic vision 
and aesthetic; that is, his refashioning of the 
Yoruba worldview emerges as, on the one 
hand, a theory of historical being and the 
often brutal adventure of the social and, on 
the other, of art as witness to both. 

It is in the context of this background that Soyinka 
considerably involves in “dramaturgical departures from his 
historical material” (Jeyifo 1985) to project, not only the threnodic 
substance of the subject of his drama but, the visceral essence of 
myth and ritual (culture) to drama and tragedy. History allows the 
playwright to operate within its context, but should not confine 
him. The dramatist is not a historian in terms of chronicling past 
events in accurate systemic narratives. He only employs history to 
fashion his drama because, as Yerima (2009) puts it: history allows 
drama to keep its eye on life through its ability to use history as a 
didactical material in which the audience learn from the mistakes 
of history. And secondly, history allows humanity to continue to 
learn from life as an idea of the pedagogics.... the greatest quality  
of history is its ability to portray and capture the true nature of 
human life from one culture to another, and from one generation to 
another. 
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 Within this historical pretext is colonial presence among 
natives who are at peace with their value systems and beliefs. But 
colonialism, which fundamentally represents ‘civilization’ in the 
play, does not share in the ‘barbaric’ enthusiasm of the natives. 
This very notion sparks animosities and disgusts between the two 
camps and sets the tragedy in motion. It is, therefore, essential to 
study the effects and implications of the colonial presence and 
interference with the native normalcy of events in the text for the 
apprehension of meaning beyond historical and mythopoeic 
concerns. Idegu (2007) had contested Soyinka’s contextual 
aggregation of an ‘African worldview’ in Myth, Literature and the 
African World, but this article promises to showcase counterpoints 
to already established canonical interpretations of Death and the 
King’s Horseman. 
 
Contrapuntality in Death and the King’s Horseman  
The term, contrapuntal, was coined by Edward Said (1993) to 
describe how texts of English literature should be read in order to 
reveal their deep implication in imperialism and colonialism while 
providing a counterpoint, or counterpoints, to the meaning of the 
text hitherto hidden therein. Ashcroft, Griffiths and Tiffin (2007) 
have indicated, of contrapuntality, that: 

By thus stressing the affiliations of the text, 
its origin in social and cultural reality rather 
than its filiative connections with English 
literature and canonical criteria, the critic 
can uncover cultural and political 
implications that may seem only ‘fleetingly 
addressed in the text itself’. 

Contrapuntal significations, therefore, refer to notions 
hidden in the text which reveal the innumerable possibilities of 
meaning around the ‘peripherality’ of silences and subtextual 
connotations in the unfolding of events of such a text. Signification 
attests “to a whole tissue of signifiers, potentially endless, through 
which meaning moves and slips in an elusive play of signification”  
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(Reinelt and Roach, 1999). It, therefore, attests to deconstructive 
reading. 

Clash of cultures does not serve as the meaning of the text 
but only as a mark or hint at possible meaning; as leitmotif, hence, 
the attempt to give it centrality in this study’s interpretation. This 
is against the pervasive tendency of seeing the play as anything but 
about clash of cultures. Pilkings, for instance, is seen as ‘a mere 
catalytic incident’. Elesin is either seen as unwilling or as a victim 
of the ‘objectification’ of women. Olunde is normally perceived as 
a lover of his culture who gave his life to restore balance to his 
race and dignity to his family line. By challenging these ‘canonical 
criteria’, this study engages contrapuntality in drawing out 
significations that indicate the play as about clash of cultures while 
further pointing towards other possible interpretations.  

The play text presents us with a world laid on the 
foundations of myth, roles (honour) and responsibilities (duty) 
communally shared and, thus, upheld. As such, some scholars have 
stayed within the periphery of this world which on its own terms 
never triggered a tragic concern in the play. Elesin never refused 
outright to commit suicide, he was stopped; Olunde was never 
required to commit suicide, he chose to. But such is the world the 
play presents: a world rife with meaning in search of 
interpretations. Within the matrix of that world, are contestations 
deriving largely from the presence and interference of an alien 
world which spark up discontinuity and tamper with the 
orderliness of its host’s existent cosmos. The opening scene of the 
play reveals a people who are purposeful and festive in their 
endeavours. The stage directions reveal that: 

Elesin Oba enters along a passage before the 
market, pursued by his drummers and 
praise-singers. He is a man of enormous 
vitality, speaks, dances and sings with that 
infectious enjoyment of life which 
accompanies all his actions (Soyinka, 2012). 

  There is a buoyant celebration which projects an 
atmosphere of joy and contentment often alluded to the African 
way of life. This explains why the market is the setting. It is a trade 
place for cultural pride and aesthetics. The people are seen to be  
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carrying out their tasks with relish and delight. Yet there is a 
hanging premonition of doom in such a festive ambience. The 
stage directions have earlier portended thus: a passage through a 
market in its closing stages. The stalls are being emptied, mats 
folded. A few women pass through on their way home, loaded with 
baskets. On a cloth-stand, bolts of cloths are taken down; display 
pieces folded and piled on a tray (Soyinka, 2012). 

This is a sign of the arrival of twilight, not only for the 
market which is a symbolic microcosm of the world for the 
Yoruba, but of a civilization, of a culture, of a people; aye l’oja 
orun ni’le. The women who pass through the market on their way 
home, loaded with baskets connote that once the market (world) is 
over, each would go home (orun) with one’s loaded baskets 
(deeds). Elesin’s market is about to close. An end approaches, 
which for the purposes of this study is not blamed on Elesin’s 
procrastinatory exhibitions but on Pilkings’ intervention in 
stopping the course of the ritual suicide by arresting the subject. 
The wedding only lasts for a moment, after which, but for the 
arrest, Elesin proceeded with the ritual. 
 By honing the tone of hope and failure (despair), of gloom 
and doom, of life and death (binaries) in the marketplace, the text 
draws significant value when it makes the marketplace the 
battleground for the contestations of actions and cultural wills. 
Quayson (2001) acknowledges: 

That this stage of the action is at the 
marketplace in the twilight of evening adds 
even further suggestiveness to the unfolding 
events, for Yoruba culture holds the 
marketplace itself to be a special location. 
Its significance lies even deeper in an 
inclusive idea of sacred space which also 
extends to orita (crossroads), the favoured 
locale for ritual sacrifice; it is a luminal 
arena where the spirit world and the real 
world meet. A proverb in the language 
affirms that ‘the world is a market and  
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heaven is home’ showing how important the 
marketplace is in the culture’s conception of 
cosmos. 

By striking the natural flow of life of the Yoruba at the 
marketplace, Pilkings attacks the very essence of a people and the 
entirety of their cultural universe. Pilkings’ interference with 
everything has led to catastrophic repercussions. There is an 
underlying attack on the colonial affair upon African subjects who 
serve under it directly. Amusa, for instance, noted as a good and 
reliable police officer (Soyinka, 2012), even though a ‘Moslem,’ 
has deep respect for his native tradition, at least the regalia that 
represent them. Joseph, on the other hand, who is the houseboy of 
the Pilkingses has been totally eroded of his tradition by 
Christianity, the white man’s religion: 
 
Pilkings (wearily): Oh, come in Joseph! I don’t know 
where you pick up all these elephantine notions of tact. 
Come over here. 
Joseph: Sir? 
Pilkings: Joseph, are you a Christian or not? 
Joseph: Yessir. 
Pilkings: Does seeing me in this outfit bother you? 
Joseph: No sir, it has no power.  
Pilkings: Thank God for some sanity at last. Now  
Joseph, answer me on the  honour of a Christian…  
(Soyinka, 2012). 

The implication here is that Christianity which came via 
colonialism makes one more subservient and devoid of native 
identity. Pilkings is even amazed at Joseph for trying to be more 
English than the English. Joseph appears as a robot while Amusa, 
whose name could actually stand for the corruption of the English  
word ‘amuser’, with all the amusing (pun intended) 
embarrassments he suffered in the hands of the women in the  
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market, still cuts the figure of a man doing his duty; but not 
without the emasculating blight his connection to Pilkings invokes: 

Amusa: I am tell you women for last time to 
commot my road. I am here on official 
business. 
Woman: Official business you white man’s 
eunuch?  
Official business is taking place where you 
want to go and it’s a business you wouldn’t 
understand. 
Woman (makes a quick tug at the 
constable’s baton): That doesn’t fool anyone 
you know. It’s the one you carry under your 
government knickers that counts. (She bends 
low as if to peep under the baggy shorts. 
The embarrassed constable quickly puts his 
knees together. The women roar.) …. 
Woman: Go back and tell the white man 
who sent you to come himself. 
Amusa: If I go I will come back with 
reinforcement.  
And we will all return carrying weapons. 
Woman: Oh, now I understand. Before they 
can put on those knickers the white man first 
cuts off their weapons. 
Woman: What a cheek! You mean you 
come here to show power to women and you 
don’t even have a weapon (Soyinka, 2012). 

Although highly humorous, this scene reveals the deep 
disaffection seated in the hearts of the natives for Pilkings, what he 
represents and all that represent him. This is especially so because, 
Pilkings contrasts their worldview and belief system. When he is 
told by his wife, Jane, that ‘bastard’ is not a word to be traded at 
will in ‘these parts’ because the natives find it quite insulting, he 
rubbishes her off calling her a “social anthropologist” while  
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attacking the extended family practice of the natives (Soyinka, 
2012). The cancerous effect of Pilkings’ interference with the 
natives’ way of life takes an even deeper root when set in 
oppositional contexts. We see a reversal of binary oppositions; 
modernity versus tradition, while privileging the former would 
reveal such repercussions.  

Within the culture of the Yoruba, in the text, is the concept 
of betrothal. A parent might pick a spouse for her child if she 
wishes. Iyaloja has picked a girl for her son and has made 
necessary arrangements towards a wedding. The commonplace 
knowledge that the girl is betrothed to Iyaloja’s son hints at a 
silence which infers that the son has no say in the matter. As the 
mother wills, so the son must do. Iyaloja has insisted, “My son’s 
wish is mine” (Soyinka, 2012). This is the native order of things, 
same as the expected ritual suicide of Elesin Oba. Olunde, who is 
expected to take over as Elesin, when his father passes on, is made 
to distort that arrangement when Pilkings decided to ship him to 
England for studies. This act made Elesin bitter but Pilkings never 
cared. It is this very act that leads Elesin into seeking a bride at the 
peak of his journey to ritual suicide. His first son had been taken 
away by the white man, naturally he needs an heir. Even when the 
son returns to bury his father, he is still bent on returning to 
complete his studies rather than staying back to become the new 
Elesin. Such is the debilitating effect of Pilking’s interference in 
the cosmos and psyche of the natives. 

Beyond Pilkings’ acts, the text’s body language hints at a 
privileging of African culture over the European opposite. The 
musical vivacity which introduces us to the Yoruba characters and 
setting at the beginning of the play sharply contrasts the sounds 
that welcome the “European” scenes. Ebron (2002) had noted that, 
“African music is said to create a communal experience.” Music, 
therefore, is deployed in this text, on the one hand, to depict the 
communal and festive nature of the natives. There is, on the other 
hand, a marked drabness in the musical cues of the European 
scenes. “A tango is playing from an old hand-cranked 
gramophone” (Soyinka 2012), “A masque… The band plays  ‘Rule 
Brittania’ badly…. The orchestra’s waltz rendition is not of the  
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highest musical standard” (Soyinka, 2012). This is a deliberate 
effort to discountenance the Europeans and deny them of their 
musicality. Tango, waltz and masque are European in demeanour, 
yet they are not articulately performed in the text. This is further 
evidence that the text is mainly concerned with the portrayal of 
culture from the context of difference, of clashes. It counterpoints 
the basic notion that “African music was generally thought of as 
noise in the West” (Ebron, 2002). Pilkings actually says to his 
wife, on the persistent drumming of the natives that, “they (the 
natives) always find an excuse for making a noise…” (Soyinka, 
2012). The text presents a disharmonious rendering of discordant 
tunes which clearly depict European music as cacophonous thus 
leading to a reversal of notions, a privileging of African music, a 
deconstruction. 
 
Alterity and the “Othering” of Difference 
The portrayal of difference further implicates the notion of 
othering, or the other, a postcolonial term for the depiction of 
cultures in terms of European superiority over the ‘other’, Africans 
and Asians, with the latter group attempting to reverse such 
canonical ordering in a “politics of survival” (During, 2001). As 
this article is not consciously interested in postcolonial discourse, 
difference is not analysed in the frame of otherness but in Mikhail 
Bakhtin’s more amenable content analysis concept of alterity. 
Ashcroft et al (2007) indicate that: 

The term ‘alterity’ shifts the focus of 
analysis away from these philosophic 
concerns with otherness – the ‘epistemic 
other’, the other that is only important to the 
extent to which it can be known – to the 
more concrete ‘moral other’ – the other who 
is actually located in a political, cultural, 
linguistic or religious context…. 

 Culture is, hence, not apprehended from ‘otherness’ but 
from its apartness, from its distinctiveness: The novelist must 
understand his or her character from within, as it were, but must 
also perceive it as other, as apart from its creator in its distinct  
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alterity. Importantly, dialogue is only possible with an ‘other’, so 
alterity, in Bakhtin’s formulation, is not simply ‘exclusion’, but an 
apartness that stands as a precondition of dialogue, where dialogue 
implies a transference across and between differences of culture, 
gender, class and other social categories (Aschroft et al, 2007). 

It is on this ground that cultural values embedded in the 
text are analysed in their pretextual rights. Playwrights who create 
texts that have intercultural encounter, as Death and the King’s 
Horseman does, are often obliged in alterity to understand the 
cultural parlance of characters they create in context ‘apart’ from 
the creator’s person and intentions. The characters’ cultural 
distinctiveness becomes a precondition for dialogue so as to 
express the alterity of conflicting values. This provides a platform 
for a contrapuntal interrogation of cultural values by projecting 
African (Yoruba) values side by side European perceptions of 
modernity. This is important because, as Quayson (2001) notes, 
“the events in the play are… placed within the context of colonial 
realities in which Yoruba culture is under the domination of a 
clumsy British administration.” Aschroft et al (2007) state that, 
“the self-identity of the colonizing subject, indeed the identity of 
imperial culture, is inextricable from the alterity of colonized 
others, an alterity determined, according to Spivak, by a process of 
othering.” 

Alterity that presents a potential of clash of cultures taps 
from contrapuntal potentialities of viewing dialogue between racial 
and cultural ‘others’ as an important platform for engaging aspects 
of Death and the King’s Horseman’s pretext, text and context. 
Contrapuntality as an argument in this article, helps us to see 
cultures in the light of “a dialectic category to be apprehended as a 
field of contending forces: a milieu of exchange, encounter, 
confrontation and possibly conflict” (Bel, Brouwer, Das, 
Parthasarathi, Poitevin, 2010).  

Cultural values are, generally, commonly held beliefs and 
standards of what is right or wrong, acceptable or unacceptable, 
permissible or impermissible, relevant or irrelevant, workable or 
unworkable within the unique ‘apartness’ of specific communities 
(cultures). Hence, by drawing two different cultures into a  
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common text, a common ground for interaction, there is certainly 
bound to be exchanges that instigate conflict via either the 
intolerability of difference or the imposition of one’s uniqueness 
upon an ‘other’, or both. This apparently provides nexuses for 
clash of cultures. Such a tendency, of having two distinct cultures 
in the same text, is a bountifully fertile ground which nourishes the 
seeds of conflict planted in Death and the King’s Horseman and 
harvested in its production as performance text. 

A fundamental base and primacy in the cultural ordering of 
social life is community. Life is organized around the essence of 
communities. This is why culture is often defined from community 
angles; of collectives, groups, a ‘people’s’ way of life, not 
individual idiosyncrasies. The Africans are aware of this. That is 
why all roles and actions are intricately connected to yield benefits 
for the community. But so do the Europeans; Pilkings is in the 
midst of the natives for king and country. Left to his personal 
whims and caprices, he bets that he would have been “sleeping 
peacefully at home” (Soyinka, 2012); home, being England, of 
course. So, respect for community is an essential cultural value. 
The value of the African lies, in the text under study, in the act of a 
man to commit suicide in order for the community to survive. It is 
an accepted norm, at least among the natives. The Europeans also 
accept that a man can give up his life in order to save others from 
harm, but that has to be circumstantially necessary, especially 
when there are no visible options at sight. These notions appear 
subliminally appropriate in their apartness until a dialogue occurs 
between them. The European value system discredits the wilful act 
of taking one’s life as criminal while the Africans consider it 
necessary for existence and is a primordial form of renewing life 
and society. The textual analogy of the Captain who blows himself 
up to save the harbour to Elesin’s task of committing wilful suicide 
to save his race did not stop the conflict that emanates from a clash 
of cultures (Soyinka, 2012). 

One of the most vocal characters in Death and the King’s 
Horseman is Jane Pilkings. The immediate relevance of her 
characterization and status in the text is no other than the fact that 
she is the wife of the District Officer, Simon Pilkings. Yet she  
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engages in cultural debates and is quite loquacious wherever and 
whenever she gets the chance to freely express herself. This trait 
could suggest that European wives are free to express themselves 
as they deem fit. In contemporary society, most women clamour 
for such a free-spirit; such ‘right’ and freedom. That, for them is 
modernity. The only other character highlighted, though in 
contradistinction, ‘under’ the spotlight of her husband, as a wife, is 
The Bride. Swapped from her betrothed role to one man to the wife 
of another in a matter of minutes, the nameless African character 
does not utter a single word from the beginning of the dramatic 
text to the end. This would connote that African wives are indeed 
subservient, hence, having no place in that ‘modernness’ which 
carries a European ‘civilised’ appeal, especially to the 
contemporary woman. Jane could order her husband to command 
his subjects into obedience (Soyinka, 2012) but the Bride remains 
muted to subjection, voiceless. Yet she is the one, in her seemingly 
murky meekness, who carries the fading and precarious but all 
important hope of the race.  

The spine of the cultural values that lies with the Yoruba 
community is perhaps the notion of destiny. Communal roles and 
responsibilities are tied to the belief in predetermination. An 
Elesin’s blood, for instance, already defines for him the 
responsibility to commit ritual suicide whenever a King dies, and 
once he is dead his first son is required to become Elesin after him, 
thus maintaining both cosmic and terrestrial balance. This is hardly 
reversible and the community accepts it as an important value 
system; destiny is sacrosanct and none can escape it. In fact, the 
ability of an Elesin to go ahead with the suicide provides a space of 
endearment and reverence among the members of the community 
for him. Failure to achieve this can be as degrading as being 
referred to as “an eater of left-over”, a man of no consequence. 
This is the cultural normalcy of the Yoruba in Death and the 
King’s Horseman. 
For the Europeans, destiny is not a foreclosure of what one must be 
in life. For them, destiny is a result of man’s independent choices 
and actions; hence, no one should be mandated by any native 
custom to take any action detrimental to one’s own freewill and 
life.  
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It is this belief system that leads Pilkings into abducting 

Olunde and sending him to England for studies, even at the 
expense of the Yoruba belief system that the first son of the Elesin 
must replace his father when the father is dead. It is also that 
European worldview that could not comprehend the eager 
expectation of an entire community on an individual to die 
willingly on their behalf. For Pilkings’ English mindset, that is at 
best barbaric and must be stamped out. That is the nature of his 
colonial mandate. On the ritual suicide, this conversation ensues 
between him and his wife after reading Amusa’s report on the 
impending action of the ritual suicide: 
 

Jane: Did I hear you say commit death? 
Pilkings: Obviously he means murder. 
Jane: You mean a ritual murder? 
Plikings: Must be. You think you’ve 
stamped it all out but it’s always lurking 
under the surface somewhere (Soyinka, 
2012). 

In order to establish the ‘supremacy’ of his belief system he 
breaks the flow of the process of ritual suicide thus unleashing a 
string of clashes emanating from a difference in cultural 
perceptions and values. With all the intensity of tensions generated 
by the clash of cultures, the text presents an inadequate dialogue 
between two cultural frontiers which seem both insoluble and non-
adaptive. Both cultures are rigidly preconditioned, conceptually 
insulated and axiomatically fixated beyond negotiations for 
acculturation and enculturation to mutual influences and potential 
interactive benefits. This strain leads the conflict of cultures in 
Death and the King’s Horseman into deeper consequences. In this 
regard, Quayson (2001) claims that: 

Like the babalawo, he (Soyinka) engages 
with the myths of the gods (culture) to 
extract contemporary significance, but, 
unlike them, his prescription for coping with 
the stress of cultural transition is not 
propitiatory rites but an assertion of will to  
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the utmost…. The notion of the frontier is 
significant for Soyinka as he meditates on 
the relationships between his culture’s 
conceptual system and its place in the world 
(emphasis mine). 

Cultures in contemporary life are open to influences. One 
of its keys is its fluidity, its ability to evolve rather than being a 
static cosmic viscosity. Although the stubbornness of cultural wills 
between the two cultures propels the tragic consequences of the 
text in uncompromising proportions, the world today requires 
diplomacy and integration even as identity remains central in both 
the uniqueness and differences of cultures, both local and global. 
 
Conclusion 
The meaning of a text is neither dependent on the author nor 
proclamations of those who support, and celebrate his or her 
notions. A text can mean anything, depending on itself, any given 
context or the reader. By applying deconstruction, this article has 
revealed that Death and the King’s Horseman can be about ‘clash 
of cultures’ without reducing its essence as a text and as a sample 
for the ‘genrefication’ and definition of African tragedy. Indeed, 
various significations abound in the text which demonstrates 
contrapuntal implications of placing two different cultures within 
the universe of the same text. This difference in worldviews is 
bound to instigate clashes inadvertently since conflict is the hinge 
upon which the dramatic oak swings. Death and the King’s 
Horseman presents such a universe and thrives on the leitmotif of 
cultural difference and their clashes. 
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Politics of Language in Kunle Afolayan’s The Figurine 
(Araromire) 

 
*Ruth E. EPOCHI-OLISE 

Abstract  
Language is the most essential feature of any work of art, which is 
necessary for the communication of meaning. Language could 
come in different forms: oral, written, sign and material. Whatever 
form it takes, it helps in the continual promotion and 
reconstruction of socio-cultural identity. Using Afolayan’s The 
Figurine (Araromire) as a point of reference, this article examines 
the place and implications of multilingualism, and the socio-
cultural impact on Nigerians, and Africans at large. It also 
examines how the various forms of language can aid the shaping of 
the cultural identity of the people towards the preservation of 
valued culture for the present and future generations. Lastly, the 
article suggests that Nigerian films and filmmakers/producers 
should be seen and employed as cultural ambassadors of Nigeria to 
the outside world.  
Keywords: Language, Multilingualism, The Figurine, Cultural 
ambassadors, Filmmakers 
 
Introduction  
Language is critical in laying the foundation of every literary 
expression, and it is about the most reliable medium through which 
humans communicate. It could either be conveyed orally, through 
sign, material or written forms. Wardhaugh (2006) asserts that 
language is what members of a particular society speak; Sapir 
(1921, p. 8) sees it as “a purely and human and non-instructive 
method of communicating ideas, emotions, and desires by means 
of a system of voluntarily produced symbols.” But Barber (1993) 
goes further to describe it as the great machine-tool which makes 
human culture possible. Furthermore, wa Thiong’o (1986) asserts 
that:  
_________________________ 
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Language, any language, has a dual 
character: It is both a means of 
communication and a carrier of culture. 
Languages as communication and as culture 
are the products of each other. 
Communication creates culture: culture is a 
means of communication. Language carries 
culture...the entire body of values by which 
we come to perceive ourselves and our place 
in the world. Language is thus inseparable 
from ourselves as a community or human 
beings with a specific form and character, a 
specific history, a specific relation to the 
world (pp. 13-16).  

 
 The crux of the matter is that language is a means of 

communication and the hub of the wheel of culture used to 
“establish social relationship” (Akindele and Adegbite 1999, p. 2). 
In other words, language is a manifestation of belonging to a 
community with a common culture, carrying the entire body of 
values, ways of life, identity and philosophy of a 
group/community. This is in support of the Chinese saying that if 
you want to colonize a man for life, teach him your language. 
Because Africans and Nigerians, in particular, are mindful of their 
indigenous language as their heritage, that invaluable treasure to 
human endeavour (Svetlana 2001), Afolayan and some other 
notable filmmakers have taken it upon themselves to produce films 
not only in English Language, but also in other languages, all in 
one film, in order to shape and preserve their peoples’ identity. 
Multilingualism: Place and Implication 
Multilingualism is a societal occurrence that deals with languages 
existing in a society; it’s not a promise but a reality. 
Multilingualism is a product of convergence and coexistence of 
various national language/local languages in the same geographic 
area. It describes a situation where an individual or a community 
speaks more than two languages. Mansour captures  
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multilingualism succinctly as “communication through several 
languages” (1993, p. 3), Kachru (1985, p. 159) describes it as “the 
linguistic behaviour of the members of a speech community which 
alternatively uses two, three or more languages depending on the 
situation and function”. It can also refer to either the language use, 
the competence of an individual to use multiple languages or the 
language situation in an entire nation or society (Clyne 2007). 
According to John Edwards, in his book titled Multilingualism 
asserts that:  

Multilingualism is a perfect fact of life 
around the world, a circumstance arising at 
the simplest level, from the need to 
communicate across speech communities 
(1994, p. 1). 

 
From the above, we see that multilingualism is the practice of 
using, knowing, speaking and even writing more than one 
language by a person or within a social group. It assumes the 
ability to switch and/or mix different languages within the same 
conversation. Being multilingual is a natural potential of every 
normal human being because “given the appropriate environment 
two languages are as normal as two lungs” (Cook 2002, p. 23). 
 According to Gerhardt (1990, p. 174), Africa is known to 
be the continent with the greatest linguistic diversity, a people with 
very rich culture, which they are proud of and willing to preserve 
in spite of modernization and acculturation. As a means of 
describing their ethnic identity, Africans do not wish to lose their 
language because language is a depot of values, symbols and 
memories; which essentially is a semiotics of culture. Fanon aptly 
captures it in this way, that a flight away from one’s language is a 
departure from one’s culture since both are inseparable (1978). 
 Nigeria is a multi-lingual and multi-cultural nation where 
various customs and cultures coexist. These diversities contribute 
to her rich tradition with languages, excluding dialects, put at 550 
(Blench & Dendo 2003), which excludes 510 living languages, 2 
foreign languages (English and French) and 9 extinct languages 
(Crozier & Blench 1992; Gordon 2005; Ikegbunam 2009).                                         
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However, to reference books like the Ethnologies and the Index of 
Nigerian Languages there are about 500 languages spoken in 
Nigeria today (UNESCO 2003, Wikipedia 2012). These languages 
are tied to over 250 ethnic groups (Haynes 2000, p. 2); a disparity 
that stemmed from an ethnic group speaking more than one 
language. Like many other African countries, Nigeria has been 
described by Ogunba and Irele as “a fortuitous agglomeration of 
ethnic groups” (1978, p. x). These multilingual traits give us a 
unique perspective among Africans and the world. 
 It has been observed that most people in Nigeria are 
bilingual, which is, using two languages effectively. For the elite, 
the lingua franca English and their mother tongue, while for the 
uneducated, pidgin and their mother tongue. Whether as illiterate 
or literate, most people tend to mix and switch the English 
Language and/or pidgin and their mother tongue in their utterances 
when communicating (Babalola & Taiwo 2009). Despite the fact 
that there are many languages in Nigeria, they have various 
statuses. English, the colonial language has become the official 
language, which Adekanbi (2013) describes as domineering. In his 
words: 

English has furthered its domineering 
influence on the world as the most widely 
spoken and used global language. After 
53years of independence, Nigeria has not 
been able to fight off English. Today, it is 
the most prestigious language. It is the 
official language by default (p. 33)    

Pidgin English is the closest to the official language in 
usage, often referred to as broken English (Holmes 2000). It is the 
fusion of two languages, an upshot of the contact and convergence 
between a nation’s indigenous languages (substrate languages) and 
English language (the superstrate) (Holmes, 2000) at the most 
basic level, which is mutually understood by both speakers.  It is a 
language that all strata of the society speak, whether consciously or 
otherwise, though stigmatised as low status or low prestige, 
marginal, corrupt, and bad (Wolff 2000, p. 326). Ukeje describes 
pidgin as “… fast becoming a mass language … It is indeed the 
business language of the lower cadre of the Nigerian society”  
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(2005, p. 190). Because the language is derived from English 
language, but is flawed with a mixture of indigenous language, 
Awodiya refers to it as “the language of men of brute strength … 
the language of determined and strong-willed characters… (1995, 
p. 248). Hence, it is considered a midway house for the people. 
Yoruba, Igbo and Hausa are the three major ethnic 
groups/languages (Rakov, 2014, p. 1). However, there is a growing 
interest in other indigenous languages in Nigeria, including Edo, 
Urhobo, Ibibio, Ijaw, Fulfulde and Kanuri, which are increasing 
appearing in scholarly discourses. That is why Bamgbose says that 
despite the linguistic dominance of English, Nigerians have 
indigenous languages that can be found to have more 
speakers/users than English (2004, p. 3). This is because most 
Nigerians think and reason in their mother tongue, but are 
compelled to speak in English, a language that is foreign to them, 
hence, the frequent code-mixing and code-switching. When 
languages are in contact, they are bound to influence one another. 
Code-switching is alternating between one language and the other 
in communicating events, that is, mixing words or making a 
complete statement in a particular language (local language) with 
another language especially the lingua franca (Milroy & Muysken 
1995, p. 7). 
 Africans in trying to be involved in the process of self-
reflection and identity through cultural exhibition went into 
filmmaking. A medium, Orewere (1992, p. 206) says, is very 
powerful in terms of entertainment and transmission of cultural 
values. Films are cultural products and assets. They are popular 
and influential forms of communication around the world presently 
because they are money spinning ventures media through which 
the world sees itself and is faced with social truths. The world over 
has accepted film as a major medium of entertainment and 
education, apart from being a vehicle for cultural identity. 
Africans, however, used it as a window that has the power to 
influence how they are perceived and how they represent their 
identities. Nigerian video films may be seen as stabilizing forces 
that contribute to the maintenance of social order as well as 
reinforcing the collective mentality of the society. The films help 
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in developing collective reminiscences of events past, maintaining 
a distance from the endangered present and projecting life in the 
future. These are some good reasons why Nigerian films are 
globally accepted and seen as being very important (Jedlowski 
2013). Krings and Okome (2013) affirm that “...Nigerian video 
films travel the length and breadth of the continent connecting 
Africa, particularly Nigeria, to its diverse and far-flung Diasporas 
elsewhere” (p. 1). 

According to Odhiambo, Nollywood performs and 
occupies a crucial social role and position in assisting viewers to 
interpret their experiences and society (2004, p. 33). Nollywood 
films cut across and go beyond ethnic, language, cultural and 
geographical boundaries and they are accepted and enjoyed by all 
no matter the age, educational attainment and social class. 
Although video films have become a significant avenue through 
which peoples’ attitudes are influenced, and a means of cross-
cultural obligation, they are tools for impacting strong cultural 
heritage of a group on any society. The Nigerian film industry is 
claimed to have entered the global scene through the production 
and marketing of a home video Living in Bondage by a 
businessman, Kenneth Nnebue in 1992 (Ebewo 2007; Haynes 
2007; Onuzulike 2007). According to Larkin (2004): 

It was businessmen involved in that 
infrastructure (led by Kenneth Nnebue, 
whose Living in Bondage (1992) is 
considered the inaugural Nollywood film) 
who saw the profit to be made in Nigerian-
made films distributed through the same 
system (p. 290). 

However, artists like Hubert Ogunde, Oyedele Yekini, 
Alade Muyideen, the Awada Kerikeri group, among others began 
the making of home video in the early 1980s (Ogundele 1997; 
Haynes & Okome 1997; Adesanya 1998; Adedeji & Ekwuazi 
1998;  Oyewo 2003; Adejunmobi 2007). Alamu (2010) adds 
that at its height of productivity and popularity in the 1970s and 
early 80s, there were at least 100 Yoruba traveling theatre troupes. 
Consequently, from this robust popular theatre base, it was rather 
simple for the Yoruba travelling theatre to take control of the  
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industry for the advancement of their artistic career in another 
medium. The industry though produces films in English, but from 
inception Nigerian pioneer filmmakers produced films in 
indigenous languages, especially in Yoruba. With time Igbo and 
Hausa filmmakers came into the scene. Presently other films in 
Benin, Urhobo, Esan, Tiv, Ibibio languages and even pidgin, 
among others sprang up (Omoera 2013, p.). Aside from production 
of films in these languages, some filmmakers have devised new 
means through which people will further enjoy watching their 
movies. In spite of the subtitling of films, directors/producers went 
into code-mixing and code-switching in order for their films to be 
more accessible, educative and entertaining to any of their 
audience members. Afolayan used a blend of our indigenous 
languages including Yoruba with English and pidgin, spiced with a 
little of Izon and Urhobo, which helped in expressing the typical 
Nigerian cultural background. 
 The drastic turn to the new mode of filmmaking in both our 
indigenous language with a blend of English and/or pidgin is as a 
result of the profound impact it has on the people, giving them a 
sense of belonging with the message being more appreciated as 
well as its contributory aspect in the preservation of our language 
and culture, what Okezie captures in these words: 

The languages and customs of Africa define 
and identify the people at their local 
settings. They guide their behaviour and 
determine the outcome of their efforts. It 
means that without language and customs, 
the continent has no identification and thus 
cannot be defined, cannot think, nor act 
constructively and independently, which are 
necessary elements for development. (2010, 
p. 204) 

 Filmmakers have seen that indigenous language films are 
medium through which they can express those powerful local 
scenes of being and belonging, and that these films also stay closer 
to the aesthetic and moral visions of the people, even when they 
cross ethnic borders and linguistic boundaries. Language,  
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therefore, may be seen fundamentally as any communication 
system employed in giving, receiving or hiding information. It may 
be made of sound, calls, signs, signals, gestures and posturing, 
including silence. It may be oral or written. Hence language and 
the complementary communication become the basis of this 
analysis because a people’s cultural heritage is not only transmitted 
through language, but also translated through religion. 
 
 Kunle Afolayan’s The Figurine (Araromire) 
 The Figurine (Araromire) is a film written by Kemi 
Adesoye, it gives an account of the primitive nature of Africans 
who believe that their destiny lies in the hands of some gods. Femi 
(Ramsey Nouah) cashes in on this, and uses it as a weapon of 
destruction when he noticed that Mona (Omoni Oboli) believed so 
much in the power of the figurine. The Figurine is about two 
friends, Femi and Sola (Kunle Afolayan), caught up in an unusual 
love triangle that develops into a bizarre revelation of human 
behaviour, as seen in Femi’s deceptive, obsessive and murderous 
personality. They find a mysterious sculpture in an abandoned 
shrine during their endurance trek through the forest as corps 
members. Ignorant of the powers of the figurine, Sola not only 
touches it but he takes it and plans to sell it to any foreign museum 
after the orientation camp exercise. According to ancient legend, 
this mystical figurine is from the goddess, “Araromire”, which 
bestows seven years of good luck, prosperity and fruitfulness on 
anyone who encounters and/or touches it, and thereafter another 
seven years of bad luck, hardship, misery and despair. The lives of 
these two friends change for the better in terms of health, business, 
and procreation, among others. However, after the seven years 
boom, bizarre occurrences followed, stretching their family lives 
and their friendship to a thin line of treachery and murder; and 
nothing was the same again as things changed for the worst.  
 Araromire is a historical, social, domestic and multi-
cultural feature film highlighting the value and quintessence of 
tradition, friendship, betrayal and love. This film, in line with the 
modus operandi of the Yoruba Travelling Theatre groups’ 
indigenous methods of storytelling combines mythology, ritual,  
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narrative and performance (Falola & Heatron 2003, p. 74) to drive 
home its points. We do know that the Yoruba’s as portrayed by 
Okome (2000) are famous for their expressive culture, especially 
in oral and performance arts; hence they became a colossus in 
Nigerian cinema. The younger generation of writers/filmmakers 
taking up the challenge of wanting to sustain this rich cultural 
heritage, delved into films produced in multiple languages. From 
all aspects, the film speaks to the audience using various means of 
communication to convey the principles, philosophy and cultural 
values/images of the Araromire people, and by extension Nigeria 
and Africa. The director uses multiple languages – English, 
Yoruba, Pidgin, and a tint of Izon, Urhobo and French with a lot of 
code-mixing and code-switching – to convey its overt messages, 
while using symbols, images, sound, music, actions, costumes, 
architectural designs, cuisines, dance and song of some ethnic 
groups as cultural markers to transmit its covert messages. 
 Beginning from the known that is spoken the word, the 
Priest of Araromire (Ombo Gogo Ombo) starts the movie by 
welcoming the goddess into their community. Though set in a 
Yoruba community, the Priest uses Izon to exalt and welcome the 
goddess into their midst.  Although Izon does not fit into the 
setting, it is believed that when the gods (supernatural powers) take 
over a person he/she speaks in strange languages. Going further 
into the scene, we see Sola and Mr. Fidelis, the Director of a 
company discussing employment issues as Sola went to seek for 
one in his organization, but was turned down basically because 
there is no National Youth Service Corps (NYSC) certificate. This 
triggered Sola’s anger who speaks rudely to Mr. Fidelis, switching 
from English to Pidgin and vice versa. 

Sola: Is it because I say I no go wear khaki 
for 1 year, you kan say I no fit work for your 
company? But listen Mr. Fidelis even for all 
the millions, I no go work for your jaga jaga 
office. 

 
The English language, they say, is not our own hence most 

people are more comfortable speaking their mother tongue or  
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pidgin. Even as the Force Personnel in the film - the Camp 
Instructor and the Policeman at the entrance gate spoke pidgin all 
through though they are in the midst of graduates. The Police 
officer is from Oyo by merely looking at his face, a Yoruba state in 
Nigeria is more at ease communicating in pidgin, though this 
researcher believes if he were aware of Sola’s ethnic background, 
would have done so in Yoruba. Most of the characters 
communicated in English Language during formal 
communications; people like Femi and Mona. Between Femi and 
Mona in a conversation in English, but with a switch to French 
word “c’est fini” meaning “it is finished/I have finished. Sola and 
his immediate family members, Sola and Lara, Femi and Linda, 
Sola and Ngozi, and Prof, Sola and Mona. For Femi and Sola, their 
communication could be private in Yoruba then reverts to formal 
conversation in English as in the office scene and even as switch 
from English to Yoruba or a mix of both languages and pidgin. 

Sola: Femo, how far? O sokpe e bi bahyi lo gbe 
o wa. How far ki lo shele? Wo  bakassi yen 
Femi: Mona is here you know? 
Sola: ehen? But iyin o da nko ko duro nawh. 
 Femi: she is in the clinic 
Sola: ki lon shele? Okay let me settle down,, I 
will catch up with you. 
This, among other such conversations, give the film a 

natural flavour and realism, but according to Gbileka the 
conversation of these characters whether “in their mother tongue, 
pidgin or simply everyday English” (1997, p. 169), language is 
used to achieve social distinction. As for Lara and Mona there was 
a little mix of English and pidgin, this I am sure is unconscious.  

 
Mona: Please let me lend Femi from you for a moment. 
Lara:   Please take him I dash you. (this literally means 
I give him to you free of charge) 

This kind of switch and mix of Pidgin, English and Yoruba  
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are seen in most part of the performance between Sola, Femi and 
Lara, which gives Nigeria a greater opportunity and need of 
retaining multilingualism among themselves. This mixing and 
switching in and out of English to other languages show that the 
lingua franca though important, is still a borrowed language. But 
the blend of our indigenous and pidgin languages gives the film a 
natural flavour; a living reservoir of the history and cultures of 
Nigerian people, a reason why Egbokhare quoting Prah says that: 

In Africa, the cultural base of mass society, 
which is in reality premised on African 
language, provides the credible condition for 
the development of a society, which 
involves the masses and these uplifts them 
socio-culturally and economically from 
where they are, or the bases of what they 
have (2003, p. 26). 

Afolayan adopted this means of multilingual performance 
to drive home his themes, having at the back of his mind what 
Chinua Achebe advocated, that English must be Africanized to 
become a literary language in Africa (Nigeria). Achebe describes 
his style as that of adapting English language to carry the weight of 
my African experience... a new English still in full communion 
with its ancestral home but altered to suit its new African 
surrounding (1975, p. 62). 
So, the writer/filmmaker must adapt the language to situate his/her 
work. Like The Figurine whose central idea/plot is situated in the 
Yoruba background, the movie cannot be fully classified as a 
Yoruba film. That is why Achebe translates Ibo construction into 
English, he “Ibo-ise” his syntax and sprinkles his vocals with 
easily accepted Ibo words, in an Ibo context (Osofisan 1983, p. 
64). Afolayan went a step further by putting into practice in film 
what Rotimi has done with two of his plays” If…Tragedy of the 
Oppressed (1979) and Hopes of the Living Dead (1993) in terms of 
experimenting with multiple indigenous languages in order to 
communicate with a wider audience. 
 National unity as showcased in The Figurine through 
intercultural relationships like that between Sola (Yoruba) and  
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Ngozi (Igbo), Femi (Yoruba) and Linda (Igbo) and marital union 
between Sola, a Yoruba man and Mona, an Urhobo . Both try to 
teach their child Junior, (Tobe Omoni), both languages because it 
helps the child to have an identity, it is also a precondition for 
language preservation and a revitalization of minority language. 
Because English is almost taking total control in most homes 
among Nigerians, filmmakers introduced multiple language films 
so that Nigerian languages would not become extinct. This film, 
The Figurine, is an eye opener to parents that without teaching 
their children their language – major or minor – these children may 
not know the worldview of their people, beliefs, personal 
responsibility or important individual morality, thus questioning 
the integrity of the family, which might eventually disintegrate. A 
scene from the film showing what transpired between Sola, Mona 
and their son: He runs into the room and jumps on his father lying 
on the bed, climbs down and greets, but Mona asks him a simple 
question which he decodes immediately  

Mona: Is that how Nigerian men show respect          
Son: Prostrates and greets his father in  
Yoruba: e ka ro and his mother in Urhobo: 
mighwo. 
This situation is seen between Femi and Lara (Tosin Sido) 

when he came from school to prepare for his youth service. Lara 
walks up to Femi, gesticulates by kneeling to greet him because he 
is older. Though the means of communication between the 
Kajures’ is English, they continue to instil in their son the values of 
his people, believing that he might be able to speak both languages 
as time goes on. Mr. Kalejeiye (David Oserwe), Femi and Lara are 
always communicating in Yoruba; English was never spoken in 
their home in spite of their (Femi and Lara’s) educational 
attainment and social exposure,, though their Yoruba is 
adulterated, which establishes the fact that language is dynamic, 
changing every day. These communication processes among both 
families lead to more bonding and intimacy not only between them 
but the generations unborn. 
 Language in The Figurine goes beyond words because 
other things speak, though silently but messages of our cultural  
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heritage, belief and philosophy were passed across to the people. 
Starting from the music, the words/lyrics of the songs give an 
insight into the message of the film. Starting with the background 
song “Araromire” (Wale Waves), to “When we are together” 
(George Nathaniel) at the wedding, then “Awada” (Ayinde 
Barrister) at the Kajure’s party and “Africalypso” (Lagbaja) 
showing the busy Lagos lifestyle.  All these songs expose to 
Africans and non-Africans alike some of the music genres in 
Nigeria and their relationship/importance in the people’s life and 
Afolayan led the audience to hear the tale of Nigerian rural life and 
possibly a tale of a simple Nigerian past.   

The director also uses architectural designs to make 
statements.  This is evident, for example, in Kajures’ beautiful 
beach house built with bamboo and thatch depicts an iconic 
landmark of African traditional setting and heritage. Though the 
Kalejaiyes’ building is of modern European design, the internal 
arrangements of both homes show that African cultural heritage 
and values are of importance to both families. Some of the 
paintings, crafts, and relics found in Professor’s office, are also 
found in the homes of the Kalejaiyes’ and Kajures’. According to 
Prof., “all the relics are historical and not diabolical. Not for sale 
and cannot be cast away. They are priceless, so cannot be sold to 
any Museum”. This statement may have influenced Sola’s later 
decision to keep the figurine in commemoration of their youth 
service days. In Araromire, Afolayan provides us with a vision of a 
Nigerian in which modern urban world is to be found alongside 
with traditional rural life. 
 The mode of dressing in the movie also reflects our culture 
especially the outfits made with local fabrics worn by Mr. 
Kalejaiye, Professor, Mona, Sola, and to some extent Lara and 
Linda. Their costumes transcend both the ancient and modern, 
bringing to the fore the changes in fashion trends over the years.   
Love for Nigerian cuisine by Femi and Linda at the restaurant 
probably reflects Nigerians’ pride in their heritage despite their 
social status, educational background and exposure. African 
traditional narrative is evident in the interactions between Sola and 
Junior. Sola tells Junior bedtime stories even if they are stories of 
the Whiteman’s Spiderman, to inculcate in his child the need to  



45 
 

              EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                        36                                      
relive historical events in words and partly fulfil his promise made 
when the boy was still in the womb. In his words: “I promise you 
baby that you are going to have everything I never had a father, a 
mother and a family”. He largely fulfilled this promise until the 
unexpected termination of his life by Femi.  
 The imagery of the masquerade as mentioned by Junior 
during one of his hide-and-seek game sessions with Lara, and the 
sight of the masquerade in performance on the streets of Lagos, 
show that the traditional way of life of Africans is still in existence 
and held in high esteem. The genuine nature of the African 
traditional society is portrayed in the film. Africans are good at 
using objects or signs to represent something about their major 
philosophy, belief and values in order to pass a message across. 
The director, in this instance, uses a figurine, a sculptured object 
that represents Araromire, the goddess who displays a dual nature 
of fortune and misfortune, though small in size, but greatly 
influences those that come in contact with her.  

Araromire connotes so many things in the film, though 
smallish, but with outrageous performance in the shaping of the 
lives of the characters. Her nakedness represents the blatancy of 
life as nothing goes unnoticed; her full breast is an expression of 
humanity and motherhood, which represents the nature of 
prosperity she bestows on whoever comes in contact with her. The 
jewel depicts her extraordinary powers; hence she manifests her 
benevolence and destructive tendencies. In spite of being sculpted 
from a cursed tree, Araromire means peace. But because of the 
kind of tree, it also represents misery, misfortune and destruction. 
Araromire also means different things to each of the character: it 
connotes fear to Kalejaiye, apprehension to the NYSC Camp 
Instructor, curiosity to Professor Ajala, obsession to Femi, 
reluctance, indifference and conflict to Sola, toy to Junior as well 
as fear and horror to Mona. The ring that pops up in Femi’s hand 
when he remembers the love he has for Mona means so much to 
him, depicting his obsessive nature and signifies marriage and 
love. However the ring he gave to Linda does not connote anything 
as far as love or marriage is concerned, but meant to gain Linda’s 
confidence and making her feel secure in the relationship.  
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However the same ring Femi bought seven years ago, he still wore 
on Mona in her dying state. This brings to light his vicious 
obsessive nature. 
 The emotions of awe, anxiety, fear, hate and hope conjured 
by the effects of the movie cannot be forgotten in haste. The 
various emotions were shown throughout the film because of the 
nature of the goddess, Araromire. The fear experienced from the 
mysterious eerie sounds on the parade ground, the repetitive swift 
turns on the parade ground, the mysterious magnetic pull of Sola, 
Femi and Lara by Araromire; to the emotion of hate expressed by 
the bloody attacks on Sola, Linda, Mona and prayer warriors; the 
discouragement experienced by Mona’s miscarriage and Junior’s 
death, the anxiety and fear faced at sight of the drowned priest as 
well as the hope elicited and dashed at the sight of the NYSC 
Parade Commander and also the awe of that enveloped the 
characters at the sight of the waterfall. There are certain sounds 
that signify that death is close by, destruction lurks around or that 
there is peace and prosperity in the land. The sound that emanates 
from an object hanging on a tree close to the shrine shows that a 
strange force is calling on certain person(s), which it wants to 
destroy. The bleating of the goat, the crowing of the cock, the 
sound of fresh stream water, the mooing of cows, all indicate the 
peace and prosperity in the land. The windy storm indicates that 
there is a beginning in the lives of the people, while the heavy 
rainfall shows that an old order has been destroyed like the burning 
of Araromire’s shrine and a period of misfortune, misery and death 
sets in. Apart from its destructive nature, rain brings water which is 
life sustaining and also good for growth of agricultural products.  
 Most of the actors in terms of movement and gestures 
signify certain things and they help to convey the message of the 
film. For instance the signs of asthma orchestrated by the way 
Femi breathes, Sola’s careless, reckless and unstructured attitude, 
Femi’s deceptive look, Lara’s indecisive and protective manner, 
Linda’s aggressive attitude had their effects and helped in 
propelling the message forward 
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Conclusion  
Language is the expression of all these things evolved through 
communication among members of the community and the culture 
it represents. Language, like culture, is community specific and is 
intricately interwoven with the culture it represents. Language 
helps members of the community to establish, assert and maintain 
their sense of identity and solidarity as individuals and as a group. 
Each language, therefore, is the vehicle for a unique way of 
thinking, a unique literature, and a unique view of the world. This, 
Afolayan utilized so well. He succeeded in using the language to 
raise national consciousness, promote national cohesion, national 
identity, and national integration and as a form of cultural revival. 
His characters/actors move from the language of familiarity 
through the language of immediacy to languages of local, national 
and global recognition. In sum, The Figurine is effective because 
even with the use of multiple languages, there is simplicity in 
communication of the characters, hence, it is easy to translate and 
understand without a previous knowledge of the legends or history 
of the Nigerian society. The Figurine is a film that not only 
informs, instructs, entertains but also thought-provoking and 
provocative. Afolayan achieved this in terms of expression that 
approximates societies’ spiritual fulfillment as well as reveal the 
soul of the Nigerian nation which in turn creates intercultural 
power, understanding, and tolerance. 
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Reflecting Marxist Epistemology and the Irreligiousness of 
Resource Control in Gbilekaa’s Bishop Bassey 

 
*Olympus G. EJUE 

 
Abstract 
It is sadly recognized in Nigerian cultural history that the value on 
material comfort supersedes every other value irrespective of 
whether it has any negative connotations or not. This study, 
therefore, interrogates a situation whereby clergy men and women 
in Nigeria use religion not only as a seductive means to manipulate 
the masses into doing their biddings, but also as a means of 
survival in a harsh economy. The resultant hardship and 
unemployment situation in the country appear to be prompting an 
inevitable corollary of irreligious undertakings by dishonest clergy. 
The play, Bishop Bassey, typifies the problem of personal interest, 
subterranean underpinnings in manipulating of religion as an 
essential corner stone for self-aggrandizement. Simply put; it 
epitomizes religious deceitfulness and hypocrisies that have 
characterized the Nigerian religious landscape. Thus, in a 
metaphoric swipe of embracing Western civilization, culture and 
religion, the dimension to which the Nigeria populace now 
propagates religious doctrine has got a frightening level of deceit, 
slander and even character assassination in order to outwit one 
another in what now looks like “ in God’s Name PLC” venture. 
The warped application of irreligious doctrines as a means to an 
end by Bassey and Dede in Bishop Bassey tends to corroborate 
Karl Marx’s time-tested maxim that “Religion is the opiate of the 
masses.” A viewpoint in which religion is seen as a free-market-
system based on private ownership of the means of production and 
distribution of goods. The article holds the position that, although 
the dramatist, Saint Gbilekaa, berates the hardship and 
unemployment situation in the country, he cautions on the 
consequences of using religion as a manipulating tool for  
_____________________ 
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individual financial augmentation and survival. Religion, in this 
instance, becomes an instrument of oppression and economic gains 
in the hands of capitalist clergy. Consequently, Bassey and Dede 
are in turn portrayed as victims of a conscious breach in the social 
contract between the masses and their leaders. 
 
Keywords: Marxist, Irreligious, Manipulating, Aesthetics, 
Theatre, Saint Gbilekaa 
 
Introduction  
Marxism is a method of societal analysis that focuses on class 
relations and societal conflicts, following the dialectical 
materialism of Karl Marx based on the belief that ideas arise only 
as a result of material or economic conditions (favourable or 
otherwise) to further necessitate a conscious desire to acquire as 
much material wealth as possible thereby resulting in class 
struggle. The obvious calculation is that the rich has all it takes 
(means of production) to acquire more and the poor has nothing 
but brains and brawns to scratch at the encrustations of societal 
topsy-turviness.  
  Advancing the validity of Marx belief, Saint Gbilekaa uses 
his play - Bishop Bassey not only to portray religion as a 
stupefying phenomenon on a bored populace, but also as a 
manipulating tool for individual financial augmentation. In other 
words, religion is portrayed as a phenomenon that is motivated by 
profitable gains and control of the resources that can accrue from 
it. The play uses Marxism as a tool that is strongly opposed to 
religion. Religion from the Marxist point of view is perceived to be 
a phenomenon that has an inductive effect of what brings relief or 
weariness on the oppressed people of any society. Hence, it is seen 
as a contrivance meant to fool or hoodwink the masses. In fact, in 
so many societies the world over, this opium of the people has 
been used by the ruling class over the years to magnify and give 
false hope to an imagined future utopian age of joy, peace and 
abundant prosperity for the masses. This is done in respect of the 
fact that the working class perceives it (religion) as a form of 
protestation against their economic conditions. This becomes true  
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of Gbilekaa’s Bishop Bassey, wherein two characters in search of 
livelihood decide against all things to establish a church in order to 
take undue advantage of man’s long rumoured quest for spiritual 
uplifting and economic prosperity.  
 Thus “leaning on notable Marxist aestheticians, Gbilekaa 
identifies two main strands of radical theatre in Nigeria, namely; 
that practiced in conventional Western theatre and directed at a 
literate audience on one hand, and a community or popular theatre, 
on the other”( Darah 67). This is an indication that Gbilekaa finds 
relevance in challenging classical conventions which, to a large 
extent, appear not to be amenable to innovation and changes that 
could characterize postmodernist theatre practice in Nigeria. 
Indeed, Gbilekaa’s theatrical platform assumes a slight departure 
from that of the first generation dramatists like Soyinka, J. P. 
Clark, Ola Rotimi, etc., whose predominant ideology of 
conformism and animist metaphysics preoccupies their style of 
writing. It is clear today that contemporary theatres the world over 
are proving to have concrete alliances between the playwrights’ 
and their audiences. In other words, the playwrights formulate the 
dialogue of our epoch and also find a way of giving expressions to 
its inspirations. They (playwrights) are sometimes described as 
“seers, prophets, visionary and even fortune tellers. Consequently, 
the so-called primitive society sees him or her as a medium – the 
‘go-between-contact’, between the people and the unseen forces” 
(Kofoworola 77). This stand is obviously not unconnected with the 
fact that: 

Life has become precarious, death and 
violence stalk our every footstep. Hunger 
and squalor, disease and agony are 
everywhere in the street. It has become a 
veritable struggle to stay alive, and remain 
human. (Osofisan 4) 

Therefore, the idea of a church as a golden route that 
ultimately leads to a life of wealth, affluence and economic 
fulfillment struck Bassey, the theatre artist and Dede, the scientist 
only as a direct panacea to wretchedness, hunger and abject 
squalor and poverty. This is a clear indication that material  
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conditions give fillip to ideas. 
 
Marxist Aesthetics and the Nigerian Theatre 
In the world today, all culture, all literature and arts belong to 
definite classes and are geared to definite political lines. There is, 
in fact, no such thing as art for art sake… (Tung 25). The aesthetic 
idea of Marx on literature and art as investigated by Gbilekaa is 
handy here to further explain clearly the relationship between art 
and ideology and the class character of art in which far-reaching 
transformation of human reality is based on a dialectical 
explanation of times gone by. To the Marxists, commitment in art 
is dialectical. It entails going to the roots of the problem by 
unearthing the class formations, the on-going class war that 
perpetuates injustice, misery and poverty. In other words, the 
‘committed’ writer preaches the changeability of old, archaic 
institutions and demystifies capitalist myth by attacking the status 
quo, educates the people; create hope in them in such a way that 
they become confident of making changes. The view of literature 
as a conscientization medium… (Gbilekaa 51-52). 
 History has it that even the classical Greek playwright’s 
like Aeschylus, Sophocles, Aristophanes and Euripedes to an 
appreciable extent did echo in their plays, the cosmic realities. 
Nwosu suggests quite correctly that “same practice applies to 
medieval playwrights who projected the medieval religiosity in 
their morality and mystery plays. The renaissance writers even up 
to the modern and postmodern playwrights also reflected social 
realities in their works” (7). The experience of this disconnect, due 
to the deadly blow dealt Africa by the imperialists in terms of 
social relations and community values, there have been conscious 
efforts by Nigerian dramatists over the years to articulate and 
interpret the realities and aspirations of our tempestuous society. 
Arts, therefore, become phenomenal to the values and 
socio/cultural underpinnings of a society in a manner that it cannot 
be conceived in an abstract mechanistic conception. 

The drama import of Gbilekaa at this instance, aims at not 
only to awaken the consciousness of his audience who in turn must 
see themselves as agents of change, but display a displeasure of the 
idealist vision based on animist metaphysics of his predecessors.  
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The basic thrust via Marxist aesthetics according to Adeniyi in a 
keynote address to Theatre and Politics in Nigeria is that which 
stands to promote and “reinforce structures that reduce our 
capacity to achieve the goals of self-determination and 
actualization” (iv). This cultural renaissance is noticeable in the 
creative craft of Wole Soyinka, J.P. Clark, Rotimi, Bode Sowande, 
Femi Osofisan, Kola Omotoso, Rasaki Ojo Bakare, Alex Asigbo, 
Tunde Fatunde, Sam Ukala, Segun Oyekunle, Bode Osanyin, 
Tracie Utoh-Ezeajugh, Olu Obafemi, Tess Onwueme, Effiong 
Johnson, Ahmed Yerima, not forgetting Gbilekaa and a host of 
others. It is against this backdrop that these dramatists, particularly 
the latter ones recapitulated their dramas in a form of revolt and 
protest against the imperialists’ literary ideology and legacy to 
Nigerian theatre. Obafemi argues that: 

In a direct way of re-interpreting history, 
away from the tragic, reformist and idealist 
dimension, these dramatists… take on both 
urgent and topical matters that plague 
society and open up discussion with their 
audiences as to how best to come into new 
self and collective liberator awareness. (7) 

It is an experience of the dominant preoccupation of the 
theatre enforcing total radicalization of mass consciousness. In 
fact, this posture jettisons the philosophy that presents life as static 
and humanity a mere pawn in the hands of the gods. Gbilekaa 
reaffirms this emergent revolutionary theatre and testimonies. He 
says that: in the theatrical idiom, post-independent drama 
expressed the new national consciousness. Rejecting his erstwhile 
Eurocentric aesthetics socialization and ideological bent, the 
Nigerian playwright together with the novelist looked back into 
their archival past with the aim of unearthing the rich culture, 
philosophy, poetry, dignity, in fact values that the colonialists had 
wantonly destroyed (3). 

This preposition is further strengthened in a platform where 
he (Gbilekaa) condemns the logic of converting from a colonial to 
post-colonial via the dialectics of globalization and the Nigerian 
socio/political existence. Gbilekaa encourages Nigerian writers to  
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use their social experience in responding and engaging the 
consciousness of the Nigerian masses through their creative 
endevours. With the numerous examples of creative works from 
Soyinka, CypriN Ekwensi, Chinua Achebe, Ben Okri, Niyi 
Osundare, Chimamanda Adachie, Herbert Ogunde, Elechi Amadi, 
he believes that “one of the major ways which the image of a new 
Nigeria can be constructed and reinforced is through her literature. 
Nigerian literature has no doubt carved a global niche for itself” 
(Gbilekaa 315).   

It is important to observe that Nigerian playwrights at this 
time had become knowledgeable of the cosmic laws that govern 
their society and indeed all the necessary artistic symbols that 
could add value and relevance to their works. Just like Gbilekaa’s 
Bishop Bassey, Soyinka’s Jero in The Trials of Brother Jero 
epitomizes religious deceitfulness and hypocrisies that have 
characterized the Nigerian religious landscape. Yerima’s The 
Bishop and the Soul and Thank You Lord with the themes of 
jealousies, temptations and rivalries; Emmanuel Okom’s God on 
Trial and the Boko-Haram saga and betrayals all collective 
memories of imperfections of a creative repertoire from which 
these playwrights draw. It is this commitment that injected the 
Marxist perspective at the expense of the status quo in Nigerian 
drama as an alternative to dethrone the epoch of tyrants and 
megalomaniacs in the Nigerian polity. It was a period that recorded 
the emergence of a theatrical socialist revolution of a theatre of 
commitment and ideology with Osofisan’s Once Upon Four 
Robbers, Morountodun and so on; Sowande’s The Night Before, 
Farewell to Babylon which he termed ‘spiritual nationalism’ which 
all began to re-examine their society from a dialectical materialist 
viewpoint with a view to capturing the yearnings and aspirations of 
the common man. It is perhaps against this backdrop that Obafemi 
avows that:  

Their work deals, urgently, with 
contemporary social problems in Nigeria 
with the aim of raising mass awareness of a 
positive revolutionary alternative to the 
present decadence. They deal with subjects  
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as topical as the phenomenon of armed 
robbery, students’ rampage, class struggle, 
corruption, fierce anti-capitalism and 
feminist concerns. (168) 

 The Marxist ideology and literature employed by these 
playwrights is that of a theatrical medium that is not just sheer 
propaganda art, but that which commands mutual influence and 
sees art as an instrument of social change. Albeit, Rotimi’s 
ideological vision is most times viewed from an animist 
metaphysical perspective.  However, his later plays, for example, 
Hopes of the Living Dead is “unequivocally a theatre of human 
struggle and human liberation through collectivism, which all 
radical, dialectical theatre subscribe to”(Obafemi 5). It is, 
therefore, particularly important to note that, at this point, Rotimi’s 
creative activity is adjudged as characterized by ‘aim-setting’ and 
pure radicalization of mass consciousness. This fundamentally new 
ideological and radical bent situates Rotimi as having the same 
artistic thought with Osofisan, Omotoso, Obafemi, Oyekunle, 
Onwueme and Fatunde. However, it is worthy to mention that 
Sowande and Osofisan are fitting types in the Nigerian dramatic 
plateau whose social dimensions of social duty articulates societal 
matters with  Marxist underpinnings. This assertion is well 
elaborated by Uche-Chinemere who considers them: 
 

As dramatists who wrote when the 
Marxist/Socialist reductionist philosophy 
was very prominent, most of their plays 
chant and celebrate the ideologues and 
slogans associated with the Marxist school. 
(12) 

 These iconoclasts triggered a lot of interest and 
followership as later dramatists and theatre scholars keyed into 
theories and thematic metaphors that articulated their artistic 
efforts as momentous examples of revolutionary theatre. To a large 
extent, efforts of these playwrights “become a matter of exigency, 
therefore, to see the committed theatre as a strong dialectic link 
with politics, ideology and economics. The result of this awareness  
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brings us to reality and rekindles our consciousness in community 
development” (Ejue 181). It is in the same vein that Azeez opines 
that “the modern artist or activist of the theatre must go beyond 
Brecht, beyond Piscator, beyond Sartre and Beckett” (45). This is 
because the Nigerian artist needs to appraise his or her strategies 
with a view to remaining relevant to society. 
 
Marxist Perspectives in Gbilekaa’s Bishop Bassey  
Bishop Bassey is a documentation of Gbilekaa’s Marxist 
viewpoints in which religion is seen as a free-market-system based 
on private ownership of the means of production and distribution 
of goods. It is a reflection in which men and women sometimes 
arbitrary seek togetherness through a complex mechanism with the 
view to elect for themselves, leaders to whom they would give the 
power to control the sources of production, distribution and 
exchange in exchange for protection and provision. For Gbilekaa, 
as a playwright, religion has become an instrument of oppression 
and economic gains in the hands of the capitalist. This to a certain 
extent explains the ideological content of the play that is directly 
associated with social consciousness and the search for the 
meaning of human life. In the play, two major characters – Bassey 
and Dede are victims of a conscious breach in the social contract 
between the masses and their leaders. Consequently, it reflects the 
life of man or woman in a state of nature to which the trappings of 
poverty and hardship are associated. The theme of religion is used 
to preach ‘godliness with contentment’ which sermonizes the 
popular gospel song: 
 

All things bright and beautiful 
All creatures, great and small 
All things wise and wonderful 
The lord God made them all  
The rich man in his mansion 
The poor man at his gate 
The lord God made them so 
(Emphasis mine) 
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 With this kind of sermonic pretence circulating 
Christendom, Christianity among a host of other religions in the 
world makes itself ready tool in the hands of capitalist oppressors 
who would rather have the poor remain poor or grow poorer and 
the rich remain rich or grow richer. Bassey and Dede opted to 
establish a church, not a school or any other genuine business 
venture due to a combination of quick thinking and guile. In fact, 
this decision was by no means an accident, but precipitated by the 
level of severe lack of food and poverty ravaging the land. Besides, 
the fact that people could walk naturally into any building that 
looks like God’s business is being discussed in the play. Like con 
artistes, Bassey and Dede knew that establishing a church is the 
only way they could defraud the poor and the rich alike and not be 
arrested for it. 
 Thus, the play, Bishop Bassey, is a satire that lampoons the 
deceptive irreligiousness that has typified contemporary places of 
worship in Nigeria. The play raises major disturbing issues about 
the faith of the average man or woman in society. Bassey and Dede 
are plagued by economic and political injustice in the Nigerian 
society; hence, they decided to be creative in their own uncanny 
way by impersonating as sincere men of God in order to create 
wealth for themselves. But no sooner than they started, crises of 
ownership and resource control amongst them erupted. And this 
brawl eventually leads to the tragic end of Bishop Bassey. 
Invariably, religion is portrayed as a concept that strives on make-
belief. Marx had even described it as the opium of the masses. 
Asigbo and Ejue believe it is “a situation whereby leaders use 
religion as a seductive means to manipulate the masses into doing 
their biddings” (68). This is further confirmed by Helen, a member 
of Bishop Bassey’s church as she testifies that: 

Two Sundays back, Bishop Bassey talked 
about the importance of sowing a seed if we  
needed special favours from God, and I did. 
Just a week after, a contract I have been 
pursuing for months without any headway 
was awarded to me. I sourced money 
without any problem and I was paid a week  
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after delivery. I hereby bring this token to 
the lord. Praise the lord. (Gbilekaa 16) 

This testimony is either false or ill-dated. If the Bishop’s sermon 
on “the importance of sowing seed” was preached two Sundays 
ago, and a week later, she was awarded a contract, then something 
is fundamentally wrong. Assuming it took Helen just one week to 
source for funds to fulfill and deliver on the contract, it then means 
two Sundays would have already elapsed.  Since it took another 
whole week for her to get paid, then it automatically means that 
she would only get her chance to testify on the fourth Sunday. By 
this calculation, therefore, it becomes clear that Helen is being paid 
to give false testimony just to keep the hopes of the other members 
high and encourage them to sow bigger seeds in order to get bigger 
favours from God. Other testifiers toeing similar path also 
confirmed having sown a seed just before their so-called miracle 
took place. Barbara’s prayer for the offering session of the church 
service proves an unholy and unscriptural love for money. Hear 
her: 

Heavenly and thundering one, who sits atop 
mountains and resides in the abyss of the 
oceans, omnipresent and beneficent one who 
knows all our minds, you who sees the 
contents of our pockets and banks. We do 
not only evoke your presence here but also 
ask you to bless those who have given 
generously for your love cheerful givers. 
For those who have offered only twenty 
or fifty naira, lord, please have mercy on 
them, change their stingy nature so they 
would learn to return to the lord in large 
measure what the lord has generously given  
them. Amen. (Gbilekaa 13-14) (Emphasis 
mine) 

 This is a lampooning of the modern day new generation 
churches where craving for material wealth has taken the place of 
God in the hearts of men and women. For Barbara, it is a sin for 
people to give twenty or fifty naira as offering in church; a sin  
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requiring God’s forgiveness and deliverance. Bishop Bassey, who 
only a few months back was dying of hunger in a shared one room 
apartment, is already asking for five persons who would donate ten 
million naira each to support the completion of the church’s 
building. Like a people hypnotized, members stood up one after 
the other to make donations. This irrational demand for money and 
other material things cannot be justified by any stretch of moral 
indices. In contemporary Nigerian society, this is a common 
phenomenon amongst the so-called preachers of the word of God, 
with two faced-insincere dealings with people, especially by being 
outwardly friendly, but secretly disloyal even to God Himself.  

On 14th of August, 2013, Peniel Plus, a Nigerian blogger 
published an article on www.Ynaija.com in which Bishop 
Adeboye, the senior pastor and founder of the Redeemed Christian 
Church of God (RCCG) was quoted as saying: 

We need one billion naira from ten people, 
if you are one of them, please see my 
personal secretary after we finish today. We 
also need one hundred million naira each 
from those who can afford it. If you are in 
that category, please see my personal 
secretary as well.  

 With this kind of pronouncement coming straight from 
such a highly placed and respectable man of God, it becomes clear 
that it is only by being able to donate a certain amount of money 
that one can qualify to see Bishop Adeboye’s personal secretary. If 
it cost this much to see Bishop Adeboye’s personal secretary, how 
much more Adeboye, then of course God Himself. There is also 
the argument that schools built with church members’ donations 
are the most expensive in Nigeria, especially tertiary institutions. 
Such institutions are priced so high that only a handful of such 
church members can actually afford to send their children there. 
These events only confirm the Marxist scepticism that religion is a 
capitalist device used to rob the poor and pay the rich. 
 Furthermore, a closer look at the script supports the 
Marxist conception of the struggle for the control of economic 
power. Bishop Bassey decides to take for wife Barbara of her  



63 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                        54                                    
 
melodious voice. He also converts the church business jointly 
owned by him and Dede to a private and family business. As if this 
is not enough, Bassey tries to frustrate, deny, emasculate and 
relegate Dede from being the church treasurer to nobody or a mere 
‘bench warmer’ in the church. This decision does not go down 
well with Dede who resultantly demands a payoff. In his greed and 
capricious self-righteousness, Bishop Bassey feigns ignorance of 
any business deal with Dede and instead begins to preach the 
gospel of salvation to him. It became a tussle and wit contest of 
‘either, or…’ between Bishop Bassey and Dede. Thus, almost like 
the willowy body of joy which Rotimi describes in The gods Are 
Not to Blame as having “a slender body that breaks too 
soon…There is trouble now in the land, joy has broken and 
scattered; peace too is no more”. (8). Dede contracts hired killers 
to assassinate Bishop Bassey in his house. It becomes clear that the 
struggle over who controls the resources of the church became the 
bane between Bishop Bassey and Dede and eventually leads to the 
tragic death of Bishop Bassey. 
 
Conclusion 
The proliferation of churches in contemporary society is becoming 
worrisome. This is particularly so because certain disclosures are 
revealing deceitfulness, undue assertiveness to control monetary or 
other resources of the church, and above all, the general ungodly 
tendencies of the owners/founders of these churches. Moreover, 
this unparalleled greed and urge to control power and finances 
within the church domain at all costs is what leads to divisive 
unpleasant split among members. Gbilekaa’s play, therefore, is an 
attack on arrogance, megalomania and deceit. The play identifies 
with the dialectical materialism of Karl Marx which hinges on the 
belief that a man’s or a woman’s financial status controls and 
determines his or her reasoning and his or her material condition 
defines his or her ideas. In as much as he did not lay much blame 
on his major characters, it is still clear that he abhors what they 
became. Rather than condemn the two graduates, he lambasts the 
Nigerian society for being responsible for what they Bassey and     
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Dede) became. Against this backdrop, Gbilekaa advises the 
Nigerian society to reflect on the broad spectrum of complexities 
and challenges of the universe and how people can consequently 
understand and come to terms with the multipart of their 
environment. He philosophizes this in the words of Bassey that: 
 

Humanity in its entirety abounds in rich 
resources. The lazy, prone to idleness sit 
down grumbling, the creative, without 
boundaries regale in their creativity. I sought 
life, I found it, like nectar, I savoured it and 
the swan I will bid it farewell with a song. 
The lord giveth, the lord taketh, it was good 
while it lasted. Blessed be the name of the 
lord.(44-45) 

 Invariably, he encourages the poor to try and be creative 
rather than sit down and resign to fate. He advocates some sort of 
revolution in which creativity instead of violence would be the 
instrument of the poor in redefining and determining their own 
destinies. Essentially, Bishop Bassey establishes an ideological 
consciousness in the comity of radical scholarship in the Nigerian 
theatre through a critical Marxist framework and stagecraft. The 
play provides pedagogical strategy and theoretical moorings to 
animate a theatrical vision which exudes a certain tendentiousness 
of revealing art as the handmaid of socio-political ideological 
trappings that presents a vision of the world in transformation.  
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Hope Eghagha and the New Counter-Discourse in Death, Not a 

Redeemer 
 

*Etop AKWANG 
       
Abstract 
This article identifies an inward rupture in the practice of counter-
discourse amongst African writers and critics. It reveals how a 
range of credos embedded in African literature, including drama 
and theatre, such as negritude, African personality, pan-
Africanism, etc., and originated by African writers/literati, to both 
contest and reverse imperialism’s depressing rhetoric against 
African civilization, now attains the locus of power and, co-
instantaneously, conferred a certain hegemony which privileges 
pristine African values above all other alternate apprehensions of 
the universe in contemporary Africa. Drawing from content 
analysis as its research method, this article derives its theoretical 
foundations from the New Counter-Discourse, itself, an offshoot of 
Counter-Discourse, which assumes the moral gait of a faction that 
interrogates, from within Africa, the unwholesome perpetuation of 
African values as the dominant ideology in the activity of cultural 
production rather than situating them in a network or continuum of 
equitable or mutually accommodating discourses. The primary 
sources of information are derivable from Hope Eghagha’s Death, 
Not a Redeemer and Wole Soyinka’s Death and the King’s 
Horseman while its secondary sources are critical analyses of both 
theories and texts gleaned from the library.     
 
Keywords: Hope Eghagha, New Counter-Discourse, Wole 
Soyinka, Death, Not a Redeemer 
 
Introduction 
This article is an examination of the contestatory verbiage and 
subversive strategies inherent in Hope Eghagha’s play, Death, Not  
__________________________ 
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a Redeemer, which gazes back at the textual ideologies and credo 
of a dominant post-colonial and post-Negritudinist text, Death and 
the King’s Horseman by Wole Soyinka. Hope Eghagha is, equally, 
a poet, playwright and an avid producer of plays. After a sustained 
career as a professional play producer/director founding and 
managing small theatre companies in western Nigeria, Eghagha 
joined the faculty of the University of Lagos as a lecturer in the 
Department of English, where he has also served the Head of 
English. Eghagha believes in the messianic mission of drama in 
redeeming the past or history. Writing on the “background” of 
Onowawi Shall Rise Again, Eghagha admits that “this play you are 
about to read has been inspired by the story found in Okpe history” 
(Onowawi vii). He locates the plot of Death, Not A Redeemer 
“within a modern society and its polity, with all its attendant 
imperatives” that make him embrace “with all sense of 
responsibility the scope, dimensions and nature of contemporary 
conflicts” (“Preface to the Play”). Eghagha is himself, at present, 
preoccupied with some sort of grassroots political mobilization 
among the local Urhobo people in Delta State of Nigeria where he 
hails from. 
The New Counter-Discourse 
According to Michel Foucault, the French philosopher and social 
historian, “counter-discourse is a discourse that challenges the 
original discourse’s legitimacy”. The term discourse, as it is 
conceptualized within fields of study in the humanities and the 
social sciences “describes a formal way of thinking that can be 
expressed through language, a social boundary that defines what 
can be said about a specific topic” (Discourse 1). Discourses are 
esteemed as having the ability to influence subtly or affect our 
view of the world. This is the import in Teun A. van Dijk’s 
conceptualization that “discourse may describe (prescribe, account 
for, etc.,) events, actions and actors and may do so in many ways: 
more or less explicitly or implicitly, more or less generally or 
specifically, more or less precisely or vaguely, with many or few 
details, as background or as foreground, and so on” (1).  Thus, in 
Sara Mills analysis of Foucault’s use of the term, ‘discourse’  
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subsumes within it the notion that “ we can only think about and 
experience material objects and the world as a whole through 
discourses and the structure it imposes on our thinking ” (Berman, 
5-6). Foucault’s view is reinforced by David R. Howarth, Aletta J. 
Norval and Yanis Stravakakis’s assertion that human beings 
“inhabit a world of meaningful discourses and practices, and 
cannot conceive or think about objects outside it” (3).  They 
configure “discourse or discourses” as referring to “systems of 
meaningful practices that form the identities of objects and 
subjects” (3-4). From the theoretical schematization of Dijk,  

It has become widely accepted that 
discourse is profoundly embedded in society 
and culture, and hence, closely related also 
to all forms of power, power abuse and 
social inequality. It has been shown how 
ethnic prejudices and ideologies are daily 
produced and reproduced by political and 
media discourse of the elites, and thus 
contribute to the reproduction of racism. The 
same is true for everyday sexism in many 
kinds of discourse – from conversation to 
advertising – and the reproduction of the 
system of male domination. (1) 

  Insights from Helen Tiffin indicate that works of a counter-
discursive temperament, especially those respecting contemporary 
post-colonial art, philosophies, and literature involve a radical 
dismantling, subversion and appropriation of dominant “European 
discourses” (17). She portrays the activity of counter-discourse 
inherent in post-colonial text as prevalent with “rereading and 
rewriting” (18), a suffusion of “subversive manoeuvres” (18). 
Counter-discourse also involves what Sara Suleri describes as, 
“The decentering of discourse, the focus on the significance of 
language and writing in the construction of experience, the use of 
the subversive strategies of mimicry, parody and irony” (113). 
Counter-discourse belongs to the category of discourse analysis 
called “Critical Discourse.” According to Nina Berman, the  
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objective of critical discourse studies is “to reveal the oppressive 
structures of cultural discourses and to raise awareness of the 
power dynamics inherent in the multifaceted manifestations of 
language” (4).        
        The New Counter-Discourse, itself, emanates from the 
assumption that, there is, presently, in African literature and film, a 
tendency to create and enforce what Aghogho Akpome describes 
as “new dominant discourses which centre and privilege the 
national and pan-African in the collective imaginary of 
postcolonial citizens” (406). That is, the extrapolation and 
intensification of the African experience in the annals of epochal 
analyses, theorizing and representation to the extent of 
essentialism. Examples can be found in the discourses on African 
personality, nationality and ontology, and the gamut of gnosis and 
episteme that underpin them; and which strew the writings of 
Chinua Achebe, Wole Soyinka, Leopold Sedar Senghor, Femi 
Osofisan, Gabre Mendhin, Efua Sutherland, Taofik Al Hakim, 
Kalu Uka, Ngugi wa Thiong’o, Kofi Awoonor, Amos Tutuola, 
Elechi Amadi, etc.; the films of Sembene Ousmane, Tunde Kelani, 
Hubert Ogunde and the profuse ‘canon’ of Nollywood films (and 
their counterparts in other parts of Africa). For instance, the 
internal, structural dynamics and credo of these African literatures 
and films are an embryogeny of negritude which Senghor, himself, 
describes as “the sum of the cultural values of the black world” 
(196), and a consummation of what Chinweizu, et al. portray as 
“the flavor of African life [as] a matter of contemporary realities 
… as well as of the cultural inheritance from the past” (240).   

While in Chinweizu’s estimation these African literary and 
film productions “have historically been deployed for the avowed 
purposes of decolonization and for the envisaged socio-political 
development of previously colonized societies” (Akpome, 405), 
many of them containerize, equally, something of “a repetition of 
the canonical terms of imperialism’s conceptual framework” 
(Parry 276). That is, expressing what Terdiman denominates as 
“the dialectic of discursive struggle” (Parry 275) in which each of 
these authors and producers uses “the same categories and 
vocabularies as texts or social control it contests” (Dollimore 95) 
through a strategy of inscription described by Michel Foucault as  
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 “deploying just those terms which relegated it to that state in the 
first place- including ‘nature’ and ‘essence’” (Dollimore 96). In 
other words, while these films, narratives and dramatic writings 
“challenge, subvert and undermine the ruling ideologies, and 
nowhere more so than in overthrowing the hierarchy of 
colonizer/colonized, the speech and stance of the colonized, 
refusing a position of subjugation, and dispensing with the terms of 
the colonizer’s definitions” (Parry 275). They, equally, construct 
the same “structure of power it seeks to repudiate” (Chatterjee 43) 
in their attempt to return its own anti-colonialist look back at the 
Empire. By so doing, these films and literary narratives transgress 
Tiffin’s rule of the thumb that, a counter-discursive work “does not 
seek to subvert the dominant [discourse] with a view to taking its 
place” (18). 
      The new counter-discourse does counter-identify itself against 
and opposes “the dominant [national] discourse and beyond that 
again to its European progenitor” (Tiffin 20). Many of these 
contemporary African narratives have a predilection for 
“consciously or unconsciously re-[invoking] those very hegemonic 
assumptions against which the postcolonial text has, from its 
inception, been directed” (Tiffin 95) thereby running the risk of 
“becoming colonizers in their turn” (Tiffin 95). In other words, 
Eghagha’s Death, Not a Redeemer inserts dialectics into the 
dominant ontology of Soyinka’s Death and the King’s Horseman 
which is the existence of three complementary planes of existence 
normatively sketched in discursive praxis, properly, as the world of 
the ancestors, the living and the unborn. 
 
Wole Soyinka’s Death and the King’s Horseman 
Within its Janus-faced architectonics as a nugget of sublime, 
creative artifice, and real verifiable history, Death and the King’s 
Horseman rehearses the lascivious escapades of a munificent flirt, 
Elesin Oba, the King’s Horseman, who craves to mobilize one or 
all the complementary essences of transition, namely, death, life, 
and birth, before his ritual suicide on the night of the King’s burial. 
He fails in this “Promethean raid on the durable resources of the 
transitional realm” (Myth, Literature and the African World 33).  
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This is due to stirrings from encrustations of concupiscence which 
make him rush to the market where he desires for a young bride as 
“the abyss across which (his) body must be drawn” and as a “final 
gift of the living to their emissary to the land of the ancestors” 
(Death and the King’s Horseman 65). 
 The marriage is duly consummated and, “apotheosis, the 
joining of energies in cosmic continuity follows logically” (Myth, 
Literature and the African World 11). In fact, Iyaloja claims that: 
“the fruit of such is rare. It will be neither of this world nor of the 
next, nor of the world behind us. As if the timelessness of the 
ancestor world and the unborn have joined spirits to wring an issue 
of the elusive being of passage” (Death and the King’s Horseman 
22). Elesin bends his will and is promptly arrested by Pilkings, the 
colonial District Officer. Elesin’s son, Olunde, returns from 
England (where he was sent by the Pilkingses to study Medicine 
and Surgery) and commits suicide in his father’s stead in response 
to a certain inexplicable afflatus. 
 But the play’s thematic concretion is more fundamental, 
sketched largely on a meta-physical canvas and exhibited through 
a mundane apparatus labelled Elesin who presumably embodies 
“the universe of the Yoruba mind – the world of the living, the 
dead and the unborn, and the numinous passage which links all: 
transition” (Death and the King’s Horseman 7). In this extremely 
dark play, Soyinka explores the role of the spiritual elect in a 
human community. He seems to make the point that there is 
apparently always a choice for the elect between escaping 
responsibility and taking it up squarely in spite of the prospect of 
doom. For, as Oyin Ogunba notes, “the truly elect, such as Olunde, 
feels an inner compulsion, a tumultuous excitement to act his part. 
He rushes headlong to his task and to inevitable tragedy” (16). 
Elesin’s fall, on the other hand, is the result of a hubristic act. 
Weak, vacillating, treacherous and disloyal, his human unit 
constitutes the (mechanism) of his downfall. Elesin remains “an 
ethical archetype of the Yoruba tragic protagonist. His journey is a 
parable of confrontation with destiny” (Myth, Literature and the 
African World 14). 
 
 



73 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                        64                                    
Hope Eghagha’s Death, Not a Redeemer 
Covalently, Death, Not a Redeemer by Hope Eghagha relives the 
obstinate refusal of Chief Israel Zachariah Karia to commit suicide 
in defiance of the traditional injunction that demands of the King’s 
horseman to do so in order to go ahead and make preparations in 
the spirit world for the arrival of the Oba (the traditional Yoruba 
title for “King”). The Oba is always buried after the death and 
burial of the horseman. The cardinal pretext for Chief Karia’s 
refusal to die is his new-found Christian convictions which have 
twined him to a “born again” Christian church. This decision not to 
die enrages his wife, Avbero, who emphasizes to Chief Karia that 
“As horseman to the sleeping king, the bond that unites you must 
continue hereafter. You are bound by the ropes of tradition. Death 
is the vehicle which you must enter……” (Death, Not a Redeemer 
3). Her overzealousness to have her husband, Chief Karia, take his 
life does not emanate from any iota of fidelity to tradition, but 
from a desire to be set free from her marriage to Chief Karia in 
order that she could get married to her true love of all times called 
Jolomi.  
     The Elders’ Enclave is equally disturbed because it has received 
clues about Chief Karia’s resolve not to commit suicide and has, 
therefore, decided to question him. Chief Karia receives enormous 
support from his local Christian church, having the belief that, 
“The ransom sacrifice which Jesus Christ the righteous made for 
all mankind does not need a second motion. Praise the Lord!” 
(Death, Not a Redeemer 29); his son, Sankaria, who lives and 
works in London, on arrival in Nigeria declares, “Where I studied, 
any practice which impinges on the rights of the people, is thrown 
into the garbage heap. The people change. The great Queen now 
pays tax!” (Death, Not a Redeemer 45). Sankaria reckons the 
tradition of the horseman as deriving from a “primitive, feudalist 
mentality” (Death, Not A Redeemer 44). To him, such an 
institution is used “to facilitate feudalism, oppression, slavery, 
dehumanization and …….” (Death, Not a Redeemer 45). 
Consequently, Sankaria obtains a letter from an attorney-at-law to 
the Otota “preventing the council (of Elders) from commenting on 
the matter because it is already a subject of litigation” (Death, Not 
a Redeemer 47). After a heated legal contest at the law court, the  



74 
 

              EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                        65                                    
Judge makes the following submission, among others, as his 
judgment: 

...I would like to affirm an operative principle in 
the rule of law: any practice, custom, tradition, 
ritual, no matter how ancient or considered 
sacred that clashes with the Law, must give way 
to the course of the Law in order to have 
justice…. It is unreasonable for anybody to 
believe that a horseman must serve his master 
both here in the land of the living, and in the 
land of the dead…. It is a heartless and barbaric 
practice that must not be practiced. This court, 
therefore, rules that the custom of ritual suicide 
is atavistic, offensive to the universal 
declaration of Human Rights, offensive to 
natural justice…. The Law does not recognize 
any ritual suicide. This court, therefore, rules 
that Chief Karia should not be compelled in any 
way to perform a barbaric act which ought to 
have been jettisoned long before now. This is 
my judgment (Jubilation outside). (Death, Not a 
Redeemer 78-80) 

       Death, Not a Redeemer infuses counter-discourses which 
make it operate as a counter-text against Wole Soyinka’s Death 
and the King’s Horseman. The play’s overt and ineluctable 
ideology is the disturbance of what Sekoni, a character in Wole 
Soyinka’s The Interpreters calls “the dome of continuity, which is 
what life is... the universal dome” (9) which is a philosophical 
shorthand for the complex structure and symbolism of the primeval 
African ontology that, “Life is not divided into measurable 
moments of time, as in Western thought, but into three 
interpenetrating phases: pre-life, life and after- life” (Jonathan 164) 
and presented with a plenitude of representations in many post-
independence African writers such as Senghor, Achebe and Wole 
Soyinka.  
       In Nocturnes, for instance, Senghor underscores the  
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connection among the stages of existence by stressing the ubiquity 
of the ever-present ‘Ancestor’ in his veins, recalling “the abyssal 
night in our mother”, the “memory of times without history… 
Before we were born” (19, 13). In Things Fall Apart, Achebe 
invokes the presence of egwugwu (ancestral masquerades) and a 
plethora of other masked spirits to intervene in human affairs. 
Equally, the characterization of Ezinma as ogbanje (called Abiku 
in Yoruba), that is, children who are believed to have been reborn 
after their death, provides strident amplifications of these 
interpenetrating realms of existence. Soyinka’s A Dance of the 
Forests recuperates two ancestors besides an epiphany of gods and 
spirits who reappear to provide object lessons for their human 
progenies. This African ontology suggests that “there is a 
considerable interaction among the different levels of existence, 
the true passage of an entity from one level to another is marked by 
an indispensable rite of transition” (Peters, 164). According to 
Soyinka, in an essay entitled “The Fourth Stage”, there is “The 
Fourth area of experience (which is) the immeasurable gulf of 
transition” (Myth, Literature and the African World, 148). He 
describes the “Fourth stage” as an abyss that separates the other 
stages of existence: the past, present and future (which are 
represented by the ancestors, the living and the unborn). Indeed, 
Death and the King’s Horseman is a thesis play that enunciates 
Soyinka’s and [Yoruba-based] African’s belief in a universe where 
“the past is the ancestors’, the present belongs to the living, and the 
future to the unborn” (148). 
      The specific moments of counter-discursivity have to be noted. 
For instance, whereas the canonical text, that is, Death and the 
King’s Horseman, is set in the old Yoruba town of Oyo, in the 
present-day Oyo State, Western Nigeria, Death, Not A Redeemer is  
set in a fictive locale called Ijigbo Kingdom. In fact the reliquary 
of names on the Dramatis Personae vacillates between Yoruba and 
Edo/Delta cultures in the present Western and South-South Nigeria 
respectively. 
        Death and the King’s Horseman is, here, called a ‘canonical 
text’ in the sense of Mathew Reisz’s definition of canon as a “list 
of great books” and canonical texts as “the most influential books  
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ever written” [http:www.timeshighereducation.co.uk/matherw—
reisz/1022.bio] and which have the force of authority in particular 
higher education disciplines and curriculum. Thus, a canon would 
be a key text that defines a subject [or a discipline and the 
discourses they generate], set academic agendas and/or even 
change lives. Such a book has potentials to “generate outrage, 
astonishment and disagreement” (Mathew Reisz). Reisz defines 
canon as “books that everybody has heard of and that long featured 
in undergraduate overviews of “Western thoughts”. Derived, 
etymologically, from an ancient Greek word meaning ‘measuring 
rod’, John Sutherland defines literary canon as “that nucleus of 
literature that [is] worthy of study at university, or of immortality 
in ‘classic’ reprint libraries … or found in the anthologies of 
literatures marketed for educational institutions” (60). Sutherland 
submits that “the canon exists primarily to winnow out from the 
chaff what Arnold calls ‘the best that has been thought and said in 
the world; literature’s richest harvest’” (61)   
      In Death and the King’s Horseman, the Oba’s burial and, 
consequently, Elesin’s death by suicide is announced by what 
Pilkings calls “bloody drums. Do you hear how they go on and 
on?” (p. 26). According to Joseph’s (a houseboy of the Pilkingses) 
interpretation, “The king died last month. Tonight is his burial but 
they can’t bury him, the Elesin must die so as to accompany him to 
heaven” (p. 27). The horseman in Soyinka’s text has a son called 
Olunde who, on hearing of the king’s death returns home from 
England where he is studying medicine and surgery. Says Olunde 
to Jane Pilkings: “I came home to bury my father” (p.52). When he 
discovers that Elesin has delayed his suicide, and has been arrested 
and detained by the colonial authority, Olunde promptly takes his 
life in the place of his father. The reason for that action, according 
to Iyaloja, is, “Because the son could not let honour fly out of 
doors, he stopped it with his life. The son has proved the father, 
Elesin” (p.75).  
      In Eghagha’s play, on the other hand, the Oba’s demise is 
announced by a ‘Voice on Radio’ (Death, Not A Redeemer, 1). 
Moreover, the horseman, Elesin, in Death and the King’s 
Horseman, fails to commit suicide because of “the moist contact of  
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living earth between my fingers” and “the renewal of famished 
embers lodged eternally in the heart of man” which “overwhelmed 
one with a thousand fold temptations to linger a little while” 
(Death and the King’s Horseman 69). Chief Israel Zachariah 
Karia, on the other hand, refuses to die point blank because of his 
new found Christian convictions. His son, Sankaria, returns from 
England where he lives (just like Olunde in Death and the King’s 
Horseman). But instead of Sankaria committing suicide following 
the failure of his father, Chief Israel Zachariah, to do so, he 
strengthens his father’s abstinence from committing suicide. He 
does this by obtaining a court summons for the Council of Elders 
that would prevent them from deliberating on the matter, instead 
should head to the court for the determination of the case.  
       While Elesin has a young bride who, from the stage direction, 
“walks calmly into the cell and closes Elesins eyes” (Death and the 
King’s Horseman 76), overwhelmed with grief; Chief Karia has a 
young wife called Avberosuo (Avbero for short) who is not 
grieving but desires that her husband, Chief Karia, dies so that she 
can be reunited with her youthful lover, Jolomi. Elesin, in Death 
and the King’s Horseman, seizes his young bride, in a blatant 
disregard of tradition, from Iyaloja’s son, while in Eghagha’s 
Death, Not A Redeemer Avberosuo is given to Chief Karia by the 
late king, “His Royal Highness, Oba Abednego Adamuda 
Okoromole, the First” as an incentive to have him fulfil his 
obligation of dying to accompany the King. According to Avbero, 
his wife, “My father wanted to cement the relationship between the 
two families, master and servant, that’s why he ordered me to 
marry you” (Death, Not a Redeemer 7). We learn from 3rd Chief 
that, “Master and servant became friends, and then in-laws. Once 
he gave his daughter to Karia, I knew the coconut fruit would leak” 
(Death, Not a Redeemer 54). Whereas, in addition, Soyinka’s text 
envelopes the identity of the King and his horseman in shrouds of 
mystique, the King in Eghagha’s text is identified specifically as 
Oba Abednego Adamuda Okoromole the First, and his horseman, 
as Chief  Israel Zachariah Karia. Eghagha’s particularistic 
identification of the King and his horseman in Death, Not a  
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Redeemer seeks to dismantle the universalist, or ‘the universal 
man’ or ‘everyman’ notion that is usually built around anonymous 
characters in narrative and dramatic writings such as can be found 
in Chaucer’s A Canterbury Tales and ‘the Property Man’ in Robert 
Bolt’s A Man for All Seasons.  
     The prevalent notion in Elesin’s self-invocations, variously, as 
“the spirit that dares the opening of the last door of passage (Death 
and the King’s Horseman 21) and “the King’s favourite horse 
(that) is about to follow his master” (Death and the King’s 
Horseman 39) amplify his belief in the profundity of the ancestor 
world, that of the unborn as well as the world of the living. In a 
conversation with Praise Singer and Women, Elesin claims: 

Elesin: My rein is loosened. I am master of my 
fate. When the hour comes watch me dance 
along the narrowing path glazed by the soles of 
my great precursors. My soul is eager. I shall 
not turn aside. 
Women: You will not delay? 
Elesin: Where the storm pleases, and when, it 
directs. The giants of the forest. When 
friendship summons is when the true comrade 
goes. 
Women: Nothing will hold you back? 
Elesin:   Nothing. What! Has no one told you 
yet? I go to keep my friend and master company 
…. Life has an end. A life that will outlive 
Fame and friendship begs another name. (Death 
and the King’s Horseman 13-14). 

 
While demanding that he would savour the sweetness of a 

young bride before his death, Elesin resonates the cord that binds 
the living, the dead and the unborn as his justification. 

Iyaloja: The best is yours. We know you for a 
man of honour. 
Elesin: Who speaks of pleasure? O women,  
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listen! Pleasure palls. Our acts should have 
meaning. The sap of the plantain never dries. 
You have seen the young shoot swelling  Even 
as the parent stalk begins to wither. Women, let 
my going be likened to the twilight hour of the 
plantain 
Women: What does he mean Iyaloja? This 
language is the language of our elders, we do 
not fully grasp it. 
 Iyaloja : I dare not understand you yet Elesin. 
Elesin: All you who stand before the spirit that 
dares the opening of the last door of passage, 
dare to rid my going of regrets! My wish 
transcends the blotting out of  thought in one 
mere moment’s tremor of the senses. Do me 
credit. And do me honour.  I am girded for the 
route beyond  Burdens of waste and longing.  
Then let me travel light. Let Seeds that will not 
serve the stomach On the way remain behind. 
Let it take root In the earth of my choice, in this 
earth I leave behind. 
Iyaloja: The voice I hear are already touched by 
the waiting fingers of our departed. I dare not 
refuse. (Death and the King’s Horseman 19-20) 

       Chief Karia, on the other hand, is a Christian convert who 
believes “Christ has died for all. We no longer need sacrificial 
deaths, voluntary or otherwise” (Death, Not a Redeemer 8). Much 
of his convictions are contained in an argument with Avbero, his 
wife, over his unwillingness to die.  

Avbero: … You have been sanctified unto 
death  through the wish of the people. Karia:   
No, you are wrong. The blood of Jesus has 
sanctified me unto life. 
Avbero: Husband, but the blood of Jesus did 
not prevent you from enjoying the pleasure  
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reserved for the king’s horseman …. 
Karia: has it ever occurred to you that your 
father arranged this marriage in order to stop 
this senseless human sacrifice? Avbero: I 
refuse to be drawn into any discussion that 
will tarnish the image of my departed father. 
Where has honour gone? … 
Karia: What constitutes disgrace is a matter 
of opinion. I am concerned with the 
principle. It’s a sin for  a man to take his 
life. I enjoyed the pleasures of  the horseman 
only before my spiritual rebirth. Since then, 
I have abstained from all appearances of 
evil. I have been purified by the Lord’s 
blood.  
Avbero: Jesus died to purify you! Karia: 
Yes. And you too 
Avbero: Yet you do not want to die and 
leave your people in harmony. How selfish 
you are! 
Karia: Do not compare me with the Saviour. 
He is  Emmanuel, God with us. Prince of 
Peace, Lion of the Tribe of Judah. In fact, he 
is The Son of God. His blood is different 
from mine…. 
Avbero: …. The concept of sacrificial death 
is common to …. 
Karia: Christ died for ALL. We no longer 
need sacrificial deaths, voluntary or 
otherwise. 
             (Death, Not a Redeemer 7-8)          

While Elesin and Olunde strangulate themselves in Death 
and the King’s Horseman, Chief Karia and his son, Sankaria, are 
instructed against committing suicide both by the tenets of 
Christian religion and the institutions of liberal democracy such as 
the law court. Chief Karia and Sankaria are moving against the 
whole edifice of ancestral veneration. In addition, the archaeology  
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of oratorical praxes expressible in the two plays differs in both its 
linguistic symbolism and their aestheticism. Language in Death 
and the King’s Horseman fits succinctly into the partly lyrical and 
partly elegiac mechanics of traditional Yoruba ritual, described by 
Soyinka as straddling “the modernist gulf between symbol and 
expository action and dialogue with the essence of poetry, a perfect 
unity rarely encountered on the modern African stage. The 
language constitutes the tragic pulse and the transcendental nature 
of poetry over the medium of transmission, language, music or 
movement” (Myth, Literature and the African World 55). The 
Yoruba characters speak in concocted verse laden with poetic 
imageries exploited from the vast semiological resources of their 
culture and tradition. These Yoruba characters seem to translate 
their native language directly into English. But the European 
characters speak in unfeigned everyday prose.  

The dialogue also oscillates between cynical riddles and 
banal, vulgar jokes. The Praise Singer warns Elesin against his trip 
to the market in riddles, thus: “I know the women will cover you in 
damask and alari but when the wind blows cold from behind, 
that’s when the fowl knows his true friends” (Death and the King’s 
Horseman 8). Subsequently, when the Praise Singer would re-echo 
the riddle about the “cockerel”, Elesin counters it with a superior 
one: 

Praise Singer: The cockerel must not be seen 
without his feathers. 
Elesin: Nor will the Not I bird be much 
longer without his nest.  
Praise Singer   (stopped in his lyric strides): 
The Not I bird,    
 Elesin? All respect to our elders but, is 
there really such a bird? 
Elesin: Could it be that he failed to knock on 
your door?  
Praise Singer:  Elesin’s riddles are not 
merely the nut in the kernel that cracks 
human  teeth; he also buries the kernel in hot  
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embers and dares a man’s finger to draw it 
out (Death and the King’s Horseman 11). 

           The comic encounter between Amusa, his 
Constables and the market women is realized on a platter of vulgar 
jokes. 

That this stage of the action is at the 
marketplace in the twilight of evening  
Amusa:    I tell you women for the last time 
to comot my road. I am here on official  
business. 
Woman: Official business! You whiteman’s 
eunuch? Official business is taking place    
where you want to go and it is a business 
you wouldn’t understand. 
Woman (makes a quick tug at the 
Constable’s baton): That doesn’t fool 
anyone, you know? It is the one you carry 
under your government’s knickers that 
counts. (She bends low as if to peep under 
the baggy shorts. The embarrassed 
constable quickly puts his knees together. 
The women roar) (Death and the King’s 
Horseman 34). 
 

The dialogue also contains considerable praise names or 
what the Yoruba designate as “oriki”. This is the Praise Singer’s 
primary weapon both for indulging and urging Elesin on in his 
self-immolatory mission. For instance, the Praise Singer calls him 
snake- on the- loose in dark passages of the market! Bed bug who 
wages war on the mat and receives the thanks of the vanquished…. 
Hunter who carries his powder horn on the hips and fires 
crouching or standing! Warrior who never makes the excuse of the 
whining coward…. Oka- rearing- from- a- camouflage -of- leaves, 
before he strikes the victim is already prone… a stallion… on the 
grass….(Death and the King’s Horseman 19). (Italics are mine). 
       The characters also use proverbs ornamented with glittering 
verbal pictorial effects that unravel the themes of the play. For  
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example, Elesin likens his desire for the young bride as the cycle 
of the plantain where the old gives way to the young through the 
reproductive processes and death. After Olunde commits suicide in 
his father’s place, Iyaloja uses the same proverb with the same 
visual substance to confront Elesin, asking, ‘’… you who know 
well the cycle of the plantain: is it the parent shoot which withers 
to give sap to the younger, does your wisdom see it running the 
other way? (Death and the King’s Horseman  70).  

This shuffle of proverbs, nativized phrases, oriki, riddles 
and jokes bequeaths the play with beatific passages of lyricism. 
The self-destructive principles embodied in some of these 
proverbs, praise names, riddles and jokes, are sponged from the 
community through the medium of the suffering protagonist. 
Language in a tragic drama of Death and the King’s Horseman’s 
magnitude (and tragic poetry as a whole) operate through the 
homeopathic principles, and it should cause no surprise to find the 
expression ‘praise song’ attached to some of Elesin’s wanton 
lewdness, and deployed with non-critical, adulatory and joyous 
involvement.  
     On the other hand, language in Eghagha’s  Death, Not a 
Redeemer is contemplated to realize the idealism of popular 
communicative nuances that do not seek the laurel of a privileged 
identification with the aristocracy. Deeply encrusted maze of 
semiological and oblique phraseologies that reduces much of the 
communication in Death and the King’s Horseman to a 
kaleidoscope of shifting nativized hieroglyphs are discarded for 
simple, quotidian, everyday speeches that are uncluttered from 
flowery and ostentatious prosodies in Eghagha’s Death, Not a 
Redeemer.  
       For instance, Elesin’s prospected ritual suicide and the 
subsequent burial of the Oba is announced with the insistent 
beating of deep-sounding, local drums, “the deep sound of gbedu”, 
that rave and becloud the psyche of the Pilkingses. It takes Joseph, 
their houseboy, to interpret to them what these eerie drumbeats 
represent; whereas the death of the Oba in Eghagha’s play is 
announced on a transistor radio. Archetypal artefacts imbued with 
ancestral awe such as the egungun costumes with which the 
Pilkingses are regaled, and are approached with aesthetic distance     
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by the ethnically assimilated elements in the play such as Sergeant 
Amusa and Olunde as representing ‘death’ are not invoked in 
Death, Not a Redeemer. Thus, language in Death, Not a Redeemer 
operates to demystify, in Christian terms, the obtuse Yoruba 
traditional liturgy of tragic self-sacrifice propagated in Soyinka’s 
Death and the King’s Horseman.  
        The subterranean ideological and textual mechanics of Death, 
Not a Redeemer are, presumably, shaped or devised with a view to 
dismantling the hegemonic discourses of power and its cultural 
conduits inherent in Death and the King’s Horseman, especially in 
its self-grounding in an African universe manifesting a tripartite, 
complementary planes of existence, namely; the world of the 
living, the ancestors and the unborn. It is this Soyinka’s “original 
discourse’s legitimacy” (Foucault 1), characterized by what Tiffin 
calls a “centrist philosophy” (19) ascribed to the Yoruba by 
Soyinka, and which ingests a propensity to "perpetuate a political 
conservatism or blindness which sidesteps the challenges the 
'margins' of any constituted subject inevitably pose" (Tiffin, 19) 
that Death, Not a Redeemer seeks to challenge.  
Further Remarks/Conclusion  
      Conclusively, Eghagha’s text valorizes, with gusto, what 
Pechey describes as “the pluralizing and carnivalizing spirit of 
modern writing” (61). Eghagha’s intent is to create a pragmatic 
simulacrum and reality of the contemporary African world, as a 
unit of the global post-colony, that “recognizes the radical 
discontinuity between the pre-colonial past, and the present 
direction of African life” (Irele 14). That is, a realization that “the 
axis of the world in which [the African] is living is shifting from 
its grounding in the institutions and values of the traditional 
culture, towards a new point of orientation determined by the 
impact of an alien culture, specifically Western civilization” (Irele 
15). Therefore representation should be viewed, in the opinion of 
Jenny Sharpe, as “something other than the simple recuperation of 
lost testimonies” (98).  It is only for nativist or nationalist cultural 
projects that such an attempt to reproduce the purity of the pre-
colonial African mores will appear to have the pontification of a 
worthwhile pursuit. Such purism derives from a mis-recognition or  
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an underestimation of the heterogeneity to which colonial cultures 
are predisposed from the primal moments of colonization.  
       The temperament of Eghagha’s text towards Death and the 
King’s Horseman secures a rich pretext in Homi K. Bhabha’s 
warning that, national quests for cultural self-ratification which, 
invariably, answers to an ingrained quest for origination, should be 
avoided since they would, easily, “replicate imperial cognitive 
process, re-invoking their values and practices in an attempted 
constitution of an independent identity” (Tiffin 21). According to 
Bhabba, "Although the refractions of a Western tradition are 
accepted as ironical (if not tragic), the demand for a literary 
tradition, a history, is put in exactly same historicist and realist 
terms--the familiar quest for an origin that will authorize a 
beginning." (Tiffin 21). It is in this sense that Tiffin adjures, 
equally, that, the “construction of the essentially Nigerian or the 
'essentially' Australian invokes exclusivist systems which replicate 
universalist paradigms" (Tiffin 21).    
      The truth is that Soyinka’s purported “universe of the Yoruba 
mind” (‘Author’s Preface’), for example, in ancient Yoruba town 
of Oyo in the first quarter of the twentieth century during which 
the incidents are dated, was already implicated in what Pechey 
calls “up-to-date replays of the crisis of transition [and] rich in 
situations of crossing and of the Protean cultural gaze;…criss-
crossed by margins, a dense texture of boundaries” (63). The 
religious environment of the play betrays an ascendancy of 
polyphony in the exercise of worship exacerbated by the 
prevalence of Christianity and Islam alongside traditional or 
indigenous religious practices. Christianity is practiced by 
Pilkings, Jane and their African converts; they do not believe in 
ancestral worship. This explains why Joseph, the African servant 
of the Pilkingses, is not bothered about the egungun dress. Says 
Joseph, “…master is Whiteman and good Christian. Blackman juju 
can’t touch master” (Death and the King’s Horseman, 29). This 
Christian God is worshipped through lighting a ‘candle’, ‘bowing 
of head’ and ‘whispering’ to the ‘flame’ (Death and the King’s 
Horseman, 73-74). Islam is also practiced as it is the case with 
Amusa, another character in the play.  
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That means that there was no longer a virginal ‘universe of Yoruba 
mind’ at the time the incidents occurred than it can be supposed at 
the time of writing Death and the King’s Horseman in 1976.  What 
Eghagha wishes us to see is that challenges to a previous 
representation (in this case, Soyinka’s Death and the King’s 
Horseman) within his own representation (in this case, Death Not 
a Redeemer) do not threaten the cultural or historical propinquity 
of the previous one, nor seem to burst the seams of the previous 
work’s representation. On the contrary, “they reinforce its claim 
upon our attention” (Pechey 61). Literary and cultural resistance to 
white colonial ethos (through the process of nativization involving 
both utterances and practices) suggested in Death and the King’s 
Horseman, under these conditions of multiculturalism is, 
necessarily, subject to what Stephen Slemon charts as “forms of 
contractual understanding between text and reader, one which is 
embedded in an experiential dimension and buttressed by a 
political and cultural aesthetic at work in the culture” (106). This, 
then, provides the logical ground for a counter-discursive 
inscription by Eghagha against a ‘canonical’ text such as Soyinka’s 
Death and the King’s Horseman. The counter-discursivity of 
Death Not A Redeemer is pinioned to redeem Death and the King’s 
Horseman from what Tiffin calls “problems of a post-colonial 
essentialism (undesirable . . . as recursively imperialistic or 
assimilative)” (Tiffin 22) 
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From Traditional Institutions to Community Based 
Influencers: The Dynamics of Communicating Development in 

Rural Communities 
 

*Emmanuel Tsadu GANA 
 
Abstract 
Development interventions in rural communities have over the 
years, been hinged on locating and involving various community 
stakeholders in the process of planning and implementation of 
development projects. While the emphasis has always been on the 
inclusion of community based organization/groups and traditional 
institutions in interventions as key to ensuring ownership of 
projects, this paper argues that there are also individuals in 
communities, i.e., community based influencers (CBI) that have 
the capacity to function as pivotal voices in the task of ensuring the 
actualisation of development interventions (DIs). Drawing from 
different experiences of community development interventions in 
Giwa Local Government of Kaduna State and Akko Local 
Government in Gombe State, this paper examines the role and 
dynamics of both Traditional Institutions and Community Based 
Individuals in the quest to ensure ownership, actualization of 
development initiatives, and the sustainability of such projects. The 
paper, therefore, proposes that certain individuals within 
communities just like traditional institutions/rulers are very 
important to the process of engaging with communities and as 
such, careful consideration should be taken in identifying and 
including such individuals in the process of communicating 
development.  
Keywords: Community development, Popular culture, Traditional 
rulers, CBI, DIs  
 
Introduction 
It is generally accepted that the key to a successful community  
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intervention lie in the proper understanding of the community, its 
members and gaining their acceptance. Central to this process is 
the point of entry, where stake holders are identified, consulted and 
informed about goal, purpose, intentions and outcomes of the 
intended project. Traditional leaders happen to be the custodians of 
the popular culture of local communities. They constitute an 
important part of the dynamics of most communities. This is 
because they have an overwhelming influence on the community 
members. Traditional leaders continue to control most of the 
important rural survival strategies: allocation of land, natural 
resources, communal labour practices and in some instances law 
and order. This situates them as stakeholders within the community 
whose opinions and decisions are always respected and followed. 
Hence, to achieve a successful development intervention implies 
that the traditional leaders/institution of the target community must 
give their consent before community engagement can take effect. It 
is this consent that also further unlocks the participation of 
community based organizations and community members to key 
into and own the entire process of the development initiative.  

Over the years, part of what I have come to understand in 
my engagement with local communities is that, there are certain 
individuals that are as influential as traditional institutions, 
individuals whose opinions and involvement in certain activities 
within the community ensures commitment and participation of the 
community members. Such people are what I refer to as 
Community Based Influencers (CBIs). Their presence and support 
helps to strengthen community mobilization and aids in 
galvanizing the human resources which are in abundance within 
the community to effectively take part in the processes leading to 
community action. The focus of this paper therefore, is on the 
dynamic role of traditional leaders, community based individuals 
in ensuring the success or failure of community interventions. 
Drawing on experiences from the field the paper highlights how 
community interventions can either go right or wrong if proper 
identification of community communication channels are not 
made.  
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Development and the Imperative for Community Development 
The concept of development has over the years gone through a 
dynamic treatment. It has metamorphosed from just being a 
product of economic and infrastructural growth to being a process 
which is people centred and geared towards improving the 
conditions of human society. Laying a foundation for the 
conception of development which this paper aligns with, Rogers 
(1976) describes development as:  

A widely participatory process of social 
change in a society, intended to bring about 
both social and material advancement 
(including greater equality, freedom, and 
other valued qualities) for the majority of 
the people through their gaining greater 
control over their environment (111). 

The emphasis implicitly is on the inclusion of citizens in 
the process of deciding and turning around the social and material 
conditions that inhibit their wellbeing. Rather than placing the 
demands of human growth and development on the indices of 
economic progression, the human centred development entertains 
engagement, sharing of feelings and collective planning. Providing 
further description of development, Wang and Dissanayake (1984) 
sees development as:  

A process of social change which has as its 
goal the improvement of the quality of life 
of all or the majority of people without 
doing violence to the natural and cultural 
environment in which they exist, and which 
seeks to involve the majority of the people 
as closely as possible in this enterprise, 
making them the masters of their own 
destiny (p. 5). 

Development as it is understood today is an outcome of a 
generic process of engagement, which translates in an increase of a 
collective or individual awareness to take action. This perception  
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perhaps has played out most prominently in the arena of 
community development. Involving members of communities in 
the process of becoming active participants in solving inherent 
problems without reliance on government intervention is critical to 
the tenets of community development. As such, development 
initiatives have tended towards community-based development, 
because communities are deemed to have a better knowledge of the 
prevailing local conditions (such as who is poor and deserves to be 
helped, or the characteristics of the local micro-environment), and 
a better ability to enforce rules, monitor behaviour, and verify 
actions related to interventions (Platteau and Gaspart, 2003).  

Community development therefore, translates to a social 
process by which human beings can become more competent to 
live with and gain some control over local conditions and the 
changing world. Hence, development is not likely to occur if the 
prevailing conditions of an environment are characterised by 
coercion through law and order, but is most likely to happen when 
all actors participate and share their ideas, visions and 
responsibilities equally and democratically in steering and 
implementing their community or village development projects 
(Ajayi and Otuya, 2006).  

As such, communication is central to this process, as it is 
instrumental in ensuring that the members of a given community 
are given the opportunity to share and participate in the process of 
actualising their own development. Adedokun, Adeyemo and 
Olorunsola (2010, p. 101) describing the importance of 
communication to community development asserts: 

Communication is a key component of 
sustainable development. Mobilizing 
community members for community 
development purpose is important but 
members of communities can only be 
mobilized when communication is effective. 
Adequate community communication leads 
to effective collaborative efforts in issue of 
development.  
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To bring about social change among the marginalized and 

vulnerable population groups, participation must be fostered 
through communication. The type of communication referred to 
here is participatory communication; a communication process that 
is liberatory (Freire 1971), a communication processes  which aims 
at empowering people within communities with the skill to 
discover issues affecting them, and negotiate on their own, ways to 
solving those problems and taking action. This type of 
communication is premised on the idea that, “if development is to 
have any relevance to the people who need it most, it must start 
where the real needs exist” (Melkote, 1991, p. 245). It must not be 
a process of co-opting or inducing community members into 
participating in interventions of which the solutions to the 
problems are already identified by external development agencies. 
One way of ensuring that development is properly communicated 
is to ensure that the community channels of communication are 
used as tools for engagement in the development process. The 
development that is envisaged is not merely a handout of benefits 
to people in need, but a process of empowerment where rural 
communities can acquire mastery over their own destiny through 
the realization that they, individually and collectively can do 
something to improve their circumstances. 
 
Traditional Leaders: A product of African popular Culture 
To begin with, it is imperative that this section contextualizes its 
understanding of culture. Culture is the sum total of a peoples way 
of life that embodies thinking, feeling, believing, the process of 
organizing, the setup of habitation, existence and development. It is 
the nexus of the ability to store, use and reuse society’s knowledge 
and wisdom from the past to the present and also store them up for 
future use (Okwori, 2013). To put it clearly, culture encompasses 
the cumulative deposits of knowledge systems that manifests in 
traditions and customs of a people. These traditions and customs 
are sometimes popular cultural practices that give meaning and 
purpose to the collective existence of a group or society.  

The idea of popular culture therefore is sometimes 
conceived as a quasi-mythical rural “folk culture”. That which is  
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considered common to and is a product of the living experiences of 
the people. If we are to go in the line of this assumption then it will 
imply that popular culture comprises the cultural practices peculiar 
to people. Such practices will therefore include festival 
celebrations, folk songs, dances, tales and other material artifacts 
that give meaning to a particular people. This however will fit into 
John Storey’s (2006) description of popular culture as substandard 
culture that which is left over after high culture is determined. 
While this does not adequately provide a premise for a proper 
understanding of popular culture this paper will take the position of 
popular culture being a manifestation of tradition and customs.     

Hence, suffice to say that popular culture as a manifestation 
of a people’s endogenous way of expression, finds its roots in the 
traditional cultural practices that establish meaning and order 
amongst a people. By tradition and traditional here it is meant “ a 
set of practices, normally governed by overtly or tacitly accepted 
rules of a ritual or symbolic nature, which seek to inculcate certain 
values and norms of behaviour by repetition, which automatically 
implies continuity with the past" (Hobsbawm and Ranger, 1994, p. 
1). Consequently, traditional leaders are a product of customs and 
tradition which are accepted, deeply rooted and popular within 
societies. According to Adewumi and Egwurube’s (1985, p. 20): 
 

... the group referred to as traditional 
leaders/rulers are individuals occupying 
communal political leadership positions 
sanctified by cultural mores and values, and 
enjoying the legitimacy of particular 
communities to direct their affairs. ... Their 
basis of legitimacy is therefore tradition, 
which includes the whole range of inherited 
culture and way of life; a people’s history; 
moral and social values and the traditional 
institutions which survive to serve those 
values. 
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A very significant point to be gleaned from Adewunmi and 

Egwurube’s submission is that traditional leaders are an intrinsic 
part of the way of life of a people.  In another definition, “a 
traditional ruler is the traditional head of an ethnic unit or clan who 
for the time being is the holder of the highest traditional authority 
whose title is recognized as a traditional ruler’s title by the 
government of the state”(Cookey, Alemika, Amucheazi, Oyebode, 
and Yahaya,  2010). This definition is favoured because if supports 
the creation of new traditional rulers to any deserving units or clans 
and emphasize the recognition of the state. 

Hence, there is inarguably no history of an African society 
without reference to their traditional leaders. They are a popular 
symbol of tradition, culture, customs and their preservation. They 
are instrumental in ensuring growth and development in their 
communities through a well structured system of communication 
which ensures that grievances and issues of concern to the 
community members are well taken care of. Jahun (2015, p. 6) in 
describing the hierarchy and method of communication involved in 
settling matters in the traditional system of leadership in Northern 
Nigeria notes: 

 
The official method of communication 
between the traditional rulers starts either 
from the top to the bottom or vice versa at 
all times. The Ward Head for example will 
only communicate with his District Head, 
and if the matter brought before the District 
Head is beyond his authority he will in turn 
forward the matter to Emirate Council or 
local Government depending on the nature 
of the matter. The case may go up to the 
state government level for final solution. 
This method is maintained religiously to 
avoid any breakdown of communication. 
This method of communication is  
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maintained strictly to ensure discipline and 
orderliness at all times in the emirates. 

The process outlined above speaks much of the structural and 
orderly manner through which communal peace is maintained by 
the traditional institutions within which the leaders play a pivotal 
role. While it might be argued that the traditional institutional 
system is somewhat devoid of popularity because of its seeming 
exclusive reserve to a particular family, it is important to note that 
they remain ever closer to the people; and it is this closeness to the 
people that must be appreciated to achieve success in a 
development process. 
 
Leaders as Enhancers or Obstacles 
To start with, one very important approach in ensuring 
development is by giving the main actors (villagers living in the 
community) an equal opportunity to think and plan their own 
future. This underpins the need for effective leadership at the local 
community levels in order to harness the efforts of the rural people 
towards their own development (Orapin 1996). It is very important 
to note that there are two possible outcomes to the identification 
and involvement of community leaders in community 
development. When development workers do not properly 
communicate their intentions to community leaders, the whole 
process might be hijacked and truncated by leaders who are not 
responsible to their communities. In 2010 I was part of a group of 
researchers who ventured into a community called Pindiga in Akko 
local Government Area of Gombe State to understand the travails 
of tree felling within the community. Preliminary reports suggested 
that tree felling was the major source of income for the community.  

As part of the strategy to gain access and entry into the 
community, the group identified the Village Head (the Dakaci of 
Pindiga) as the contact person, to facilitate the entire process of 
engagement with the community. Unfortunately, he saw it as an 
opportunity to meet his own needs. He deliberately refused to take 
the group to see the Emir of the area (whose palace is in the 
community) claiming that he had travelled. For every task we 
needed to accomplish he made a monetary request. He requested  
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for finance to do virtually every task the group intended to 
accomplish, from mobilising community members for discussions, 
to making announcements about meetings. Perhaps he was already 
used to being co-opted and induced into participating in 
development activities and saw this as an opportunity to hijack the 
process for his own benefit.  Another possible dimension to it is 
that he might have participated in political mobilization which are 
naturally monetized, and therefore saw the group as government 
agents who have come with a lot of money to share in the 
community. While these are possible misconceptions sometimes 
held by community leaders and members, development agents 
must be awake to the negative implication of such views to the 
actualization of development initiatives and therefore must devise 
ways of effectively communicating their intentions to the 
community.  One effective way of doing this is to begin with 
communicating with the traditional institutions making clear the 
intention, objectives and goals of the initiative. 

Hence, the Dakaci’s attempt to hijack the process didn’t 
just end there; as a way to encourage community members to 
imbibe the culture of tree planting, the group had deposited young 
tree plants (consisting economic trees like cashew, guava, mango 
and others like neem tree etc) in the home of the Dakaci. Over the 
night he removed all the economic trees and ordered that other 
ordinary young plants should be planted across the village. He kept 
the economic trees for himself. Rather than carry out his obligation 
to the community by being a custodian, ensuring that the 
community members are living in harmony and protecting their 
overall interest he is acting otherwise. This type of attitude by 
community leaders is what can lead to the truncation of the 
communication processes in development intervention within a 
community. It is in this light that Adie (2011, p. 35) raises a voice 
of caution: 
 

Although villages seem so peaceful and the 
people very friendly in Nigeria, 
development agents should be aware that 
there are brutal power structures that control  
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the lives of the poor and therefore become 
conscious of how to make the people come 
first, rather than creating an avenue for rural 
elite to grow richer and richer and powerful 
everyday to the detriment of the rural poor. 

While community leaders can be obstacles to the process of 
communicating development they can also serve as enhancers to 
the entire process. Going back to the Pindiga experience what 
salvaged the intervention of the group was their insistence to see 
the Emir. After close contact with the Emir, who received the 
group with excitement, the entire process and activity carried out in 
the community became popular with the community members. The 
Emir himself made it a point of duty to check up on the discussions 
we were having with community members and assisted by 
providing transportation around the community. This results from 
the fact that the Emir identified with the initiative and expressed 
excitement over the possibilities of improving the lives of the 
members of his community. The success of any development 
project depends on whether it has good machinery for monitoring 
and evaluation. Monitoring and evaluation is necessary in order to 
ensure compliance to targeted objectives. As such, after the action 
plan was drawn out by the community the Emir also helped to 
provide the link between the community members and the ministry 
of forestry in Gombe State in order to help sustain and build on the 
efforts made by the group. This underscores the popularity of the 
authority and influence of traditional rulers which can be harnessed 
for developmental purposes. 

Thus, good leadership is essential to bring a rural 
community to action, when good leadership is provided, just as 
exemplified by the Emir in Pindiga then the community members 
will be predisposed to participate voluntarily in the 
accomplishment of stated objectives as Ozor and Nwankwo (2008) 
further argue that “the approach to rural community development 
is always through local leaders who not only act as pioneers of 
projects but also help in influencing and motivating their people to 
action. For any rural community development to be successful,  
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influential local leaders must be involved….” (p. 64). The 
implication of this is that interventions will go smoothly when 
traditional leaders who happen to be popular amongst community 
members are involved in the processes of initiating development 
selflessly. 
 
An Individual with Many Voices 
While it has been established that traditional leaders guarantee the 
involvement and participation of community members in 
communicating development interventions in communities, there 
are individuals within communities that have attained popularity as 
a result of their competence or vast experience. Such people which 
this paper refers to as community based influencers, play a similar 
role to that which traditional leaders play. Although they do not 
function in the same capacities as the institutional traditional 
leaders, they exude some significant influence over community 
members. In 2011 I came in contact with Mallam Usman 
Dogonyaro a member of a community called Nassarawa in Giwa 
local Government Area of Kaduna State. I was part of a team that 
visited the community for a Development communication field 
experience. Our task was to experience firsthand the self help 
activities which the community was engaged in, and to encourage 
community members to be self reliant.  

The idea of self help is very critical to community 
development as individuals within communities need to realize and 
take up responsibility to ensure that certain things work well to the 
benefit of their collective existence. Mallam Usman Dogonyaro 
represents what we referred to as a community based influencers. 
He independently mobilized community members to take part in 
the activities. The community members looked up to him and his 
presence at the various discussion fora held in the community 
spurred community members to participate in the entire process of 
the experiment. He spoke less, but his views were always 
representative of and carried the collective feelings of the 
community members. In as much as such individuals can 
contribute immensely to the development process, it is also critical 
for interventionists to properly manage such  
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individuals/influencers as they can also be counterproductive to the 
entire process in situations where they are overbearing and 
dominating. 
  Communicating development through community 
development strategy, interventionist must recognize that 
community based influencers are also channels for ensuring the 
participation, ownership, and success of development initiatives. 
Their involvement is very critical, as local leaders; they are an 
“indispensable set in any community. In situations where such 
leaders are dedicated, honest, and hardworking, the community 
tends to develop rapidly amidst living in peace” (Ozor and 
Nwankwo, 2008). However, there participation is not a guarantee 
for an intervention to end up as a total success. Caution must be 
taken to ensure that the community based influencers do not hijack 
the process to fuel their own personal idiosyncrasies.  
 
Conclusion  
Community involvement and participation is very critical to 
communicating development. As established in the body of this 
paper, traditional leaders and community based influencers must be 
identified as key stakeholders in the process of engendering a 
development that is a result of a people’s collective understanding 
and action.  While traditional leaders provide the certainty for 
continuity’ ownership and follow-through, the community based 
individual promotes collective responsibility amongst members of 
a community. The identification of these strengths within a 
community portends success for communicating development in 
rural communities. 
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Deconstruction in Performance for Audience Aesthetic 
Preference: An Experiment with Tyrone Terrence’s “A 

Husband’s Wife” 
 

*Oluwatayo B. ISIJOLA 
 
Abstract 
Deconstruction, which allows subjective interpretation of literary 
texts, warrants performance text to assume a different meaning 
from the literary text for a change or an up-to-date signification. 
This article investigates African audience aesthetic preference for 
morality and value for human life, and it deploys deconstruction to 
re-order the unwholesome Euro-centric value that “A Husband’s 
Wife” propagates. Having observed that the drama holds an 
unresolved ‘Medean-impulse’, the study engaged a sample 
audience in the different performances of the drama for two 
consecutive days: day one performance was approached according 
to the dramatist’s prototype, while the day two performance drew 
on the deconstruction of plot, style and characterization, to repose 
the unresolved factor, which rebates its aesthetic essence. The 
investigation combines the quantitative and qualitative methods for 
data capture and analysis, and thus deduced that the audience 
aesthetic preference was in favour of the day two performance. 
Hinging on the theory of deconstruction, the paper recommends 
that all such African plays bestowed with the shortcomings of 
African aesthetics, should be subjected to appropriate 
‘deconstruction’ in the interest of drawing on audience preference 
for increased patronage and the development of theatre in Nigeria, 
while contributing to the enhancement of wholesome moral values. 
 
Keywords: African aesthetic preference, ‘Medean-impulse,’ 
Performance deconstruction 
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Introduction 
The theatre, as a collaborative art, harmonizes its constituent 
creative activities to communicate a social vision through 
performance engagement. Apart from the value of amusement or 
entertainment, which theatrical performances offer, they also 
educate and instruct the audience. That is why Hagher describes 
theatre as “a weapon of mass instruction,” which reinforces the fact 
that theatre attains great essence when it serves as a platform for 
social mobilization (199). History records that the theatre of every 
society is themed by the happenings and issues that are peculiar to 
such society, and Shakespeare accedes in his play Hamlet (nd), as 
Hamlet addresses a group of actors: 

 …the purpose of playing, whose end, I both 
of first and now, was and is, to hold as 
‘twere, the mirror up to nature; to show 
virtue her own feature, scorn her own image 
and the very age and body of the times and 
pressure. (1090) 

Hence, the aphorism “theatre is the mirror of the society” is 
true. Esslin attests to this when he states that “the theatre is the 
place where a nation thinks in public in front of itself” (101). 
However, when the theatre takes on issues of universal essence; be 
it religious, moral, political or social, it treats it against the 
background of the uniqueness that is peculiar to the society the 
performance is made for. It follows that the theatre is not a tool that 
reflects social culture like a plain mirror does with the exactitude 
of impressions. Else, it may also achieve the proliferation of the ill 
aspects of the culture, instead of curbing them. Plato, thus worried 
about such counterproductive tendency, recommends that all 
performances, except “hymns to the gods and praise to famous 
men”, should be banned from his utopian society (29-31).  

Against this position, Aristotle, differs, and opines that 
tragedy (drama performance) seeks to deploy a number of artistic 
devices in the presentation of actions that exhibit incidences of 
“pity” and “fear” for the “purgation” of these “emotions” in the 
audience (39). It is such cathartic experience of audience members  
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that the theatre have continuously deployed for social 
transformation Hence, Dasylva’s remark that “…the theatre serves 
as a veritable means and mirror by which it is either reflected or 
refracted” (96) alludes to the transformation propensity of the 
theatre. In other words, ‘raw materials’ for the theatre are mirrored 
with altered appearance in other to achieve its objective. In The 
Marriage Coup (2013), Umukoro describes such deployment of 
theatre performances as “renovations by innovation”:  

Director: …renovation by innovation. It is 
no longer just a matter of holding the mirror 
up to Mother Nature or merely painting 
society in its own colour. That would mean 
merely depicting her in such contorted 
images in a way that has become her lot 
today. It is now for us to conceive more 
artful ways of recreating models after our 
own heart. (19)  

The charge above made to a crop of actors underscores the 
essential nature of theatrical performance, and its capacity to 
transform society. Thus, by refracting, the theatre manipulates 
images via a diminishing-magnifying device. Such devices, 
according to White, include the manipulation of “spectatorship in 
either direction; increasing or decreasing aesthetic distance” (21). 
Through the coordination of a director who harnesses the different 
arts of the theatre, performance materials sourced from the society 
are processed in appropriate dimensions, in order to fulfil theatre 
objectives to end users. To this end that Esslin claims that: 

 
The peculiar nature of drama as an 
instrument of knowledge, or perception, 
thought, insight about society; its 
correctness and the fact that drama never 
makes an overt statement, that by its very 
nature it is always an experiment which 
always carries its own control-mechanism, 
its own verification, within it. (96) 
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Consequently, this “control mechanism” serves to process 

real life incident(s) into aesthetically preferred performance, with 
which the theatre communicates its social vision. At any rate, 
theatre audience members do come with some pre-conscious 
notions that inform their aesthetic preference, and ‘verify’ the 
theatrical process. Thus, there is the need to consider the aesthetic 
preference of the target audience, foregrounded on their pre-
judgment for performance engagement. This article contends that 
Tyron Terrence’s A Husband’s Wife is a true reflection of life 
happenings on the theme of marital infidelity in the Nigerian 
society, and considers the resolution of the drama, which ties to an 
unresolved ‘madean-impulse’ as an exactitude of real life. In so 
doing, it seeks to investigate audience aesthetic preference by 
experimenting with “A Husband’s Wife”, in the variant 
performance of the drama. 
 
An Overview of “A Husband’s Wife”  
Tyrone Terrence, a Jamaican-Nigeria creative artist, is a man of 
many parts, and has established himself as one of Nigeria’s 
contemporary playwrights. He has about twenty (20) plays to his 
credit, and A Husband’s Wife is the most popular. The synopsis, 
plot summary and thematic thrust of the drama under investigation 
follows accordingly. 

After twenty-two years of marriage, the union of Femi and 
his wife, Tomi is hit by an overwhelming mid-life crisis. This 
ensues while their two daughters and son are schooling and 
working abroad, respectively. When Femi invariably admits to 
infidelity after incessant accusations by his wife, he hinges his 
indulgence to her negligence: Femi blames her for devoting herself 
to her career, at the expense of their conjugal essence, and Tomi 
succumbs. She submits herself that night, but Femi is firm to hold 
on to his mistress. In spite of Tomi’s pleas, Femi discloses that his 
mistress is pregnant, and he has to move out of their matrimonial 
home. The can of warm opens, when Tomi discovers from a hidden 
picture photograph that her husband’s Mistress is the older friend 
of their daughter. Afterwards he poisons Femi and clears her 
conscience of guilt. 
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A Husband’s Wife is a domestic drama that consist of only 

two characters in the five-scene one-act play structure, and, it is set 
in the tastefully furnished modern bedroom of the couple- Femi 
and Tomi. The play has a simple plot that runs on climatic plot 
structure, and modelled after what Eugene Scribe describes as 
‘well-made play’:  
 

The plot of a well-made play regularly 
revolves about a secret known only to some 
of the characters; revealed at the climax, it 
leads to the downfall of the villain and the 
triumph of a hero. The action, which centre 
on conflict- especially a duel of wits 
between the hero and his opponent builds 
with increasing intensity through a series of 
(minor) reversals that culminates in the 
climaxes revelation scenes (Beckson and 
Ganz, 301). 

The play opens with a point of attack, where Tomi presses hard 
husband for confession to an adulterous act, which her friend, 
Susan, had disclosed. Throughout the play, the secret, unveils in 
bits, and this serves to heighten the tension of dramatic action till 
climax. In Scene one, Femi admits to his lecherous life, reveals her 
mistress name as Linda. He discloses her age, which is twenty-two 
years younger than his, all to irk his wife. Tension accentuates in 
the second scene to a point of complication as Femi opens up 
further that Linda is pregnant. In spite of Tomi’s hysteria in Scene 
three, she holds back to know more. When it gets unbearable, Tomi 
walk out of the bedroom to catch her breath. Upon her return in 
scene four, she stumbles at her husband’s mistress’ picture 
photograph, and identifies her as their daughter’s older friend. At 
that point, dramatic actions hit climax and begins to fall swiftly, as 
the play comes to an end in Scene five, where Tomi poisons her 
husband to death and alludes to Medea experience for justification.  

The thematic trust of the play is topical in the contemporary 
African society, touching on the social problem of marital  

 
 



108 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                           99                                    
infidelity. The sub-themes of the play, which include love, hate, 
betrayal and revenge, tie up to enhance the play’s phenomenon, 
which the dramatist succinctly described as the ‘psycho-
sociological study of aging marriage’. A Husband’s Wife is styled 
for a realistic drama. This is evident in the prescribed setting, 
language, characters and dramatic happenings. The dialogism is 
smooth and lucid; underscoring characterization, delineating 
ideological positions and personality types. Noticeably, the 
dialogue is reminiscent of the conversations between Jason and 
Medea in Euripides’s Medea (431BC), which, according to 
Worthern, is “as though they were arguing in the courtroom or 
conducting a philosophical demonstration” (64). The language is 
imbued in philosophical and psychological colours, and 
confrontational, persuasive, and emotional, being deployed in a 
rhythmically pleasing fashion. Also, the techniques effectively 
used in the play include: flashback, soliloquy, and language 
repetition. 
Conceptual Clarifications 
Amongst other things, aesthetics is an essential demand for the 
appreciation of all artistic endeavours. Adorno reinforces this when 
he states that “tactility seeks aesthetic quality in the effect that 
artwork has on the observer (10). As such, aesthetics is a vital 
element that distinguishes dramatic performance communication 
from other modes of communication. Lind’s supports this when he 
argues that: 

Phenomenological analysis tends to show that an 
artwork must be aesthetic as well as meaningful. 
Without this further specification, what the artist has to 
say could not be distinguished from many non-artistic 
forms of communication. (117) 

He further adduces that the aesthetic quality of a 
performance is a measure of how well the performance can endear 
and sustain audience’s attention for a robust theatre experience 
(Lind, 119). It is probably in this regard that Adorno asserts that 
“there is much to be said for the idea that the dignity of artworks  
depends on the intensity of the interests from which we are vested” 
(11). 
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Aesthetics, as a branch of philosophy, is concerned with the 
subjective principles that define beauty in all relative disciplines; 
be it art or science. Beckson and Ganz note that there are two 
distinct views foregrounding the study of aesthetics: the objective 
and subjective views (7). The objective view holds the position that 
the quality that defines beauty is intrinsic to the object, and may 
elude its observer, whereas the subjective view consigns the 
indicators to beauty to observer’s preference. This study, however 
considers that performance aesthetics aligns with the subjective 
view of aesthetics. This position pivots from the meaning of the 
Greek, aisthetikos, which according to the Oxford Dictionary 
alludes to the sense of appreciation of beauty; giving that 
performance appreciation is the purview of audience members.  

Therefore, holistic impartation of the audience in 
performance communication is the value of performance 
aesthetics, which is capable of holding and sustaining the attention 
of audience members, who in turn, respond with the vulnerability 
that makes performance engagement fulfilling. Such vulnerability, 
as noted by Brockett and Ball is what Taylor Coleridge refers to as 
the “wilful suspension of disbelief” (13). In fact, Kennedy’s 
position about the vulnerability of postmodern audience is that 
“wilful suspension of disbelief” amounts to the “double negative 
that does not earn a positive”, and thus posits that the disposition of 
the theatre audience is “not of suspending belief, but of creating 
belief in (sharing) the embodied intensity of the fiction through 
absorption with it” (214-215). Therefore, the keenness for 
aesthetics is essential performance engagement. 

Accordingly, Johnson asserts that elements of aesthetics 
include luminosity (smoothness), clarity of forms and details, 
complexity of composition (suspense/tension/interest), balance and 
symmetry, among other things (34-35). Literally, these could be 
regarded as merely quantifiable attributes. However, aesthetics also 
consists in qualitative characteristics, which include the values 
system that constitutes the pre-conscious context of the percipient. 
According to Adedeji, “the Yoruba aesthetics postulates is ‘iwa 
l’ewa’, […] Character is cognate with ‘good’ in its qualitative  
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sense” (73). This implies that good character traits describe human 
beauty and essence. Johnson, in the same vein cites Vogel’s 
remarks, thus: “it should be both beautiful and good, because it is 
intended not only to please the eyes but to uphold moral values” 
and explains why most African languages, such as Yoruba, deploy 
interchangeably the two words “good” and “beautiful”, and for the 
same meaning (35). He further states that “aesthetics is virtuous 
and propagates it […] aesthetics and vice or evil, seem not to have 
a meeting place; definitely not in the theatre” (Johnson, 98). 
Therefore, given the quintessential of aesthetics to drama 
performances, there is the need to capture the African aesthetic 
value in a performance designed for an African audience. 

The researcher-experimentalist considers that the play, after 
climax, fails to conform to the essence of African aesthetics. After 
Tomi discovers that the mistress is a friend of the family, she 
poisons Femi to death and states, thus:    

 
In ancient Greece there was a queen named 
Medea and her husband’s name was Jason… 
sacrifices? she sacrificed all… her conscience, 
her morality, her dignity…she killed so Jason 
would become king! But Jason… who I believe 
is a distant relative of my husband betrayed 
Medea’s love with another woman! Dear 
God…poor Medea! Oh hell hath no fury than a 
woman scorned! In her rage she murders the 
princess…she kills all her children! And 
Jason…poor Jason…he could only ask 
“Why…”? To which Medea replied “To break 
your heart… A fair price to pay to take away 
your smile.”Ah tragedy…what tragedy… what 
a woman would do for love! The gods judged 
Medea and found her not…NOT GUILTY! 
They carried her away in a sun chariot because 
her cause was just, so my dear husband… MY 
CAUSE IS JUST (Terrence, 33) 
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Observably, Euripides’ influence is strong in the resolution 

of the Terrence’s drama under investigation. The resolution is akin 
to the inordinate expression of intense, but repressed emotional 
feeling of Medea in Euripides’ Medea.  In Medea, Euripides, treats 
a love-hate relationship between Medea and Jason, in a manner 
that Medea exhibits destructive emotion impulse (59-63). Such 
irrationality, as expressed in the deliberate act of murder as 
payback for hurt is what this study regards as ‘Medean-impulse’ (. 
As Femi’s dies, Tomi’s statement, which brings the play to an end, 
is: “I love you Femi. I will always love you…but I will rather see 
you dead than imagine you in the arms of another woman” 
(Terrence 34). This manifestation of the ‘Medean-impulse’ is anti-
African aesthetic, and it is not appropriate for African audience 
engagement, if it is tenable in other society. For Terrence to 
express the ‘Madean-impulse’ he could have moderated the 
dramatic action with the doctrine of ‘poetic justice’, as did 
Williams Shakespeare in Othello (1603), Jean Racine in Phaedra 
(1677) and Henrik Ibsen in Hedda Gabler (1891). Indeed, John 
Denis’ remark in Beckson and Ganz that any literature work that 
deflects from poetic justice is either “an empty amusement or a 
scandalous and pernicious libel upon the government of the world 
(207), is instructive here. With poetic justice, ‘balance and 
symmetry’, which are essential elements of aesthetics, are 
maintained in a drama.  
 However, there is a point of departure between drama as a 
play-text, and as performance, which subordinates the whims of a 
dramatist to the influence of the director and enables the director to 
re-order a performance in context. The director’s duty, which 
includes, harnessing a collaboration of various artistic inputs 
towards achieving a common goal, goes along with possible 
‘deconstruction’. Such inputs, as dramatist, choreography, designs, 
dance, acting and singing, among others, are harmonised by the 
director in some sort of unity to express the vision of a drama 
performance. Pickering recognizes such harmony that he refers to 
as “artistic unity” as being exemplified in George II, Duke of Saxe- 
Meiningen (1826-1914), for which he is credited as the father of 
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modern directing (156-157). Given that the dramatist initiates the 
pre-performance artistic process by authoring the play text, which 
serves as a baseline for the performance preparation, his artistic 
input is however not sacrosanct.  

Modern philosophy underscores the fact that there is no 
revered text cast in watertight fitting. In fact, there is the 
recommendation that authors should be detached from their work 
the moment it gets to the end user. This grants the readers the 
benefit of subjective interpretation. Such authorial detachment is 
probably what made Barthes to demand for the “death” (silence) of 
the author when he states that “the text henceforth is written and 
read so that in it, on every level, the author absents himself” (4). 
For this reason, Foucault remarks also that “the writer is reduced to 
nothing more than the singularity of his absence; he must assume 
the role of a dead man in the game of writing” (207). Such 
detachment endows the reader with what Beckson and Ganz 
recognise as an “acknowledged and controlled subjectivity” (224), 
which endow a sense of reading pleasure that enables the self-
capacity for subjective interpretation. Thus, Barthes succinctly 
declares that “the birth of the reader must be ransomed by the death 
of the author” (6). For the reader to experience reading pleasure, 
and the enabled capacity to fill the gaps of subtexts, authorial 
detachment is vital.  

In the same vein, a director takes liberty to engage in an 
informed re-ordering of a play-text, without the interference of the 
dramatist, when the need arises. Interestingly, such re-ordering of 
drama by the director, at performance, has given most dramatists 
the benefit of improving the play-text. Amadi attests to this in the 
forward to the reprinted version of his play while expressing 
gratitude to the production team (n.p). It is in this connection that 
Pickering considers the director as a “critic interpreter” (161). 
However, some dramatists hold their published work jealously 
against subjective interpretation. Thompson supports this view 
when he states that “anxiety about interpretation has been evident 
in writers on the art for a number of years… (121), and an instance 
that attests to this, which African scholars have largely criticized as  
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unnecessary, is the warning which Soyinka issues the to-be-
directors of Death and the King’s Horseman when he states that:  

…one of the obvious alternative structures 
of the play would be to make the district 
officer the victim of a cruel dilemma. This is 
not to my taste and it is not by chance that I 
have avoided dialogue or situation which 
could encourage this. No attempt should be 
made in production to suggest it (6-7). 

Based on Barthes’ and Foucault’s philosophy, such 
warnings are needless as any play text can be exposed to the 
subjective interpretation of the director, who seeks to convey a 
particular social vision to an audience. Thus, when a director 
engages the performative elements for textual interpretation, he 
does so taking into cognizance of the aesthetic preference and a 
timely social vision for the target audience. As such, the director 
can re-derive a vision, different from the dramatist’s, for the 
drama. Johnson upholds this when he states that: 
 

The playwright’s vision simply stands for 
his perception of views of the world in a 
particular play, under a particular 
theme/preoccupation … if the director 
applies the sub-textualistic aesthetics in the 
interpretative process, the vision re-
discovered, may very well go beyond the 
dimension anticipated by the playwright 
(29-30). 

Granted that creativity is the currency of the theatre, and 
given that the demand for authorial-detachment is applicable to 
play texts, the director is vested with the privilege of sub-textual 
interpretation, and this may reflect in any of the intrinsic elements 
of the play; be it language, style, genre, plot, music, spectacle and 
techniques. Herein, the theory of deconstruction comes to play. 
 The term ‘deconstruction’ was introduced Jacques Derrida 
(1930-2004), and the theory draws on the philosophy of Barthes 
and Foucault, regarding their position about authorial detachment 
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from literary works, to engender the possibilities of subjective 
interpretations and meanings. Gnanasekaran suggests this when he 
remarks that Derrida was a brilliant student of Michel Foucault 
(211). It is a poststructuralist theory in which Derrida underscores 
the arguments of Ferdinand de Saussure (1857-1913), who 
contended with the ideal of semiotics in stating that “there is no 
absolute equivalence between the ‘signifier’ and the concept 
‘signified”, and concludes that “language was not a system of 
positive differentiation (the identity of each signifier laying not in 
any essence of its own but in it being distinguishable from others)” 
(Beckson and Ganz 57). On this basis, Derrida propounds that 
since signification is not absolute, that the reader of a text can 
indulge in an open ended interpretation of language to derive 
subjective meanings, which implies a ‘re-construction’ of meaning 
from the text, thereby rendering the text ‘deconstructed’(414).  

Gnanasekaran notes that the “Theory of Deconstruction” 
touches “on the innate, interior inconsistencies in language and 
elucidation…”, and further explains that its application 
“incorporates all other related necessities of building radically and 
tenaciously, and/or contains both obliteration and improvement in 
itself giving space for illumination…” (212). Therefore, 
deconstruction can serve as a device through which a readers or an 
interpreter of literary text, re-constructs new meanings from a text, 
in an informed manner that is most applicable to a social context. 
However, Johnson warns that the departure, which may be 
occasioned by ‘deconstruction’ “should come as an end product of 
deliberate construction and not as a result of accidental destruction 
(36)”. This experiment of this study, which included the production 
of Tyron Terrence’s A Husband’s Wife in both the “slavish” and 
“interpretative” directorial approaches; the later involving a certain 
measure of deconstruction, to investigate audience satisfy audience 
preference in a play text that is otherwise flawed by its resolution.  

 
Performance Deconstruction of Tyron Terrence’s A Husband’s 
Wife 

At the level of performance, A Husbands Wife is a preferred 
for adirector/producer in the contemporary Nigerian theatre. Apart  
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from its topicality, its appeals to the convenience of production are 
noteworthy. The economy of cast and setting makes it suitable for 
low-budget production. It is a play that is capable of inspiring the 
director, actors and designers towards a robust creative 
engagement. However, the dramatist preference at the resolution is 
of serious concern to this study. The performance, as directed by 
the researcher, held on Thursday 5th May and Friday 6th May 2016 
at the educational theatre facility of the Department of Theatre and 
Media Arts, Federal University Oye-Ekiti, with Ijeoma Izuogu as 
Tomi and Isaac Gondo as Femi on both days. The Thursday 
performance was somewhat “slavish” in approach. This approach 
is what Johnson describes a s “a faithful follower of the 
playwright” (97-98). With very minimal and necessary 
adjustments, the play was produces as prescribed by the dramatist 
on Day One.  

However, Day 2 performance witnessed a ‘deconstruction’ 
of the resolution scene, which bothered strongly on style, reflective 
in acting, scenography, light design, costuming and the 
introduction of a subordinate characters, all in the resolution scene. 
The performance at resolution was treated to surrealism, after the 
similitude of August Strindberg’s A Dream Play (1901). The 
Dream play attempts to “imitate the inconsequential, yet 
transparent logical shape of a dream”, and Strindberg holds that in 
the dream play “everything can happen, everything is possible and 
probable” (158). Thus, the Day 2 performance needs not 
‘deconstruct’ the plot and dialogue of the drama severely, hence 
the ‘Medea-impulse’ could be transposed to a ‘dream play’ where 
all actions are permissive. During the performance, Femi 
experiences a heightened emotion in the dramatic action that 
precedes the climactic scene to prepare grounds for what Freud 
describes as “Latent Dream Thought” (151). According to the play-
text, after engaging in stretch of conflicts and complications 
occasioned by charges and counter chargers, allegations and 
defences, augments and all odds that work up the couple, the 
disengage, and Tomi walks away out of the room, Femi heaves a 
heavy sigh to express an overwhelming state that will can 
foreshadow a turning point. In this, he demonstrates self- 
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realisation, and turns to speaks to the audience as in a manner that 
can pivot a turning point: 
(Tomi exits leaving Femi staring at the closed door) 
FEMI (Turns to face audience) What does a man do 

when he realizes that he can’t find what he fell 
in love with in the woman he fell in love with? 
What does he do when he wakes up to discover 
that the object of his affection has become the 
subject of his affliction?  (Pause) You may not 
believe it but I have discovered a darker truth- 
every married man is sitting on a Volcano! And 
one day… one day soon… 

Lights fade out.(Terrence, 26) 
The “Lights fades” prescribed above delays. Femi is in a 

pensive mood, and with the weariness of heart, he goes to lay in 
bed, and after covering his entire body with the Duvet, lights fade. 
The light out serves not just for scene transition, but also for 
passage of time to occasion the dream scene, and to allow for 
necessary technical adjustments. At light out, a subordinate 
character with the same body structure as the actor playing Femi 
goes under the Duvet, while Femi goes backstage. Light comes up 
and loud soars rends the air from the subordinate character buried 
under the Duvet, to depict such sleeping dimension where 
dreaming can possibly take place.  

Lights come up and reveals the state as it 
was in the previous scene. Femi is in a deep 
sleep. He dreams and snores loudly. Lights 
get dim slightly, and the dreamlike effects of 
flickers and colour fill the stage. Tomi enters 
in an attire different from her previous. She 
is carrying a display board and suspends it 
across the bed. It bears inscriptions and 
images which reads: 

BY SLEEPING, MAN LEARNS HOW TO DIE. 
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ADIEU, FEMI. 

Tomi sits and on a chair in the room and looks 
on. Femi enters from within, appearing in 
different attire too. He hands a bag on his 
shoulder, and drags a big box by the handle. 
When he notices Tomi’s presence, he affronts 
her (Production Book, 19). 

 
It is glaring to the audience that the last scene of the Day One 
performance plays out as dream in Day Two. The murder scene 
occurs in Femi’s dream, and as Tomi’s runs her vindicating 
monologue, the special effect fades to darkness. She ends it all 
with a farewell chant that gets the backing of a ‘Chorus of Wishes’, 
while darkness still fills the stage. Then a loud scream and panic 
attack comes on as lights illuminates the stage to establish the end 
of the dream.  

TOMI (Chants with ritualistic tempo) Adieu! 
CHORUS OF WISHES. (from backstage) Adieu! 
TOMI. (Chants rises to the high key) Adieu!! 
CHORUS OF WISHES. (Raises key) Adieu!!! 
TOMI. (Chants falls to a lower key) Adieu!!! 
CHORUS OF WISH. (Drops key) Adieu! 

Lights come up to reveal Femi as he struggles in 
his sleep. He throws off the blanket and pillow, 
while shouting and struggling hard to wake up. 
He wakes with a loud scream. 

FEMI. Jesus!!!  
(He sits up in a moment and sighing heavily. As 
he checks for the display board. Tomi enters in 
the initial costume, unnoticed. Femi’s phone 
rings again, and as he turns he notices that his 
wife refuses to take the call in spite of her 
propinquity. Femi summons courage and 
answers the call) 

FEMI. (Sighing heavily) Linda, Linda…please don’t 
complain… I am at a brink right now. I cannot  
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make it to your end tonight… and I don’t think I 
will anymore. Yes… yeh. Yes, you were right… 
we should not have started out. There we are at 
last. I must nip it in the board like you already 
suggested. I must fix things with my wife before 
they get out of hand… I already lied to her that 
my mistress is pregnant… You may want to 
follow up on the vacation arrangement… I can’t 
join you anymore… I know… Spend the 
resources in your coffers judiciously… I hate to 
say it, but- oh… too…, bye and Farewell. (Sighs 
and hangs on) 

With a sense of achievement, Tomi stretches her hands 
in his Direction. Femi walks into her embrace and they 
exchange a kiss.  
BLACK OUT (Production Book, 23). 
 
Findings 

Keen observations made on the audience at both the Day 
One and Day Two performances are key to the findings of this 
study. Day One performance was breath-taking, and it witnessed 
an exhilarating response of excitement from the audience from the 
first scene. However, it was observed that the resolution for Day 
One, tragic as it was, did not produce the kind of effect that a 
tragedy, such as Othello, would produce. The Day One 
performance left the audience with question such as “why?”and 
“what is next?’, in spite of the rousing ovation that trailed the 
performance. The performance did not occasion what Aristotle 
regard as “purgation of emotions” (39), which Beckson and Ganz 
describe as a purifier of dangerous feelings (284). Interviewees 
expressed a common concern that the ending of the Day One 
performance was deficient because it “promotes jungle justice.” A 
female member of the audience Titilayo Adeosun in an interview 
with the researcher on 5 May, 2016 stated that “Femi should have 
been given the chance to come back to his senses (change),  
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because he might still change. Besides, his death is a loss and will 
benefit nobody”.  
 The Day Two experience was different. The researcher-
director ensured that all audience members in the sampled 
population, who saw Day One performance, were present for Day 
Two. The excitement was more, perhaps, because the sampled 
population for the survey, where present to see the same play on a 
second run.  The ‘deconstruction’ deployed to re-interpret the last 
scene for the Day Two performance was a preferred option for 
most audience members, including males and females. A female 
respondent, Lilian Bakare in an interview with the researcher on 6 
May, 2016 attested to this when she stated that “the second day 
performance communicated the message better, perhaps because of 
the additional components that presented the ending bit as a 
dream.” The results of the survey of the sampled population reveal 
in figure A (below), an assessment of the predominant response to 
spousal infidelity in Nigeria: 
 

 
 
The result in figure B (above) answers the investigation on the 
conditionality that may warrant/justify the killing of an unfaithful 
spouse by the offended partner. Therefore, going by individual 
preferences, 76% of the sampled audience favoured forbearance 
and forgiveness, which reinforces the suggestion made by Titilayo 
Adeosun, while other suggestions include: separation- 9%, 
divorce- 6%, consultation and counselling- 4%, and prayer and  

 

FIG 
A 

FIG 
B 
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divine intervention- 3%.  Further information on the sampled 
audience demographics is provided below. 
 

Socio-Demographic Statistics of Sampled Population  
 AGE BRACKET FREQUENCY PERCENT (%) 
16-25 58 58.0 
26-35 11 11.0 
36-45 18 18.0 
46-55 11 11.0 
56+ 2 2.0 

Total 100 100.0 
OCCUPATIONAL STATUS FREQUENCY PERCENT (%) 
University Staff 36 36.0 
University Student 59 59.0 
Others 5 5.0 

Total 100 100.0 
SEX  FREQUENCY  PERCENT (%) 
Male 36 36.0 
Female 64 64.0 

Total 100 100.0 
MARITAL STATUS FREQUENCY PERCENT (%) 
Single 68 68.0 
Married 31 31.0 
Widowed 1 1.0 

Total 100 100.0 
RELIGION  FREQUENCY PERCENT (%) 
Christianity 86 86.0 
Islam 14 14.0 

Total 100 100.0 
 
Further Discussion/Conclusion 
Even though this study is not a defence for moral bankruptcy of 
African husbands who are unfaithful in marriage, it is worth 
mentioning that infidelity in the African traditional society is an act 
tolerated and expressed in different dimensions. The practices of 
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polygamy and the keeping of concubine(s) are earliest forms of 
infidelity in African families, which women seem to admit as part 
and parcel of matrimony. Among the Ngwa, an Igbo community in 
Nigeria, when a wife identifies her husband’s mistress, she freely 
addresses her as Iko dim (my husband’s concubine). This may be 
considered as one of Africa’s patriarchal strains, but it infers that 
African wives, by nature were more tolerant and accommodative to 
spousal lecherous indulgence. The survey result from this study, 
which favours forbearance and forgiveness, also validates this 
inference. Respondents, who suggest the need to engage in 
dialogue, and seek, counselling by way of consultations, were 
premised on the basis of experience, and the African optimistic 
value, as they attest that many almost-broken unions were 
reordered on this account.  

However, modernisation reveals that indulgence in 
infidelity is not only unfair, but it exposes the reckless individual to 
a deluge of risks. Recent happenings in Nigeria attest to the fact 
that the reaction of the offended partner to cases of spousal 
infidelity has been heightened to unfathomable ends. They have 
constituted regular news items in the Nigerian media. Such 
headlines as “Man Butchers Wife Over Infidelity in Delta” 
(Information Nigeria, online), “Man Kills Cheating Wife and 
Attempts Suicide” (Information Nigeria, online), “Man Slit Wife’s 
Throat over Alleged Infidelity and Poisons Himself” (Punch 
Newspaper, online), and “Lecturer Killed by his Wife and his 
Brother for Allegedly Having a Girl Friend” (Olufamos.com, 
online), were popular examples across the new media in 2016. 
While these media, including print, and electronic, are at their best 
propagating these life-happenings as new items, the theatre 
medium must expediently create more artful means of engaging the 
public with the life-happenings in fictitious manner for social 
change. This is important to the essence of performance 
communication, and the need to engender optimum audience 
consciousness. Important, too, it is an established bias that murder 
should not be an option for a hurt spouse who seeks to vent anger. 
The manifestation of “Median-impulse’, is irrational to the African 
sensibility. For Africans, murder is a loss to humanity, thus, it is 
not aesthetic for African art to propagate it. 
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Ensemble Organization of the Band of Fela Anikulapo-Kuti  
 

*Albert OIKELOME 
 
Abstract 
The achievements of Fela Anikulapo Kuti in the field of popular 
music assumed an epic proportion both at national and 
international level. His development and popularization of 
Afrobeat genre is one of his greatest achievement in the field of 
popular music in Nigeria. However, beyond the musical skills of 
this great musician is his ability to galvanize both human and 
material resources into one unique brand. For indeed, beyond the 
artistic prowess of Fela lies the ability to manage and coordinate a 
large band both within and outside the stage. This paper therefore 
examines the administrative set up of the Afrobeat band of Fela 
Anikulapo Kuti. The paper will also consider the rehearsal 
procedures and techniques employed by Fela as witnessed by the 
band members. Through an in-depth interview with key members 
of his band that are still alive, the paper considers the 
administrative styles adopted by Fela Anikulapo Kuti and how 
present day musicians can also adapt such styles in managing the 
big band in the 21st century. 
 
Keywords: Big band, Ensemble, Globalization, Creative process. 
 
Introduction  
We live in an era of increased advancement in technology. This 
trend has affected the way music production is being practiced in 
the country. Back in FelaAnikulapo-Kuti’s days, the big band 
phenomenon was in vogue. Managing a retinue of singers, dancers, 
musicians and administrative was very challenging. However, 
contrary to the views of sceptics about Fela’s ability to manage a 
large band effectively, Fela ran a highly effective and organized 
band. From the recruitment and training of musicians to the  
___________________ 
*Albert OIKELOME of the Department of Creative Arts 
University of Lagos, Lagos   Email: oikelomealbert@yahoo.com 
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rehearsal procedures, Fela maintained a high level of musicianship 
and administrative sagacity that imparted the band positively. The 
purpose of this paper therefore is to examine Fela Anikulapo Kuti 
both as a musician and manager. It explores key factors responsible 
for the success of the Egypt 80 band and how the upcoming 
bandleaders can benefit from the experience. Information was 
gathered from key members of Fela’s band that are still alive. The 
discourse provides a template that future Afrobeat exponents can 
adapt for a successful administration of the big band.  
 
Fela’s band 
Afrobeat is a unique music genre that first emerged in the late 
1960s amid the rapidly changing postcolonial terrain of Lagos, 
Nigeria. Created by Fela Anikulapo-Kuti (1938-1997), the genre 
blends scathing anti-establishment lyrics with Yoruba traditional 
music and Western forms, particularly jazz (Dosunmu, 2010). 
Throughout his lifetime, Fela held hegemonic sway over afrobeat’s 
stylistic and ideological trajectories, making him one of the best 
musicians to have emerged from the continent of Africa. However, 
his success was borne from his ability to create and manage the 
band. From the early stage of his music career, Fela had been 
managing music bands. His popular music experience in London 
started with the formation of a highlife group with his friend 
Braimah who was also in London to study law. They named the 
group “Highlife Rakers”. Later on, the group’s name was changed 
to “KoolaLobitos” comprising members drawn from Nigeria, 
Ghana, and the West Indies. The KoolaLobitos venture was 
extremely successful and lucrative as it kept the band busy almost 
every weekend and provided financial relief to his members 
(Coker, 2004). Fela arrived in Lagos in 1963 to find highlife music 
as the most popular music genre of the time. Eager for fame and 
popularity, he refused to join the highlife bandwagon. He formed 
his own band called the "FelaRansomeKuti Quintet" and later the 
"KoolaLobitos" band. The band experimented with a mixture of 
highlife and jazz. His journey to America in 1969 at the peak of the  
Nigerian civil war marked the turning point in his career. He met  
 
 



128 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                       119                             
and fell in love with Sandra Smith, a Black Panther and civil rights 
activist who radically altered his political vision. He then realized 
the need to change his musical direction. He embraced Pan-
Africanism, using Afrobeat music as a weapon of struggle and 
political emancipation. On his return from America, Felá released a 
hit album titled 'London scene' in 1970 and in 1971, changed his 
band’s name fromKoolaLobitos to the 'Africa 70' (Moore, 1982). 
The 1980s witnessed further development of Afrobeat from what it 
used to be in the seventies. The band in the seventies comprised 
major instrumentalists from the highlife bands that existed then. 
They were also knowledgeable in music theory. However, the 
expansion of the band from thirty to about fifty members saw the 
inclusion of instrumentalists who found their way in on the basis of 
skills and the ability to play by rote. Another major innovation to 
the band was the change of the name from Africa 70 to Egypt 80.  
 
The study 
The study examines the organizational structure of the band Fela 
ran from the 70’s till the 80’s. In undertaking the study, several 
band members of the band were contacted and interviewed. This 
would give a broad understanding of the modus operandi of the 
band. The is an investigation into the ensemble organization of 
Fela’s Afrobeat band. It will also relate it to the present state 
ensemble organization of bands and the challenges being faced by 
the musicians in its organization and maintenance.  
 
Organization of Afrobeat Band 
The organisation of Afrobeat band comprised four sections 
namely:  the vocal, the instrumental, the dance and the 
administrative section. The vocal section comprised the song 
leader and the singers while the instrumentalist section comprised 
the band leader, and the instrumentalists. At the dance section, we 
have the dance tutor and the dancers while the administrative 
section comprised the band manager, the sound engineer, the 
accountant, and the stage manager. The band was run by the 
overall leader and founder, FeláAníkúlápòKútì. Using Felá’s band  
as a model, each section and their role in the group are discussed. 
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1. The Leader 
The overall leader of the group was FeláAníkúlápòKútì. He was 
responsible for the overall coordination of the group with all the 
sectional heads reporting directly to him. He was also the lead 
singer, composer, arranger and the creative persona of the band. 
As the leader of the band, he was vested with powers of deciding 
when and where performances would take place both within and 
outside the country. He also fixed the time for all the rehearsal 
sessions with each section of the band. Furthermore, he ensured 
prompt payment of the salaries of members, including the power to 
hire and fire any erring member. In a nutshell, all the members of 
the band including the administrative section were under his 
supervision. 
 
2. Band Manager 
The organisation of the band was hinged on an administrative 
structure with several components. The band was registered under 
the name “Kalakuta Company Limited” with the band manager1 as 
the head of administration. His functions included the supervision 
of the administrative arm of the company which comprised the 
accounting section, the ticket sales, the bar section, the clinic, the 
studio section and the security section of the organisation.  As the 
chief financial officer of the group, he ensured prompt payment of 
salaries and other financial matters to all members of the band on a 
weekly basis. He also handled the travelling arrangements of the 
band on both national and international engagements.  

The first manager of the group was Benson Idonije. In an 
interview with the researcher, he stated that he was approached by 
Feláto manage the group when it started in 1965. Since they were 
both members of staff of the Nigerian Broadcasting Corporation, 
they had no difficulty in seeing and charting out ways of making 
the group successful. He however confessed that the first few years 
as the manager of the group was very challenging since the gate 
fees they were making was very little. However, things took a 
positive turn from the early 70s when Feláreturned from America  
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with a redefined music he called “Afrobeat”. As the manager of the 
band, he had to be at all the engagements and supervised the 
proceedings in order to have a hitch free program. He claimed Felá 
was a very pleasant person to work with but was a perfectionist to 
the core, which sometimes led him to keep the instrumentalists 
working longer than usual.Working with Felá as the first manager 
was no mean feat. Benson recounted the problems they went 
through even on a simple matter of securing press coverage for 
Felá: 

We were made to record the music on tape 
for the features Editor of Daily Times to 
listen to. As if that was not enough, we were 
made to provide a reel to reel tape machine 
to play back the tape, which we did. Felá’s 
music was censored by the government 
press because of the lyrics they termed 
sensational and unacceptable for public 
consumption, hence the need to censor 
whatever he said to the public (2006). 

Under Benson Idonije’s management, the band’s initial 
outings attracted only a few people at the early stage because of the 
negative attitude people had of highlife jazz. However, fortune 
smiled on them from the 70s upward with release of the chart 
breaking Jeunk’okú. Idonije left the band after the infamous 
incidence of soldier’s invasion of the Kalakuta Republic in 1977. 
When Benson Idonije left, BekoRansome-Kútìtook over the 
administration of the company with a new twist to the running of 
the organization. He placed Felá on a monthly salary since he 
wanted the organisation to run like a limited liability company. All 
the members of the band collected their weekly salaries (which was 
also tax deductable) from the accountant with Beko’s approval. 
Commenting on his weekly pay package in an oral interview, 
BíódúnAdébíyi stressed:  

You will never collect your salary at the 
shrine on Friday night without his (Beko) 
approval. I was earning N75.00 every week  
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while I was paying N4.00 tax (Adébíyi, 
2007).   

Beko was also the medical doctor of the organization. Every 
member of the band enjoyed free medical services which were paid 
for by the organization. 
 
3.   Band Leader 

He was the coordinator of the instrumentalists 2 and leader 
of the instrumental section of the band. His function was to give 
direction to other instrumentalist when Felá was taking a solo 
during public performance. He also assisted with the coordination 
of the overall performance in his absence. He served as the 
spokesperson for the instrumentalists before the management and 
would report erring members to the leader for appropriate 
sanctions. His duty also included arrangement of instrumentalists 
on the stage before the arrival of the leader during performance 
tours. 

Giving an account of his experience as the leader of the 
band from the early 80’s till date, LekanAnimasaun (Baba Ani) 
stated that love for the profession was the driving force behind his 
continuous stay with the band. Apart from the role of leading the 
band in the absence of Felá, he was also involved in auditioning 
band members and recommending the successful ones into the 
band .Talking about the relationship he had with Felá in an oral 
interview, he explained that:  

Felá had a lot of respect for me as the band 
leader. He never exhibited the “I know it all 
attitude” as displayed by some group 
leaders. Whenever there was a problem to be 
fixed, he would always call on me for advice 
on what to do. He was also open to 
correction in matters pertaining to the 
welfare of band members. That is the reason 
why we were very close when he was alive 
(Animasaun, 2006). 
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4. The Instrumentalists 

The Instrumentalists consist of at least twelve horn lines: 
two baritone saxophones, three alto saxophones, two tenor 
saxophones, and four trumpets. Felá played the tenor saxophone 
and the piano while another organist supported in the background. 
The band had two tenor guitar players and two bass guitar players 
with an array of traditional instruments like sèkèrè, agogo, àkúba, 
atumpan, and wood clappers.  Each of the instrumental section had 
their own period of rehearsals with Felá before the general 
rehearsal session. This allowed them the opportunity to master the 
intricate section of the music being rehearsed. 

It is interesting to note that gifted instrumentalists were 
enlisted in the band during the various phases of the development 
of Afrobeat. They included Tony Allen on the drums, Eddie 
Aroyewu, Túndé Williams and BíódúnAdébíyi on the trumpets, 
Kéjì Hamilton on the keyboard, Fred Lawal and Yínká Roberts on 
guitar, BabátúndéAnímásaun and YínnúsàAkínníbòsún on baritone 
saxophones, Tex Becks and Christopher Uwaifo on tenor 
saxophone, FémiAníkúlápòKútì on alto saxophone, Chris Onuorah 
on Àkúbà drums and ÀbáyòmíÀdìó on the congas. 
 
5. The Song Leader  

The vocal section of the music was headed by the song 
leader under Felá’s instructions. Her responsibility included the 
selection of singers for performances. The selection was based on 
the singers’ ability to exert vocal influence on other members of 
the group. Moreover, series of rehearsal session were organised 
with the singers when Felá was busy with other sections. By now, 
she would have been given the lyrics and all the entry points, 
having rehearsed with the leader. All the singers were made to 
rehearse with her and any intricate aspect of the song is left for 
Felá to handle at the general rehearsal session. As the song leader, 
she occupied a conspicuous position on the stage to direct the 
singers and give the required boost needed by the singers. Quite 
often, she was saddled with the responsibility of selecting the 
costumes of the singers for each performance. The song leader’s  
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position of the band in the 70’s and 80’s was filled by Alake 
Anikulapo Kuti, one of Felá’s wives. 
 
6. The Singers 
          Singing played a prominent role in Afrobeat band. As an 
integral part of the band, the singers provided the vocal 
accompaniment for the music. Their voices were characterised by 
distinct articulation, rhythmic precision, a sense of tonality, lucid 
expression, and intonation, since most of the lyrics are in call and 
response format. Furthermore, the singers must exhibit a clear 
understanding of what the lead singer is passing across. The 
various vocal dialogues in Afrobeat were well rehearsed by the 
vocal section in separate practice periods with Felá before 
performance. Felá expected every member of the band to know 
how to sing. In the course of the performance, the instrumentalists 
and dancers were expected to join the singers in the chorus section, 
thus giving the response a strong effect. The singers included 
KevweAníkúlápòKútì, Alake AníkúlápòKútì (the song leader), 
FehintolaAníkúlápòKútì, OmolaraAníkúlápòKútì and 
IhaseAníkúlápòKútì. 
7. The dance tutor 
                The dance tutor trained the dancers on the various dance 
movements, steps and styles. He choreographed all the dance steps 
needed for the performance of the music and organised several 
dance classes for the dancers in order to aid their movements on 
the stage. Several dance tutors have occupied this position in the 
past but according to Baba Ani, the teacher that was employed in 
the eighties was AjayiOgunde3. The band leader would first listen 
to the music with Felá in order to fashion out all the movement for 
the particular music. Afterwards, the dancers would meet with the 
tutor privately in order to fine-tune the dance steps before the 
general rehearsal.  
 
8. The dancers 

The dancers who were mainly females formed an integral 
part of the band with the various gesticulations and choreographic  
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displays they exhibit during every performance. The basic 
requirement of a good dancer in Felá’s band was the ability to 
respond to the beat of the music with the movement patterns 
already established by the dance tutor. The upper and lower parts 
of the body must be flexible enough to move to the rhythmic 
patterns and sequences. Furthermore, the dancer must be able to 
identify the contextual factors surrounding the music being danced 
to and respond appropriately. This implied proper knowledge of 
the lyrics of the songs so that the basic movement of the dance was 
in tandem with the music. According to Femi AníkúlápòKútì in an 
oral interview, the first dancer in Felá’s band was simply called 
Dele. This was also confirmed by Tony Allen who stated further 
that she had the magic of holding the audience spell bound with her 
erotic dance steps. She also started grooming other dancers in the 
early 1970’s but left to join the organisation of Jùjú musician 
Ebenezer Obey. 

The dancers were recruited from among the wives of Felá. 
A few were established dancers before coming to Felá’s house. 
Others had in-house training and performances at the shrine. 
However, selection (which is keenly contested among Felá’s 
wives) was made by the dance tutor based on the aforementioned 
criteria. Since the dancers do not exceed fourteen in number, every 
effort is made by Felá’s wives to be among the first fourteen. The 
names of the dancers include ÀdùníAníkúlápòKútì, 
FunmilayoAníkúlápòKútì, OnilereAníkúlápòKútì, 
NajiteAníkúlápòKútì,    OmowunmiAníkúlápòKútì 
and SewaaAníkúlápòKútì. 
9. The Accountant  

The accountant was the financial controller of the band. His 
duty included taking records of both the income and expenditure of 
the band. With the approval of the manager and the endorsement of 
the leader of the group, he would pay the salaries of the workers in 
the establishment. His function also involved the supervision of the 
gate takings, the bar, and storekeeping. 
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10. The Sound Engineer 
The sound engineer was in charge of all the musical instruments 
and the electronic gadgets in the band. With other technical aids, 
he takes responsibility for the technical details of the group like the 
lightings, the audio and video recordings, electrical and electronic 
settings and sound mixing. He was also responsible for sound 
checking the instruments at every performance. 

10. The stage manager. The stage manager ensured that 
everything that was needed for the performance, in terms of 
instruments, is available. At the end of the show, he ensured that 
all the instruments that have been used on the stage were carefully 
packed and stored for future use. 

 

Diagram showing the Organogram of Felá’s Band 

Recruitment and Training of musicians 

There was no formal method of recruiting members into Felá’s 
band. However, the onus of selection lies withFelá. He had a flare 
for the best of hands and would do anything within his power to 
get them once he saw one. Recounting the way he came into the 
band, BabatundeAnimasaun4 (Baba Ani) remarked that it was 
destiny that brought him and Felá together. This happened when  
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Felá came back from London in 1965. He read in the newspaper 
that Felá had formed a highlife-jazz band and at that time, he (Baba 
Ani) was a member of the Nigerian Broadcasting Corporation 
orchestra under the leadership of late FeláSowande, playing the 
tenor and baritone saxophone with the dance orchestra. It was on 
one occasion when he went to NBC studio in Ikoyi for rehearsal 
that he met Felá at the receptionist counter. Felá gave him an 
appointment for that same evening and after series of auditioning 
exercises on sight-reading and his instrument,he looked at Benson 
Idonije (who he fondly called Oyejo) and said “Oyejo, I will take 
him”. That was how he was recruited into the band in 1965.  
Commenting on the requirement for enlistment into the band in an 
oral interview, Baba Ani stated: 
...the main requirement for acceptance into the band is dexterity in 
your primary instrument, a good sense of rhythm, and the ability to 
work with other instrumentalists.  You must be creative and 
resourceful on your instrument (Animasaun, 2006).  
Recalling how he was recruited in 1990 BíódúnAdébíyî (also 
called Batik) stated that Felá discovered him at a jazz club in Ikoyi 
when he was jamming with Jazz 38 band 5. He played a solo piece 
on the trumpet when Felá came visiting and that was how he was 
invited to the band as a trumpeter. 
Several scholars have given reasons why musicians enlist in a 
band. eOne of such reasons is the desire for acceptance and 
excellence in performance. Another reason postulated by Merriam 
(1989) is the economic benefit that such a band would bring to the 
musicians. However, all the instrumentalists interviewed 
maintained that they joined Felá’s band because they wanted 
professional recognition and acceptance. This is in line with 
Merriam’s (1964) assertion that: 
complete acceptance depends upon public recognition of the 
musician as a musician whether or not this is accompanied by any 
set of payment (p. 125) 
According to Adébíyi in an oral interview, every instrumentalist of 
the time saw performing in Felá’s band as a rare privilege. He  
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No matter what you play on the trumpet 
people will ask if you can play up to the 
level of Felá’s band boys. They believe that 
the only way you can prove to the world that 
you know how to play the trumpet is by 
joining Felá’s band. That made everybody 
who play trumpet long to play in Felá’s 
band. Just the recognition…nothing else 
(Adébíyi: 2006). 

This became the yardstick by which other instrumentalists of that 
time were assessed. Moreover, majority of the instrumentalists that 
served in Felá’s band had other jobs apart from music. However, 
every member of the band was fixed on a weekly salary and 
honorarium after every show at the shrine. According to Batik, the 
instrumentalist is put on a weekly salary immediately he passes the 
audition with Felá. The set of musicians that made it a full time 
business are the singers and dancers. Even though Felá lived with 
them as his wives in the Kalakuta Republic, he ensured they were 
graded on skills and competence by his older wives (Alake and 
Lamiley) before taking central stage as singers. The final selection 
is left to the discretion of Felá. 
A high level of musicianship was expected from the 
instrumentalists. Consequently, he taught them sight-reading in 
both tonic sol-fa and staff notations. Giving credence to this 
assertion was AbayomiAdio6. He was Felá’s first conga drummer 
in the 1960s who before joining Felá’s band, had played with the 
likes of Bobby Benson, Zeal Onyia, and Orlando Julius. He joined 
Felá’s band through one of his friends, Tony Allen, who had 
already been employed by Felá. Commenting on the training 
procedures of Felá during the KoolaLobitos era, ÀbáyòmíAdio 
submitted that Felá manifested from the beginning of his career the 
trait of a perfectionist by taking them all through a one year formal 
training on sight reading during the highlife jazz era. Since he 
wrote the scores of most of the instruments, the instrumentalists 
had to be taught how to read music notation. However, Abayomi’s 
case was different since Felá never arranged music for the conga 
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and other drums.  In an oral interview with the researcher, he stated 
that the discretion of the beat to be played was left to Abayomi’s 
judgment: 
 
... he would tell me, “Easy, don’t worry. Listen to the music and 
anything you think fits in, put it”. So all the time, I decided what 
best fitted into the compositions (Adio, 2007). 
 
Rehearsal procedure 
The success of every performance starts at the rehearsal session. 
The former members of Felá’sAfrobeat band interviewed 
(BabatundeAnimasaun, YinnusaAkinnibosun, BíódúnAdébíyî, 
DuroIkujenyo, Keji Hamilton, and Chris Onuorah)  had glowing 
memories of the rehearsal sessions with Felá and agreed that the 
rehearsal sessions were the engine room where Afrobeat style was 
developed. Commenting on the rehearsal sessions in an oral 
communication, Baba Ani observed: 

it was very hectic. Sometimes people like 
Uncle Steve, Rhodes7 would come to the 
rehearsal of Felá’s band. The comment was 
“Felá hope you won’t kill these people in 
your band before they grow up or age”; 
because it was very hectic.  He was not 
joking with any aspect of his music, he 
could do anything. He was really a 
perfectionist (Animasaun, 2006). 

The general rehearsal time was held twice a week at the African 
Shrine before a crowd of admirers. Furthermore, each section of 
the band had their own schedule of rehearsal. This would afford 
him the opportunity to treat the intricate passages found in each 
section. Felá adopted the procedure of rehearsing with each 
instrumentalist on a personal level. He could practise at home with 
the bass players and the guitarists. At other times he would call the 
drummer and the horn sections to rehearse at separate intervals. 
Then he would rehearse with the vocals and the dancers. 
Afterwards, he would call for a general rehearsal where he would  
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synchronize the whole concept together. Recounting his experience 
during the personal rehearsal sessions he had with Felá, 
DuroIkujenyo observed that: 

When it comes to rehearsals you see Felá as a 
very meticulous person. He was an orchestrator 
that would sit down in his house and actually 
work out the various parts of the instrument 
sections, using the keyboards. He insists on 
perfection in the sense that if you are the only 
person that could not get your part, Felá was 
ready to spend the rest of the rehearsal day on 
you alone (Ikujenyo, 2008)8 

To Felá, every single instrument and performer was important. He 
instilled a sense of belonging and commitment to every 
instrumentalist by devoting ample time for all the members of the 
band.Apart from the band rehearsals, Felá had his own personal 
rehearsal time. According to Adébíyî, Felá would practice in the 
night till morning on the saxophone and organ. He explained 
further that Felá had an organ in the house that he used for his 
compositions. After working on all the lines on the organ, he 
would write them on paper and distribute same to members the 
following rehearsal time. 
The discipline exhibited by members at rehearsals helped the 
successful performances of the band over the years. The exposure 
Felá had in western musical practices, coupled with the strict 
discipline he imbibed as a child from his parents all helped him in 
inculcating the driving spirit for success in members of his band.  
According to Chris Onuorah, every act of indiscipline attracted a 
fine which was immediately paid by the offender. Such acts 
included lateness, cheating, gross absenteeism, and the failure of an 
instrumentalist to take off at his count. On the disciplinary 
measures of Felá at rehearsal YemiAkínníbòsún commented:  

Felá had a musical ear to pick what is not right 
in the music. if someone was playing what he 
knew was wrong, he could stop and pinpoint 
who made the mistake and send the person out 
of the stage after several warnings. This would  
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instil a sense of duty and commitment on other 
members of the band. (Akínníbòsún, 2006) 

Even though Felá was a strict disciplinarian, he respected the views 
of other members of the band. He would normally ask for the 
impression of members on his compositions. It could either be on 
the chords, the phrasings, the lyrics, the rhythmic pattern and so 
on. Citing an example, Baba Ani said that he was the one that 
suggested the words “òtítókoròomoaráyé ò fe, béefé, béèfé, èmi á 
wítèmi” and it was accepted and included in the song. Below are 
the excerpts: 

jéinwítèmisé o 
òwòkìíf’ówólórùn 
jéinwítèmi 
òtítókoròomoaráyé ò fe o 
béefé, béèfé 
èmi á wítèmi 

Another striking feature on Felá’s relationship with his members 
was his liberal nature. Even though he expects unwavering loyalty 
from the members, he would not prevent any member of the band 
from doing his or her own personal music project as long as it 
wouldn’t affect their assignments in the band. He would even assist 
in making the project a success. Recounting the project he had 
when he was in Felá’s band, DuroIkujenyo said all he needed was 
to ask for Felá’s permission to perform with the group and Felá 
consented. He also allowed his members like Baba Ani (1995) and 
Tunde Williams (1994) to release their own albums. Baba Ani 
once again commented that Felá played the keyboard in his songs.  
 
Afrobeat Band in the 21st century 
There is no denying the profound influence Fela’s ensemble 
arrangement had on popular musicians within and out the African 
continent. According to Veal, (2004) Fela's influence may be felt 
throughout various regions of jazz practice including the 
avantgarde, neoclassicist and fusion movements. He stressed 
further that his music expertise and managerial ability has been the 
primary catalyst for the development of a movement of younger 
Nigerian jazz influenced players. Felá’s two sons; Femi and Seun  
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are continuing in their father’s tradition of playing every week in 
the New African shrine and staging concerts around the world, thus 
promoting Afrobeat at home and abroad. Femi has forged a 
distinctly urban sound that melds afrobeat with elements of hip-
hop, house and techno music. Widely endorsed by the international 
media as afrobeat’s new mantle bearer, Femi’s contemporary 
reinterpretations of the musical ideas he first encountered as a 
saxophonist in his father’s Egypt ’80 band has earned him 
audiences in Europe and America, as well as a Grammy Award 
nomination in the Best World Music category for his 2001 album, 
Fight to Win (Dosunmu, 2010). Interestingly, he has stuck to the 
ensemble style of his father.  
The technological advancement in music has also rubbed on 
contemporary performance. Afrobeat artistes now have the 
development of digital music to their advantage. Even though Fela 
did not use studio effects in his recordings when he was alive, the 
present crops of Afrobeat musicians are utilizing the advanced 
technology in studio technique to create an equally entertaining 
music. Afrobeat musicians from abroad like the Antibalas make 
use of massive studio effects, thus giving it a mass appeal among 
the youths and downplaying the big band tradition Felá was known 
for. Taking a look at the future of Afrobeat, Shola Olorunyomi 
states: 

I foresee the reduction of the big band tradition. 
With the reduction of the big band tradition, 
chances are that the structure and style of the 
music is also going to be affected. We may not 
necessarily have the Fela theme in terms of the 
structure and the time sequence but the overall 
texture will be retained. This is already happening 
among the new Afrobeat musicians, especially 
outside of Nigeria. This is because it is difficult to 
sustain a band of Fela’s size in Europe. 
Olorunyomi (2005;27) 

Fela provided a blue print that others are trying to expand upon. In 
an interview with Dosunmu (2010) Francisco, Ezra Gale, founding 
member of a band called Aphrodesia expressed this view:  
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one thing I noticed about a lot of these [afrobeat] 
bands is that a lot of them reallysound pretty much 
just like Fela. I think that’s the blueprint everybody 
is workingfrom. And, you know, with our band, 
we’re kind of trying to move a little bit beyond that, 
you know, just kind of taking it in some other 
directions. We mix in some otherstyles that I don’t 
normally see these other bands doing, you know, 
stuff from likeGhana and Zimbabwe and some other 
American funk and jazz styles (78) 

 
There is a fraternity of common grounds between Afrobeat artistes 
and other popular musicians. The cold war and battle for relevance 
that pervaded the music scene during Fela’s time seems to be 
abating as musicians now share a common platform to sing their 
songs irrespective of the typology or differences in message. This 
is made possible through the yearly Afrobeat remembrance concert 
/festivals both in Nigeria and Europe. The concert in Europe is 
tagged “Republicafrobeat”. Established in August 2002, the 
programme was initiated by a small group of Afrobeat fans in 
Madrid. In Nigeria, the commemoration concert was tagged 
“Felabration”. According to Tunde Oshnubosi4 (a.k.aLaface) 
Felabration is all about celebrating the life, music and legacy of the 
great Afro beat legend, Fela Anikulapo Kuti, adding that the 
event is meant to immortalize the man Fela Anikulapo Kuti as an 
accomplished poet, activist, prophet of our time and great 
musician. It has now become a yearly event with sponsors coming 
from both the private and public enterprises. The first concert drew 
notable stars like the South African reggae maestro Lucky Dube 
and Nigerian musicians like Dbanj, Weird MC, Alariwo of Africa, 
and the prince of Afrobeat, Femi Anikulapo Kuti.  
 
Conclusion 
The choice of musicians, singers, dancers and other ad hoc staff 
was pivotal to the smooth running of the organization. 
Furthermore, their devotion and commitment to the band was one  
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major reason for its successes. The men and women that served in 
Felá’s band were selfless and sometimes had to put their life on the 
line in their bid to achieve his ambition as a musician. Without 
them, there would not have been any Afrobeat and so they are 
deserving of commendation.  
 
End Notes 
1. In Felá’s lifetime, the position was occupied by Benson 

Idonije (1967-1977) and BekoRansomeKuti (1977- 1995). 
2. The first band leader was Tony Allen. He was succeeded by 

BabatundeAnimasaun. Tony Allen was the band leader 
from the 1970’s to the early 80’s Tony resigned from the 
band after the Berlin Jazz festival. Baba Ani remains the 
band leader of Felá’s band till date. 

3. Unfortunately, efforts to get AjayiOgunde in an interview 
proved abortive as Baba Ani had lost track of his where 
about. However, the people interviewed were unanimous 
with the fact that he was the official choreographer of 
Fela’s band 

4. Interview with LekanAnimasaun (Baba Ani) (2006). 
5. The band was owned by Tunde and Frances Kuboye. 

Frances was Felá’s cousin. 
6. An interview with Abayomi Easy Adio (2007). He is 

presently a clergyman at the Celestial Church of Christ 
Ikeja Parish. 

7. A veteran musician in Nigeria. 
8. An interview with Ikujenyo (2008) 
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Folkism and Modern Nigerian Theatre: A Study of Sam 
Ukala’s Iredi War 

 
*Emmanuel A. EREGARE 

  
Abstract 
Ever since the advent of the modern Nigerian drama and theatre 
there has been the search for an authentic African form of drama, 
one which can bridge the divide between the oral performances of 
traditional African theatre and literary drama of the western mould. 
Wole Soyinka, Ola Rotimi, Femi Osofisan, Biodun Jeyifo and 
many other African theorists and writers have tried to proffer 
solutions to that seeming large problem. Consequently, several 
theories and dramatic formats have emerged. One of such theories 
is Folkism formulated by Sam Ukala. This article joins in the 
search by looking at Sam Ukala’s Folkism to see whether it 
adequately solves the problem.  It looks at the theory and how best 
it could be staged. Using the folk script Iredi War as a model, the 
paper deploys content analysis and participant observation methods 
to argue that the model is a landmark development in modern 
African theatre. Hence, it posits that with constant application all 
the shortcomings would be overcome and the answer to a truly 
African theatre would have been found.  
 
Keywords: Folkism, Folktale, African/Nigerian theatre, Sam 
Ukala, Iredi War 
 
Introduction 
The argument has been whether there is theatre in traditional 
Africa or not. They say drama as we see it today originated from 
the contact of the Africans with the white man. They say our 
traditional forms at best can only serve as religion. This debate 
formed the larger part of Yemi Ogunbiyi’s book on Nigerian drama 
and theatre. The debate dwelt on the presence or absence of drama 
_______________________ 
*Emmanuel A. EREGARE of the Department of Theatre and Media Art 
Ambrose Alli University, Ekpoma            Email:emaregs@gmail.com 
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in traditional African ritual displays. J.P. Clark (now Clark 
Bekederemo) explained that as the roots of European drama date 
back to festivals of Egyptian Osiris and Greek Dionysus so also the 
origins of Nigerian drama are to be found in the early religious and 
magical ceremonies and festivals that abound in Nigeria (1981).  
Although Ola Rotimi agrees that there are certain aspects of the 
ritual displays that can be called drama, those spectacles without 
elements of mimesis and without plot and suspense and conflict are 
not (1981). M.J.C. Echeruo then claims that there are dramatic 
limitations in Nigerian ritual displays and unless they yield their 
stories (1981). Ossie Enekwe disagrees, saying that in Nigerian 
ritual displays there are a lot of drama and theatre as the religious 
tone surrounding these festivals is no longer there (1981).  

If the argument cannot be settled as to the presence of 
theatre in Nigerian festivals, some other scholars tried to look for 
the answer in other dramatic forms. Andrew Horn argues that any 
structured performance before an audience whether it is drama, 
dance, musical recital, group ritual, secular ceremony and even 
lecturing, is theatre. Quoting E.T. Kirby, he gives seven categories, 
namely: “ (1) simple enactment (2) ritual and ritualized enactment 
(3) story telling performances  (4) spirit cult enactment (5) 
masquerade and masquerade enactments (6) ceremonial 
performances (7) comedies” (1981). He reiterates that most of the 
divisions are merely spectacle and less of drama. He went on to 
distinguish between drama and religion and between drama and 
theatre. All these arose because of the desire to place African or 
Nigerian drama within the mould of European drama and theatre. 
One may be tempted to agree with the above categorisation but this 
will put almost all activities where people are gathered in Nigeria 
to be theatre. However, some of these activities could be said to be, 
because if It has been alleged by A. Bodunrin, Oyin Ogunba, Bode 
Osayin and Biodun Jeyifo, among others, that the plays, written in 
English, by Nigerian literary playwrights are usually unpopular 
with the Nigeria’s socioeconomic problems. The unpopularity of 
the Nigerian literary plays has been attributed by these critics, 
mainly to language: (i) the language is foreign and illiterate  
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Nigerians do not understand it; (ii) it is deliberately made too 
difficult for the average literate Nigerian to comprehend. The 
criticism that the plays are ineffective in helping to tackle Nigeria’s 
socio-economic problems is expressed in three main ways: (i) 
subject matter does not reflect the recent history and current  
aspirations of Nigerians and is, therefore, irrelevant; (ii) subject-
matter may be rooted in Nigeria’s history and culture but it is often 
distorted beyond the recognition and appeal of the Nigerian 
masses, as a result of which values are lost which the plays were 
intended to communicate; (iii)  subject- matter may be rooted in 
Nigeria’s history and culture and may not even be distorted beyond 
recognition, but it may be presented in such a foreign or unfamiliar 
manner as the generality of theatre is play or entertainment there 
are a lot that in Africa.  

The above argument has arisen because of the non-literary 
form of traditional Nigerian theatre which is largely oral. Beyond 
the oral traditional form of theatre, there is still the search for an 
authentic African theatre written by Africans and that could be read 
and performed. The literary theatre was said to have taken roots in 
the drama school of the University of Ibadan, though there had 
been several performances and written plays before then 
(Ogunbiyi, 1981). The question has been whether the literary 
theatre is purely African without much influence of Western forms. 
The first generation writers such as Wole Soyinka, J. P. Clark and 
Ola Rotimi had been accused of kowtowing to European 
Aristotelian principles of drama and theatre.  However, from this 
period there had been a desire to formulate a purely Nigerian 
literary theatre, one that will not only discuss the issues relevant to 
the people but uses theatrical forms that are close to them. Biodun 
Jeyifo (1981) opines that the early literary drama was not popular 
with the people as compared to the theatre of Hubert Ogunde, Ojo 
Ladipo and others that were derived from the performance patterns 
of the people. There is the need, therefore, to break the schism and 
bring the people at par with the theatre. The problems of those 
plays may have arisen because of the language the plays were 
written and the style of staging. Jeyifo adds that:                        
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The real significance of this important critical 
perception is that the union of western-oriented 
textual dramaturgical modes with our own 
indigenous techniques must become a conscious 
attempt to achieve greater directness, greater 
clarity, and greater popularity (1981). 

          Ugwu and Orjinta (2013) record a lot of comments by 
scholars like Ossie Enekwe, Ahmed Yerima and Sam Ukala on the 
irrelevance of the early literary drama and call for a relevant 
theatre. They even quoted Ukala to the effect that:  
 
Nigerians may not identify with.  

Over these years, there has been a critical development in 
African theatre to bridge the lacuna between the literary and the 
popular theatre but has there been a form of literary theatre that 
captures the nuances of traditional African performances? Should 
this kind of theatre have the “spice” of traditional performances yet 
discussing contemporary issues? Some theories have been 
propounded to chart a way forward in this regard. Ugwu and 
Orjinta further discuss Soyinka’s mytho-poetic approach, Emeka 
Nwabueze’s masquerade dramatic theory, Sam Ukala’s folkist 
theatre and Ola Rotimi’s paralinguistic and traditionalist 
approaches as examples of African theatre theories (2013). As 
well, there has been the Facequerade theory by Sunnie Ododo, 
which is derived from observing the dramatic forms of the Ebira 
people of Kogi State of Nigeria (Ododo, 2008; Omoera, 2012). 
How well can we say these theories of the written theatre have 
helped in the development of African theatre in Nigeria? Sam 
Ukala’s Folkism is one of the several African theories that try to 
carry over the dramatic and theatrical forms from the traditional 
arena to the modern literary stage. 
 
What is Folkism 
E. T. Kirby’s classification as stated above may have been too 
general but it provides a clue that there are theatrical forms in 
traditional Africa. With these categories there are also, among  
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others, the story telling and storytelling performances. This is the 
telling the tales of the people which is called folktale. The folktale 
is part of the oral performance art of the people. The 
Dictionary.com (2016) defines the folktale as “a story originating 
in popular culture, typically passed on by word of mouth. Abdul 
Na’allah (1994) asserts that the “folktales are stories told at 
moonlight. The older members of the community gather the 
children and teach them about various matters of life. These 
stories, which the Hausa call Tatsunoyi and the Yoruba Alo are 
folktales.”  He also calls these stories as “lie stories” since they are 
usually fictitious. Ukala (1999) defines the African folktale as “any 
traditional oral narrative that is purely fictional or is based on 
factual history which has however been so embellished and 
distorted that it cannot be fruitfully subjected to any empirical 
proof or verification”. He argues that the folktales include the epic, 
the legend novella, marchen, saga animal tale, fable, anecdote, 
among others. 
 Beyond moonlight tales, folktales in Africa are performed 
in special occasions and ceremonies. They are sung by griots and 
minstrels that abound in the land. Isidore Okpewho’s edited 
volume discussed several oral performance modes in Africa many 
of which are the performance of folktales. Ropo Sekoni (1990) in 
that collection, discusses the rendition of two tales The Story of 
Two Wives and the The Tortoise and the Iroko Tree.  The Ozidi 
Saga was also dealt with by Okpewho (1990). We have gone to 
this extent to talk about the folktale because it is the bedrock for 
the literary theatre created by Sam Ukala called Folkism. The 
folktale as we have identified is an oral performance that is based 
on the stories of the people. They could either be tales about 
ancestors, spirits, animals and inanimate objects which help to 
teach morals, values and the way of life of the community.  The 
source of this theatre is not a script but the ability of the performers 
to remember the tales in the community’s oral repertories or the 
performers’ dexterity to weave out new stories from the 
environment.  
 This is proven in the robust nature in which they present 
their tale to their audience who at times already know the tales or  
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are conversant with the nuances of the technique of the storyteller 
so they are able to join in the performance. The modern African 
theatre, however, is based on the written script - drama. This is 
exactly what Folkism does. It presents the best way to create drama 
and the performing of it that will most suitably capture the real 
African mode of performing the folktale. Folkism according to its 
creator, Sam Ukala, is: An emergent aesthetic principle ... the 
tendency to base literary plays on the history, culture, and concerns 
of the folk …and to compose and perform them in accordance with 
African conventions for composing and performing the folktale 
noted for its clear communication and its popularity among the 
folk, among the many reasons why it should provide a matrix for 
folkism (qtd in Akpuda, 2008). 

The folktale is a means of communicating a message to an 
audience in a special way that the audience feels and becomes part 
of the story telling process. Sekoni, using Broderick’s view on oral 
narratives, opines that to communicate in this way, the narrative 
pattern is manipulated for the purpose of passing meaning and 
attaining aesthetic experience. To him then the aesthetics 
experience in oral performance is made up of three inseparable 
components: “captivation of audience, retention of audience and 
the transfer of cognitive experience to the audience. These 
elements are inseparable; they can only survive in their being 
together” (Sekoni, 1990). These three inseparable components are 
what make the folktale unique. The performer catches the attention 
of the audience from the beginning and sustains it till the end of the 
play. This, however, is not enough as it does not cover a very 
important aspect of African theatre - audience participation. This 
and other flaws informed the creation of Folkism. Justifying his 
proposal for Folkism as a measure for aesthetic enhancement, 
Ukala further avers that: 
There are three main reasons why the African folktaleseems to 
provide the matrix for such an experiment: 

i. the folktale and the conventional literary 
play are narratives which are ultimately 
realized in performance; 
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ii. in performance, the folktale and the play 
are temporal, mimetic, interpretive and 
synthetic; and 

iii.  unlike other traditional artistic 
performances in Africa, the folktale, like 
the play, entails much speech. It is now 
for the Nigerian literary playwright to 
study deeply the techniques of the 
African folktale and to, subsequently, 
test our hypothesis in his next play 
 (Ukala, 1993). 

Ukala did not just get up and promulgate a theory of theatre 
he researched into the works of other writers before him. He found 
out that not all plays derived from the folktale are folkist plays. 
According to him: 

 
 Surely, J.P. Clark in Ozidi, entrenched some 

techniquesof traditional African folktale 
performance – the opening and closing formula; 
the use of narrator; audience-involvement; 
preserving the identity of a source while 
adapting new experience to it, the use of the 
simple plot structure; familiar but artistic 
diction; advancing the story through the 
repetition of similar events and leitmotifs. In 
this, Clark (now Clark Bekederemo) compares 
favourably with Efua Sutherland in The 
Marriage of Anansewa, which strongly reflects 
the Akan techniques of composing and 
performing folktales….Apart from popularity 
and effectiveness, an indigenous dramatic 
aesthetic principle, which may be called 
‘folkism’ may derive from the use in the 
African literary theatre of folk linguistic, 
structural and performance styles (Ukala, 1993). 
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After studying several folktales and works by writers that have 
written drama from folktales, Sam Ukala came up the eight laws of 
aesthetic response which if applied the folktale would do better as 
a literary text. The laws are: 

1. the law of opening; 
2. the law of joint performance; 
3. the law of creativity, free enactment and responsibility;  
4. the law of judgment; 
5. the law of protest against suspense; 
6. the law of expression of the emotions; 
7. the law of ego projection; and 
8. the law of closing  (Ukala, 1993). 

 The folkist play usually starts with an arresting action and 
most times with song which gives the audience an incline of what 
the tale is all about, that law of opening leads to involving the 
audience in the unfolding tale. It should be noted that this is not a 
one man narrative folktale rendition but a drama of action with 
actors taking up roles in the story. The narrator weaves the tale and 
he or she is also part of the action on stage.  
 The second law, joint performance is very important as this 
is what makes African theatre unique. In the folkist theatre the 
device that has been used to involve the audience is to create 
characters called MOA (Members of Audience). These are actors 
who have been rehearsed for their roles and put as part of the real 
audience. They interject from the audience into the conversation of 
the actors and also engage them in a questions and answers akin to 
the Greek chorus. The MOA after a while emboldens the real 
audience who today had been adulterated with western detached 
mode of seeing plays, to be involved in the on-going performance. 
 The third law is that of creativity, free enactment and 
responsibility, which allows the narrator and the actors to freely 
interpret the script the way they choose. They are, of course, held  
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liable for their actions. The narrator or actor uses his or her voice to 
add colour to the action. This law from this writer’s experience 
starts from the inputs of the director as his or her creativity in 
allowing several elements on to the stage is his or her 
responsibility. The actors themselves are free agents that add their 
own ingenuity to the performance and if they over act or do not say 
something correctly, they are punished instantly by the audience.  
 The fourth, fifth and seventh laws deal with audience and 
their ability to get something out of the encounter with the play. 
The African audience is never silent, they give instant judgement if 
they like the play or not. Neither had they talked if the actors are 
not perfuming well. If the play drags or the suspense is too long 
they would moan or sigh to show their displeasure. There is usually 
an open display of emotions when the play is liked or disliked. 
There is an instance when a member of the audience went on stage 
to spray money on an actor during the performance of Akpakaland 
directed by this writer. Sam Ukala also recounted a governor 
engaging a performer in a production of The Last Heroes (1993) 
 The message of the folkist play is almost felt instantly as 
the element of immediacy and freedom to talk back is there though 
limited compared that of the theatre for development. The audience 
supported by the MOAs sees themselves as part of the performance 
and they can sing along and even dance along with the actors on 
stage. This is the ultimate goal of folkism. 
 
Iredi War, a Folk Script  
Sam Ukala has written several plays among, which are Slave Wife, 
Akpakaland, The Placenta of Death among others. All these plays 
have folkist tendencies. Iredi War is a little different since it is 
written out of history and not a made up story or ‘lie’ story as is 
found in most folktales. The story for the play is a true event that 
took place in Owa kingdom during the colonial time. The play is in 
the ilk of Oba Ovoramen Nogbaisi by Ola Rotimi which tried to 
chronicle the happenings in 1887 when the British sacked the 
Benin kingdom. This is not the first time Ukala is writing a true 
tale; he did that with The Odour of Justice which represented the  
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travails of Obiamaka Elema. However, the difference is that the 
latter play was not written in a folkist style.  
 Iredi War like Akpakaland starts with the narrator (though 
there are two narrators here). They (the two narrators) provide the 
direction the play takes and fulfils the first and second folkist laws 
of aesthetic response: the law of opening and the law of joint 
performance. In the play the MOAs get involved in the 
performance from the beginning as they interrogate the two 
narrators who are also carriers and runners in the office of Crew 
Reed.  
 The story of the play as we have noted above is derived 
from a true life event: the punitive expedition of the British army 
on the Obi of Owa in 1906. Crew had visited and asked for more 
taxes and able bodied men to serve as carriers and runners. The 
people remind him that those who were taken in the past have not 
returned so they are not inclined to honour his request. The brash, 
arrogant and inexperienced Reed (called Iredi by the people) will 
not take ‘no’ for an answer. However, a meeting was agreed for the 
following day by 5pm for further deliberation. By 12 noon the 
shrines in Owa were burnt by overzealous new converts. There is 
now acrimony between the two sides. Instead of handling it well 
Iredi wants to stamp his authority under the principle of indirect 
rule being practised by the colonial masters by humiliating the king 
before his subjects. The altercation that ensues leads to the killing 
of Iredi. The British without investigating the matter well sends 
armed men to sack the palace of the Obi of Owa. Obi Igboba was 
tricked into the courts of Chichester for a peace meeting and was 
instead arrested. Chichester tries to make a deal with him for his 
freedom but like a messiah the Obi prefers to go to prison with his 
people. 
 That is the story that Ukala weaves into a folkist tale, 
utilizing all the laws. The opening is fast and laced with songs and 
dances as in most African plays. The play is seamless; at first 
glance one would think it is a film script until you understand that 
a folktale has no barriers of set changes and scenes and acts it a 
straight performance though divided into three parts. This play like  
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all folkist plays by Ukala is an excellent reads but better 
appreciated in performance.    
Folkism in Performance  
 Theatre is oral performance so says Sam Ukala 
(Adagbonyin, 1998). That means it goes beyond the script. The 
very essence of it lies in the performance before an audience. This 
is exactly what Oscar Brockett (2004) means when he says the 
three elements that make up theatre are: what is produced which is 
the script or drama, the performance or those ‘ingredients’ that are 
organized together to create the show, and the audience the 
receiver of the final form called theatre. In oral performance what 
is produced is not a written script. That is what makes it very 
critical because the actors must have to do their utmost best to 
communicate to the audience their message and the style of the 
folktale performer is apt for that. This, as we have identified above, 
is the element that Folkism brings to literary drama.  
 Iredi War though is a folk script deals with a real life story 
and its performance, as recommended by the author, happens on a 
thrust stage with permanent sets of the Obi Igboba’s palace, office 
of the army area command which later becomes district 
commissioner’s Agbor’s office, Iredi’s camp and the road to Owa 
nta. This forms the sets where the action takes place but in actual 
performance the director is at liberty to alter the arrangement 
which is what this writer did when the play was performed at 
Ambrose Alli University, Ekpoma in 2015. 
 This author has directed or participated in the production of 
some of Ukala’s plays among which are The Slave Wife (1998, 
2005); The Log in Your Eyes (1998); Break a Boil (1999); The 
Odour of Justice then The Trial of Obiamaka Elema (2001); 
Akpakaland (2003 and 2009); and Iredi War (2015) so he has some 
experience in the production of a folkist play. A very important 
thing to remember is not to be caged in the confines of the stage 
like the proscenium or thrust. In the production of Iredi War the 
whole auditorium was utilized as warriors, soldiers, runners and 
carriers go into the aisle and come out. This provided a smooth 
blend of the story and the action. There was also the use of the 
freezing technique to cover up for the absence of proper lighting  
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since the play was done in the afternoon. The bottom line is that 
the performance must look like the folktale which has no barriers.  
 This takes us to a very important aspect the stage in which 
the folkist play could be performed. Uwadima-Idemudia (2013) did 
an extensive study on the performance area of the folkist theatre 
and recommends a stage with two round sections joined by a walk 
way. This is very lofty as it will allow the actors to move freely 
within the audience from one round part to the other. However, my 
concern is that of the practicality of that type of stage. The ability 
of the audience to see all of the action is a problem and that type of 
stage may be difficult to build unless we say that the folkist theatre 
can only be an open air affair. The nature of the stage if built may 
be difficult for other types of plays to be performed in it.  
 We posit that the folkist theatre is a flexible theatre that can be 
done anywhere provided the producers fulfil the third law of Folkism: 
creativity, free enactment and responsibility. Be that as it may, this 
writer feels that the folkist theatre could best be achieved in the round. 
Theatre in the round provides the actors and the audience a better 
opportunity to engage one another. It also gives a better space for a 
free, flawless movement. We end with the eighth law: The law of 
closing. Whether in the performance or just being read, the folkist 
play leaves a note of caution or hope or a plain moral in the mind of 
the audience. In Iredi War, it ended with a note of caution and hope. 
Conclusion  
We have tried to present the position of African theatre in Nigeria and 
how Folkism has been touted as truly African form of theatre that will 
marry the traditional forms with the written theatre, thereby making 
the all audiences to get the feel of what theatre in Nigeria is. In spite 
of its bold move as a beacon of hope, one cannot fail to state that in 
practice there are aspects that are akin to the Greco-western theatre. 
The language of its rendition and the format of production space leave 
a smack of western influence on the creator (Sam Ukala) of the 
theory. We recommend, therefore, that  though Folkism is a bold 
attempt at addressing the question of the gap between the traditional 
forms and literary theatre in modern Africa it should constantly be 
engaged by theatre  practitioners (writers, directors and producers) for 
the theory to be improved upon.  
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Challenges of Teaching Practice-Based Dance Art in Nigeria: 
The Department of Theatre and Media Arts, FUOYE Model 
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Abstract 
Dance is a symbolic art form that transcends the overall aesthetics 
of the body to the cultural essence of a people. It has continued to 
develop beyond being a cultural activity, to fulfilling other needs in 
the society, including economic, socio-political, educational, 
physical, psychological, and religious desires. The rate of 
development in dance genres/forms and choreographic styles 
globally is quite intriguing and a herculean task to the 
contemporary dancer and choreographer in Nigeria, especially in 
the area of producing quality dancers and choreographers from 
Nigeria's institutions of higher learning, through a well crafted 
curriculum and training. This article, therefore, examines the 
challenges that confront dance studies in Nigeria through a 
qualitative study, which includes participant observation in the 
collection of data while drawing from extant literature. The study 
argues that there is a noticeable gap between dance theory and 
praxis which appear to have mired the growth and development of 
dance education in the country. It uses the experience of the 
Federal University, Oye-Ekiti (FUOYE), to concretise its argument 
for a synergy of efforts by both formally-trained and non-formally 
trained professionals to be involved in the teaching and learning of 
dance in Nigerian tertiary institutions. The paper recommends that 
dance should be seen as a practical discipline wherein emphasis 
would be on the practical aspects. There is also the need to 
integrate the non-formally educated practitioners into the academic 
system where professionally trained and educated dance educators 
are lacking. 
 
Keywords: Dance, Aesthetics, Curriculum, Choreographer, 
Cultural essence, FUOYE  
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Introduction 
Dance reveals the psychological, physical, social, economic, 
political and spiritual importance of every society. It contributes to 
the wellbeing of an individual as well as the society in question. To 
the individual, dance creates opportunities for self employment 
when it becomes a profession, and therefore contributes to the 
advancement and/or development of the society in question if 
adequate attention is paid to it. According to H’Doubler: 

If a child in every school from his entrance until 
his graduation from high school or college were 
given the opportunity to experience dance as a 
creative art, and if his dancing kept pace with 
him developing physical, mental and spiritual 
needs, the enrichment of his adult life might 
reach beyond any result we can now 
contemplate. (27) 

 
H’Doubler’s assertion above is an indication that dance is 

very important in human lives and this is as a result of its 
therapeutic potentialities – capacity to meet physical, mental and 
spiritual needs of individuals. Although its origin remains obscure 
as it is not certain when it became a human endeavour apart from 
the archaeological findings in the cave paintings in Egypt, India 
and elsewhere. The antiquity of dance is alluded to when Peterson 
R. Anya opines that “dance has been called the oldest of arts, it is 
perhaps equally true that it is older than arts. The human body 
making patterns in time and space is what makes the dance unique 
among the arts and perhaps explains its antiquity” (3).  

As one of the earliest art forms, dance has continued to 
struggle for relevance and acceptance in the league of other 
performative genres such as drama and music. Although it is an 
ephemeral art, it is essentially a part of humankind’s existence. 
Dance transcends the overall aesthetics of the body to the cultural 
essence of a people which has exited right from Palaeolithic times. 
Dance as an art form is deeply rooted in human activities. In 
traditional African societies, dance is used to mark important  
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events such as birth, death, rites of passage among others and 
occurs during numerous initiation ceremonies such as puberty rites, 
initiation into manhood, coronation or exaltation into an office to 
name a few. In contemporary times, human activities and/or 
phenomena are abstracted into movement and gestures to achieve a 
desired dance piece. This also means that dance as an intangible 
cultural heritage has advanced globally from being considered as 
mere entertainment to the point of being used to address socio-
economic, political and religious challenges. The world is in a 
continuous flux and societies are always contributing to make 
things work, thereby guaranteeing quality assurance in every 
sphere of human endeavour (Onyemuchara 93).  As societies 
change, other aspects of the life of the people are also affected 
positively or negatively (dance inclusive). The pace of change in 
dance is a positive development as the new forms will contribute 
meaningfully to the advancement of dance genre and bring about 
the desired result. Robert W. Nicholls in Bakare asserts that:  

As life in modern society becomes 
increasingly technical, the need for 
increased participation in effective and 
aesthetic areas becomes apparent. Dance as 
a functional socio-cultural root in the 
African or European model could play a 
part in a cross effective renaissance (41, 
italics mine). 

Dance especially in Nigeria has been found wanting in this 
revival crusade in view of Nicholls submission; a situation that has 
hindered the capacity to address significant and/or salient issues 
through theme-based movements and gestures. To Monye, “dance 
serves religious, economic, political and social needs of a people” 
(106). If dance has the capacity to contribute to the economic and 
social needs of a nation as captured here, as serve the above 
purposes for which it is meant to achieve it will be continuously 
relegated to the background or misconstrued. The question remains 
why it has not advanced pedagogically especially in Nigerian 
institutions of higher learning? Of what importance is  
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practice/practical to theory in dance teaching or training? Why are 
there fewer student majors in dance than in other areas in the arts 
of the theatre such as directing, management, acting, media, 
costume and make-up to name a few? Is dance all about 
choreography and performance? These and many other salient 
questions stare us in the face, begging for sincere answers. This 
article advocates for a more functional approach to the study of 
dance which has become important because of the dearth of dance 
teachers and lecturers qualified enough both in theory and practice 
to steer this ship of academic endeavour; produce dance graduates 
from Nigerian institutions of higher learning to take up positions of 
leadership in the future. 
The Social Attitude to Dance 
Dance is regarded as performance. Its incorporation of movements 
and gestures, mime, drama, music, chants, acrobatics, among 
others, makes it the ‘beautiful bride’ that has not been accorded 
adequate respect and honour. Understanding and teaching dance 
afford one the opportunity to explore the art form in its widest 
sense.  This includes, having more people who could recreate from 
available themes and concepts which hitherto is lacking in our 
institutions of higher learning due to the dearth of practice-oriented 
scholars. The Department of Theatre and Media Arts, Federal 
University, Oye-Ekiti has been chosen as a model because of its 
structure and method of training its dance students. The success of 
the training can be measured by the applause of host agencies that 
dance students are posted for the three-month industrial 
attachments. This study was motivated by questions raised by two 
helpless/hapless students. The reason for choosing these two words 
is not in any way derogative but that which deserves some form of 
clarification. The choice of using helpless is that, they are unable to 
defend themselves or cannot do much without help; the second 
being hapless is that they are unlucky or ill-fated to face this 
challenge. 

The first question came through social media (facebook 
chat) where Miss X sounded her frustration about her inability to 
pursue a practice-based PhD programme in dance and 
choreography in any of the Nigerian universities. The second  
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question was posed by an undergraduate student of dance at 
FUOYE who enquired about career opportunities in dance.  The 
crux of the matter is that, dance has never been given its rightful 
place in Nigeria. This is because, society has refused to accord the 
dance practitioner adequate respect in that they are branded non-
serious, what the Igbo call Efulefu (a word used for non-serious 
minded individuals) and what Ebun Clark recorded as Alarinjo 
pertaining to the Yoruba of the South-Western Nigeria (Clark 4). 
The impression about dancers is that they are tramps, vagabond 
good-for-nothing dancers and drop outs (Ugolo 211; Essien in 
Oko-Offoboche 111).  These aforementioned issues have continued 
to hunt the Nigerian dancer and practitioner, especially students 
who shy away from the practice and or study so as not to be 
branded with such derogatory remarks. Although the government 
is the largest employer of dancers in Nigeria, dance development 
has continued to remain lethargic due to negligence unlike other 
spheres such as science and technology. This is more so because 
establishments of the State Arts Councils or Cultural Centres, the 
National Troupe of Nigeria (NTN), and other government agencies 
have dancers on their payroll yet much attention has not been paid 
to dance apart from using it as entertainment especially when 
important guests visit government officials or those in positions of 
political authority. Apart from serving as a symbol of cultural 
heritage in the Art Councils/Cultural Centres across the length and 
breadth of Nigeria, government as a stakeholder has continued to 
pay lip-service to the deep potentials of dance in our society. 
Government's insensitivity, notwithstanding the dance creators and 
practitioners have not also lived above board in making meaningful 
comments with dance through creating theme-based dances that 
could address important issues in Nigeria. It is in this regard that 
Bakare and Onyemuchara claim that opportunity for its acceptance 
especially within the elite culture that controls the political and 
economic machineries of the nation abound (17). 
 
The Impact of the Attitude 
The 1990s witnessed the beginning of literary publications in 
Nigerian dance by dance scholars. Prior to this time, publications  
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in dance were by non-Nigerians who were anthropologists and 
looked at dance from the anthropological perspective. Dance was 
yet to become a distinct discipline in the Nigerian educational 
system as it was merely an adjunct in the curriculum of 
departments of theatre arts, performing arts or creative arts of 
institutions of higher learning. While discussing 'Dance Pedagogy 
in Nigeria,' Ugolo asserts that “there is … no full-fledged 
department of dance where the subject can be studied fully as an 
art form' (211). So much has been said about the problems of dance 
by scholars (Ugolo 211 – 219; Essien in Oko-offoboche 110 – 111; 
Onyemuchara 96). In spite of their suggestions in respect of 
addressing the challenges of dance studies in Nigeria, not much has 
been achieved in ameliorating these challenges. Apart from those 
mentioned by the scholars, there are still other challenges that are 
confronting dance practice and teaching in Nigeria. Following is a 
discussion of some of them.  
 
Career Choice 
To an average Nigerian, everybody can dance. We dance during 
different ceremonies, festivals and rituals, etc.  In fact dance is a 
part of our life. If that is so, why would anyone choose to study 
what everyone knows and can do? Quite strange! It is rare to find a 
prospective Nigerian undergraduate who opted to study Theatre 
Arts and even among those admitted to the Department of Theatre 
Arts, very few of them choose dance as their area of specialization. 
A sizable number of students in Departments of Theatre Arts in 
Nigerian universities found themselves in such department out of 
desperation. When admission is secured, one dare not report at 
home that he/she has been offered admission to study Theatre Arts. 
But for cut-off mark that saw student who initially applied to study 
Law, English, Mass Communication and even the sciences being 
diverted to Theatre Arts, there would not have been students in 
dance. Scholars in Theatre and Theatre Arts graduates have always 
narrated how they found themselves in theatre during the 1980s 
and 1990s. The story is changing lately and thanks to the 
emergence of Nollywood which is giving the teens the hope of 
emerging as stars especially in the area of acting, filmmaking,  
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costume, directing, etc., a breakthrough that dance is grappling 
with. Suffice to state that most of those who got admitted into the 
universities to study Theatre Arts and ended up in dance had some 
prior experience in dance before they were admitted.  Prominent 
among these groups are those from the Arts Councils and private 
dance troupes. This is attested to by most of the Theatre graduates 
who supposedly specialize in dance today.  A situation where a 
department graduates two (2) or three (3) students out of twenty 
five (25) or thirty (30) students is really pathetic and calls for an 
urgent attention.   
Dance Studios 
A studio is a building or room where artistic works are created or 
displayed. It is the artiste’s workshop. A dance studio, therefore, is 
a building where dance experiments are carried out in form of 
rehearsals with such facilities as dance mats, wall mirror, bars for 
ballet training to mention a few. This is a salient challenge to the 
numerous problems of dance practice and teaching in Nigeria. 
Ugolo (2007) and Essien (1996) had stated that the lack of dance 
studios in Nigerian tertiary institutions where dance is studied as an 
aspect of theatre/performing arts is a major setback to the 
development of dance in Nigeria.  It is disheartening to note that 
even after their observation; little or nothing had been done to 
address the ugly situation. Observations are meant to be applied 
and enforced and not to be hidden in books and dumped on the 
shelves. The need for the call for conferences is targeted towards 
making the society better by addressing salient societal issues. This 
is also the reason behind the release of communiqués after 
conferences. Whenever the National Universities Commission 
(NUC) sends out its accreditation team, there are usually make-
shift venues occasionally ‘stage-managed’ during accreditation 
only to be jettisoned after the two or three days visit of the 
accreditation team. If the department passes accreditation, this 
therefore suggests that all is well and there is no need for 
advancement or providing the needful to support the department 
for an effective and efficient programme.  In such departments, 
most dance practices or rehearsals are done in classrooms, basket 
or volley ball courts, under trees in total disregard of the health  
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implications that it portend for the students and the dance 
educators. Furthermore, the rehearsals are held in the full glare of 
students and lecturers of other departments. Where these studios/ 
laboratories exist, they are just a mockery of a standard dance 
studio which invariably makes the acquisition of requisite skill and 
techniques in dance practice problematic. Continuing, Ugolo 
records that even in the professional settings of the art councils or 
cultural centres, private dance companies and the National Troupe 
of Nigeria National Theatre, requisite studio facilities do not really 
exist.  Essien corroborates this position when he queries “how can 
the body be developed when there are no dance studios for 
rehearsals, no good, comfortable working conditions and 
environment, training equipment and other facilities....” (111). 
 
The State of Dance Teaching 
As stated earlier, dance has never been taught as a separate course 
of study. It has always been part of the Department of Theatre, 
Performing Arts, Creative Arts and other of such names. 
Gbemisola writes that “in the Nigerian university system, starting 
with the University of Ibadan which floated the first school of 
drama in 1963, dance has existed as a subject/course/specialization 
within Theatre Arts, Dramatic Arts, Creative Arts, Performing 
Arts, English and Literary studies, African Studies, Cultural 
Studies and so on" (19). Writing about the state of dance studies in 
Nigeria, Ugolo noted that “of the three areas of study that make the 
performing/theatre arts, dance is the least developed especially in 
the area of curriculum” (213). This position has invariably made 
dance a ‘weeping child’ in the department of theatre 
arts/performing arts of several universities due to its nature and 
poor acceptability in the Nigerian polity. It is often used to ‘spice’ 
drama and music productions/performances; because dance is 
perceived as mere spectacle to enhance performances in drama and 
music. 

Within the first year and second year in the Department of 
Theatre Arts/Performing Arts/Creative Arts across Nigerian 
universities, dance is usually a general course for the entire 
students and does not exceed more than three courses befor 
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specialization at the three hundred and four hundred level where 
they are expected to choose their area of specialization. During this 
four-year duration of theatre/performing/creative arts programmes, 
not more than six (6) dance courses are available to students 
including the final year practical dance project for those who 
specialize in dance. It is noteworthy that even in this dire 
circumstances, some of the lecturers that handle these classes 
barely engage the students in practical works where they 
personally teach them or supervise them outside the conventional 
classroom interaction.  
 
Cronyism  
Another challenge that has stalled the growth of dance studies and 
practice especially in Nigeria's tertiary institutions is cronyism, 
which detrimental to efficiency and technical know-how. Most 
institutions hire dance teachers who are not qualified in the area of 
practice. Rather, jobs are deliberately offered regardless of 
qualifications. As persons deficient in imparting knowledge in 
dance continue to operate in the field, dance practice will continue 
to decline. Bakare succinctly captures this when he asserts that “the 
greatest problem confronting the art of dance and choreography in 
Nigeria today is teaching” (VI). This is what Essien, quoted in 
Oko-Offoboche, calls an act or practice of “placing the square pegs 
in round holes” (112). The challenge to have good teachers that 
will impart dance knowledge on the students will invariably breed 
mediocrity on the side of the students. This is usually the case 
when the wrong person is favoured in place of the right one. It 
should be noted that cronyism is not peculiar to dance but that 
which has bedevilled virtually every strata of the Nigerian system. 
 
Tackling the Problems Head on: The FUOYE Model 
The Federal University, Oye-Ekiti (FUOYE) is one of the nine (9) 
universities established by the Federal government under President 
Goodluck Ebele Jonathan’s administration in 2011. The school is 
located in Oye, a township about 45 minutes drive from Ado-Ekiti, 
the capital of Ekiti State.  The institution has produced its first set 
of graduates with the Department of Theatre and Media Arts  
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recording about 26 graduates. The Department of Theatre and 
Media Arts is one of the few departments in the Faculty of 
Humanities and Social Sciences that started the academic 
programmes of the university in 2011 before the demerger in 2016 
when it fell under the Faculty Arts.  
 Upon assumption of office doubling as Dean of the Faculty 
of Humanities and Social Sciences and the Head of Department of 
Theatre and Media Arts in 2011, Prof Bakare Ojo Rasaki 
restructured the programme of the department particularly dance 
and transformed it into a practice-based academic discipline. Sixty 
percent (60%) of the courses are practice-based while the 
remaining forty percent (40%) is theoretically based.  The rationale 
for this decision according to him (Bakare) is for the programme to 
equip the students with the skills for professional dance experience 
while not also undermining the academic aspects of the field of 
dance. As one of the key programmes of the department, the dance 
programme is structured to equip the students with basic 
techniques on movement execution, improvisation, and processes 
of dance creation, contemporary dance skills, nature and forms of 
dances of Nigeria and Africa and dance vocabularies.   

The non-availability of a dance studio at the beginning 
necessitated the every morning rehearsals which start at 6:30am 
and ends at 8:00am to enable the students attend classes. Today, 
the department has not less than thirty (30) students that specialize 
in dance and choreography with about twelve (12) students as 
dance minors. While ‘major’ implies specialization, ‘minor’ on the 
other hand suggests a partial specialization. In this case, a student 
might have a passion for dance and participate in rehearsals; he/she 
might decide to edit one or two courses in some of the dance 
courses in the department from 300 which is the period of 
specialization to 400 levels. In any case, this is not compulsory. 
Conversely, the dance major students must compulsorily 
participate in rehearsals and pass all dance courses to be able to 
graduate. The FUOYE dance programme is based on three 
innovative ideas that underpin its practice-based approach. The 
following is a discussion of them. 
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Recruitment of Professional drummers 
A drummer is one who plays the drum, but a professional drummer 
is one who makes a living out of playing it. The department has 
two professional drummers in the employ of the university as 
music instructors, drummers and demonstrators. They assist in the 
teaching of musical instruments (both traditional and western) 
during dance rehearsals and also perform with the students during 
performances. This is inevitable because dance and music are 
inseparable especially in the African context.  This is a welcome 
development as students that wish to major in music theatre have 
the opportunity to learn from professionals who are readily 
available to feed them from their wealth of experience. Apart from 
the Universities of Calabar and Port Harcourt, very few 
Departments of Theatre/ Performing/ Creative Arts have deployed 
the idea of employing resident drummers. This is an idea worthy of 
emulation as it will go a long way in alleviating the challenge of 
dance practice in our schools and invariably enhance creativity and 
competence since music and dance are inseparable.  
Dance Lecturers 
A dance lecturer is one who trains and educates students on dance, 
thereby developing them in their career choice. There are three 
dance lecturers in the Department of Theatre and Media Arts of the 
University who incidentally started their careers in the arts councils 
or cultural centres and the National Troupe of Nigeria and have 
several years of practical dance experience. A professor of dance 
that had stints with Hubert Ogunde, Jimmy Aliu and the former 
Ondo State Council for Arts and Culture as a drummer and dance 
artiste. A lecturer II who had stints with the Abia State Council for 
Arts and Culture, African Kreative Dance Company and the 
National Troupe of Nigeria as dancer and choreographer. The 
assistant lecturer who worked with several private companies and 
the Nasarawa State Council for Arts and Culture is the third. Both 
the lecturer II and assistant lecturer are pursuing their Ph.D degrees 
in dance and performance studies in other Nigerian Universities. 
With this calibre of lecturers, it means that practice and theory are 
harmonized and the students are not short-changed in focusing 
only on theory without paying attentio 
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 This is an innovation worthy of emulation by other dance 
programmes that lack such manpower. If dance must attain the 
level expected of it in Nigeria, it should be such individuals with 
technical know-how that should be at the saddle of training dance 
students. Where this is not possible, efforts should be made to 
employ pragmatic dancers to serve as demonstrators in dance 
workshops coordinated by dance lecturers who might not be 
practically equipped. With such an arrangement, dance students 
will be adequately prepared to face the challenge of dance practice 
professionally. 
 
Students’ Dance Training Programme at FUOYE 
In the 1980s, there were ample opportunities for students to be 
trained by expatriate dance educators that were employed to train 
students both in practice and theory. At the University of Ibadan 
was Peggy Harper, the University of Calabar had Ovielle Johnson 
while Georgina Gore was at the University of Ilorin. Despite these 
efforts a lacuna between practice and theory exists in dance 
teaching in Nigerian universities that needs to be addressed. It is in 
an effort to bridge this gap that the dance programme of FUOYE is 
designed. The programme is structured in a way that the students 
have ample time to attend to other programme requirements in and 
outside the department. As noted earlier, dance rehearsals run 
between 6:30 am and 8am before the commencement of theory 
classes. The students are required to attend this rehearsal with the 
three dance lecturers even when the university is almost non-
residential. During drama rehearsals, the dance segment of the 
drama rehearsal is allotted a period which the students also utilize 
for dance training. Furthermore, theatre workshop which is a 
course always ascribed to drama in most theatre/performing arts 
departments in Nigeria, is also extended to dance where the 
students especially those that intend to specialize in dance also 
have their fair share of the total experience using dance as a pivot. 
The reason for this is that all students must be involved in all the 
rehearsals, and this has positively impacted the programme in 
terms of performance. For instance, in one of their dance  
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performances packaged in honour of the visiting accreditation team 
in August 2015, Gbenga Igbinleye, a professor of language of the 
Federal University Lokoja, eulogized the students after the 
performance in these words:  
 

The hallmark of a good dance performance 
is being able to involve all body part in the 
enactment. Choreography is practical and 
seamless; the ease of rendition is engaging 
and involve the audience in an otherwise 
difficult and complete act as if it is an 
everyday common place performance. Every 
successful dance elicits and evokes feelings 
of elation, fulfilment and satisfaction, but it 
does not immediately show the discipline 
and practice that had gone into the 
preparation. All your performance tonight 
shows discipline, tutorship, learning and 
uncommon passionate commitment to 
excellence.  The dexterity of your drummers 
is worthy of adulation and celebration. 
(Recorded speech) 

This breathtaking comment by Igbinleye actually suggests 
that the students and lecturers are working towards the common 
goal of excellence in dance practice. The fact still remains that the 
reward of hard work is usually celebration.  This feat has also 
informed the institution’s approval to construct a state-of-the-art 
theatre complex that houses all the arms of the theatre arts 
programme. 
 
Students’ Industrial Work Experience Scheme (SIWES) 
Students Industrial Work Experience Scheme (SIWES) is a 
programme designed to prepare and expose students of tertiary 
institutions comprising of universities, polytechnics and colleges of 
education/agriculture/technology to acquire necessary skills needed  
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for the industrial work situations which will confront them upon 
graduation. The scheme was established by the Federal 
Government of Nigeria in 1973 to be operated by the Industrial 
Training Fund (ITF). It has the National University’s Commission 
(NUC), National Commission for Colleges of Education (NCCE) 
and National Board for Technical Education (NBTE), employers of 
labour and participating institutions as the coordinating bodies. Its 
purpose was to solve the problem of lack of adequate practical 
skills by Nigerian graduates of tertiary institution for employment 
in industries (www.itf-nigeria.com). Like those in the Engineering, 
Medical Sciences, Agriculture, Science Education, Technology, 
Pure and Applied Sciences and Environmental Sciences. The 
Department of Theatre and Media Arts also sends her students on 
Students Industrial Work Experience Scheme (SIWES). This is to 
enable them acquire requisite skills during the three-month 
internship programme.  
 The programme runs from the second semester of third year 
vacation to the first week of resumption in their fourth/final year of 
the programme. It is reasoned that by this time, the students must 
have decided on their areas of specialization. It is on the basis of 
their area of specialization that the department decides on where to 
deploy them for the internship. For instance, those that wish to 
major in media arts are sent to media houses (radio and television 
stations), advertising agencies and cognate organizations while 
those in performance are sent to the arts councils/cultural centres 
and privately owned theatre companies. During the period of 
internship popularly called Industrial Attachment (IT), lecturers 
from the department visit the students in their places of internship 
to assess their performance. While on internship the student 
trainees are exposed to experiences which would readily help them 
to negotiate some of the challenges they may face upon graduation. 
The internship is of such importance in the programme that the 
experience the student acquires therefrom is the subject of his/her 
final year research project. 
 Conclusion 
The lacuna between theoretical and practice-based teaching in 
dance studies in most Nigerian universities remains a major  

http://www.itf-nigeria.com/
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challenge to proficient and effective dance education in Nigeria. To 
produce quality dancers and choreographers is a ‘hard nut to crack’ 
due to the poor background in dance scholarship and practice in 
Nigeria. Although the FUOYE is striving to address these 
challenges through the restructuring of the theatre and media arts 
programme, there is still room for improvement if dance must 
contribute to sustainable development in Nigeria. Government, on 
its part should strive to correct the inadequacies identified in this 
study as challenges to dance development through its relevant 
agencies –tertiary institutions in order to take dance to an enviable 
height. These includes, among others, the construction of befitting 
dance studios, employment of qualified personnel that will 
effectively handle the teaching of dance in the institutions, a more 
robust internship programme where students from other 
departments can also participate and benefit like their counterparts 
in Engineering, Medical Sciences, Agriculture, Science Education, 
Technology, Pure and applied Sciences and Environmental 
Sciences for adequate practical skills preparatory for employment 
in the cultural industries in  Nigeria and beyond. Also, dance 
scholars and practitioners have a role to play in uplifting dance 
beyond its present status. Efforts should be made by dance 
educators to give dance students maximum attention by assisting 
them to nurture and develop their creative ideas, practicing and 
rehearsing with them as they look up to us for motivation. Being 
available and accessible will create an environment of learning by 
example for the students. 
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Mock Hunting, Music and Visual Art Forms in Adeʋu: A 
Northern Ewe Hunters’  

Dance-Drumming Ritual in Ghana 
 

*Martin Q. AMLOR 
Abstract 
Indigenous music in African cultures is strictly performed within 
the cultural matrixes of the people. The northern Ewe, like their 
other African neighbours, regard music as life because of their 
beliefs that are deeply rooted in religious, psychological and 
philosophical themes that support their daily activities and also 
provide solutions to their problems. Since their indigenous music 
making is also embedded in their social, political, religious and 
economic activities, one major music genre that supports personal 
and economic activities of adelawo (hunters) to provide ‘bush 
meat’ for consumption in their communities is adeʋu, a hunters’ 
dance-drumming ritual. This article, therefore, attempts to find out 
what adeʋu is, its mode of performance, cultural role(s), and to 
further explain why visual art forms are incorporated into its 
performance. The study uses historical-analytic, iconic cultural, 
musical notation and participant observation methods to engage the 
issues it sets for itself. 
Keywords: Indigenous music, Initiation ritual, Adeʋu, Dance-
drumming, Visual art forms 

Introduction 

Agbodeka (2000) explains the term, “northern Ewes of Ghana as 
Ewe ethnic groups that are located in the Ho, Hohoe, Kpando and 
Jasikan districts and are classified into two broad groups based on 
language and origin.’’ A recent sub-division of the Ho, Kpandu 
and Hohoe districts has led to a further creation ofAgortime-Ziɔfe, 
Adaklu, North and South Dayi districts. Amenumey (1997) 
describes the first category of Ewes as the Ewemeawo who are in  
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the majority and speak Ewe as a mother tongue. In addition, they 
have a common migration and settlement history as descendants of 
a major block of Ewes that migrated in the 17th century from Ŋɔtsie 
in the Republic of Togo.  

The second category of northern Ewes referred to as 
fiafialawo, speaks distinct dialects that overlapand vary.These 
fiafialawospeak Guan, Buem and Akan dialects in addition to Ewe 
as a second language. Some of the Guan speaking settlements 
include Akpafu, Avatime, Bowiri, Krachi, Likpe, Logba, Lolobi, 
Nkonya, Nyagbo, Santrokofi and Tafi. The Buem speaking groups 
are found at Jasikan and its adjoining settlements ofBaglo, 
Teteman, Kute, and Okadjakrom. Going further north, one can 
identify pockets of Akan speaking groups of settlers at Ahamansu, 
Breweniase, Kadjebi, Papase, Pampawie, Tapa Amanya and 
Worawora. 

Socio-Political Structure 
Bluwey (2000) analyses the political structure of northern Eweland 
and states that: 

….The basic unit of a political organization 
in northern Eweland is du, a settlement 
inhabited by a people who claim a common 
ancestry and are subjects of a chief. The du 
may consist of several clans, each with its 
own lineage and leadership who all owe 
allegiance to the Dufia (chief of the town) 
whose symbol of authority is the stool. The 
highest political entity, being the dukɔ, is 
composed of several duwo which owe 
allegiance as subjects to the Fiaga, 
paramount chief. 

According to Gavua (2000), the Fiaga, by his position, is 
the supreme political head, the chief executive and the supreme 
judicial officer of the dukɔ (the state). Every chief including the 
Fiaga is a descendant of a fiasa (royal house)or a specific clan 
whose ancestors are believed to have been either the original 
founders of the state, town, or village or must have been rewarded  
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with the right of rulership for valour or distinguished service to the 
community or state. 
 
Economic Activities of the People 
A close study of the economic activities of the northern Ewe, 
according to Obianim (1990),shows that principally, about 90% of 
the people are subsistence farmers and a very small percentage of 
them are fishermen and hunters. Foodstuff production and fishing 
from the Volta Lake and its adjoining smaller rivers form the hub 
of their economic activities. Cassava, yam, plantain, cocoyam, 
maize and rice, constitute their main staple food items in the area. 

Besides farming and fishing, a handful of the citizenry are 
teachers, nurses, bankers and state security officials. An age-long 
economic activity that has always been and continues to sustain the 
well-being of the northern Ewe is hunting of wild animals. The 
Cambridge International Dictionary (1995) defines hunting as 
chasing and killing animals for food or sport. Hunting, according to 
Hoskins (1990), is the practice of tracking and pursuing an animal 
with the intent of killing it. 
 
Why Adedada (Subsistence Hunting) a Northern Ewe 
Vocation? 
From the researcher’s field studies, animal hunting in northern 
Eweland is commonly undertaken to provid emeat for direct 
consumption, for sale or to eliminate predators which are 
considered as dangerous to humans or domestic animals. Hoskins 
further states: “apart from food crop availability, wildlife as a food 
resource in Africa leads to employment, income generation as well 
as positive improvement in the physical, spiritual and cultural well-
being of the people”. 

Corroborating the above, Ntiamoa-Baidu (2016)claims that: 
“in many African countries including Ghana(emphasis mine), 
hunting is not only a means of securing food resources, but is also 
a male social event (rites of passage) in which young men prove 
their bravery and masculinity as future hunters.” Africans, 
especially, rural dwellers, also depend on hunting to obtain  
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essential protein and income, while many others supplement their 
livelihood by hunting (Asibey, 1974; Ajayi, 1979; Butynski and 
von Richter, 1972; Infield, 1988; Tutu, Ntiamoh-Baidu & 
Asuming-Brempong, 1993). To date, what underscores the value of 
wildlife in northern Eweland is the consumption of what I term 
‘bush meat’, and rituals that are performed for both hunters and the 
games killed. 

 
Implements and Methods of Hunting  
Similar to what obtains among the northern Ewe of Ghana, 
Afolayan(1980); Martin (1983) identify and describe the gun as the 
most popularly used weapon in hunting communities of Nigeria 
where this vocation is undertaken individually or in groups:  

….In the past, the use of flint-locks, locally 
produced by blacksmiths, is now giving way 
to locally manufactured shot guns and 
imported rifles. The hunter enhances 
hunting activities at night, by using a head 
lamp; a special device made from brass with 
polished reflector that contains carbide, and 
carried on the forehead. When water is 
dropped on the carbide, it produces 
acetylene which burns to give a strong light. 
Other hunting methods include setting of 
traps and snares, using dogs to sniff out wild 
animals and fire to smoke out rodents which 
are killed with clubs or cutlasses. 

By being a participant observer in the Kpando, Vakpo, 
Alavanyo, Peki, Hohoe and Wli traditional areas from October, 
2015 to May, 2017, I have observed that hunting with guns as an 
individual or group activity, is very prevalent. The ability, 
therefore, to successfully kill at least three wild games, leads to a 
mandatory performance of adeʋu for such hunters.  
 
Adeʋu: Origin, Distribution and Occasions of Performance 
A typical folk genre incorporated into ritual ceremonies to incite 
the presence and support of the spirits of the gods and ancestors of  
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the land, especially in the activities of northern Ewe traditional 
hunters, is adeʋu. The term adeʋu, which is a short form of 
adedadaʋuwɔwɔ, literally means ‘hunting music” or “hunting 
dance-drumming music’, and it is derived from two Ewe words, 
adedada (hunting) and ʋuwɔwɔ (dance-drumming music). By 
definition, adeʋu, regarded as one of the oldest northern Ewe folk 
genres, is performed to give ritual cleansing and protection to 
hunters who have killed wild games (believed to possess harmful 
spirits) in order to ensure their overall welfare and survival .Adeʋu 
is also performed to usher an amateur hunter who has killed three 
wild games to the status of ademega (professional or chief hunter). 

Research findings validate the assertion that this folk genre 
did not originate from any northern Ewe society in Ghana; but was 
a cultural legacy inherited from Ŋɔtsie, a town in the Republic of 
Togo. Upon their arrival in Ghana, Younge (2011) states that: 

The northern Ewes, who moved hinterland 
upon arrival at their respective places of 
settlement in Ghana, were mostly hunters 
and farmers. Since hunting at that time was 
by far the most revered occupation, they 
practised adeʋu dance-drumming inherited 
from their forbears at Ŋɔtsie. For this 
reason, the best hunters who travelled long 
distances and killed wild games were highly 
decorated and given the title of ademega, 
chief or headhunter. 
 

Adeʋu dance-drumming which is prevalent in the farming 
communities of the forest zones in northern Eweland, is largely 
performedby the people ofAbutia, Adaklu, Alavanyo, Anfoega, 
Ho, Hohoe, Kpando, Peki, Sokode, Vakpo, and Wli traditional 
areas. Adeʋu performance also takes place during festival and 
funeral celebrations thatpay tribute to orhonourdeceased 
huntersand citizens who have performed feats of bravery such as 
shedding their blood to protect their communities and people from 
the attack of enemies and wild beasts. Fiagbedzi (1997) further  
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states why Ewes observe death and funeral celebrations: music 
publicises the bereavement, and thus, propagate the news of death; 
it is considered as part of a decent burial; for it is denied certain 
types of death generally classified asʋumekuwo (bad deaths) 
incurred through lorry accident, drowning, suicide, etc. Music 
performances at funerals are, therefore, means of helping 
sympathizers who keep vigil to be awake and occupied. 
 
Adeʋuas Music and Ritual of the Northern Ewe   
A strong belief among the northern Ewe is that all wild games 
possess revengeful spirits that are harmful to a hunter and the 
entire community, hence, music and ritual performances for a 
hunter who has killed some number of such wild games is never 
delayed. The adelawo, in their discharge of activities, share the 
view that though their functions or interests are non-musical, they 
on the other hand, incorporate music and dance into their ritual 
performances to enhance a strong and formidable fellowship that 
can be renewed or adjusted with the spirit of their hunting deity 
and the gods of the land for physical and spiritual protection in the 
discharge of their duties. It is probably in this regard that Parrinder 
(1949) comments on music in African indigenous worship:  

No one who has visited a scene of public worship in 
Africa can be in doubt that one of the attributes of the 
gods is that they are music-loving gods. The most 
common situation in which they manifest themselves is 
the musical situation in which music which affects them 
is performed. They descend to the people through their 
human media and participate in the drama of worship. 

Parrinder further asserts that the gods, acting through their 
media, are known to object to singing of particular songs or show 
displeasure when performance lacks in animation and vigour. One 
can, therefore, infer from the point above that music as part of the 
religious activities of Africans is not always based on routine 
worship but also, it is associated with the ritual needs of 
individuals, social groups, and communities as a whole. Nketia  
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 (1963a), with reference to the hunting songs of the Akan ethnic 
group in Ghana, claims that “when such wild games are killed, 
there is a repertoire of songs that are sung by hunters during public 
rituals that are held to re-enact their encounters in the forest with 
animals”. 

Two weeks before a hunter gains public recognition for 
killing a wild game such as an elephant for the first time, he sends 
part of the meat to the ademega to announce his successful hunting 
expedition. Later, the head hunter leads his colleagues to present 
drinks such as akpeteshie (a locally distilled alcohol from 
fermented palm wine) or schnapps and a portion of the meat to the 
dufia, (chief) of the town and officially informs him about the 
hunter’s achievement. A day is set aside for public celebration and 
invitation is thrown to hunters, drummers and singers in the area to 
be part of the celebration.  

The public celebration often takes place on a Thursday, and 
on the morning of that day, the hunter first announces himself on 
the outskirts of the town by firing a gunshot and bursting into a 
victory song, and he is joined by boys training under him. His 
colleague hunters and members of the community also join him on 
the outskirts of the town and amidst exchanges of songs, 
declamations and verbal recitatives of praises and congratulatory 
messages; they carry him shoulder high through the streets of the 
town to the celebration ground where the chief, his elders and 
members of the public gather to welcome him. The hunter, led by 
the chief hunter, goes round to exchange formal greetings with the 
chief, his elders as well as other prominent members of the society. 
The public celebration is followed a few days later by confinement, 
initiation and cleansing ritual performances for the new hunter at 
the shrine of the ademega. 
Confinement and Initiation Rituals       
To be duly recognised and elevated to the position of a 
professional hunter, an initiate is confined for seven days to the 
shrine of the ademega for ritual cleansing. The ademega faces the 
east, prays and offers both local and foreign drinks mentioned 
earlier to the past glorified hunters for their protective spiritual care  
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of the initiate. The initiate is later served with a ritual meal 
prepared from selected parts of the game killed: heart, kidney, liver 
and jaw in order to forestall mishaps in the forest and harassment 
from the spirit of the dead animal. The head, ears, and tail of a wild 
game are not consumed but are kept as relics at the shrine of the 
chief hunter for rituals that enable hunters to shoot with precision, 
wild games that are confronted in the forest. 

In addition to alcoholic drinks used for ritual performances, 
wɔtsi (corn flour mixed with water), is offered as a symbol of 
peace, blessing and good health for the attendants at the shrine. 
The rituals are believed to fortify the initiate and infuse into him 
courage, masculinity and hunting virility to embark on all hunting 
expeditions without fear of animal spirits or other principalities. A 
fowl is sacrificed to show gratitude to the Supreme Being, spirits of 
the gods and ancestors. The posture of the dead fowl is 
traditionally interpreted. The celebrants yell, sing, drum, dance, 
shout and fire musketry if the head and legs of the fowl face 
upwards; a sign that the rituals have been accepted by the gods. 
Younge (2011) further comments that: 

The period of confinement for initiation 
rituals of northern Ewe hunters takes seven 
days during which the hunter is fed with 
meat from the heart, jaw and kidneys of an 
elephant or of any wild animal killed. The 
animal parts used for the meals symbolise 
the hunter’s bravery, strength and 
endurance. He is also introduced to the use 
of some herbs for protection during his 
hunting expeditions. The final ritual which 
takes place on the seventh day is the 
preparation of the animal’s head on which 
the new hunter, dressed in full hunting 
regalia, sits to demonstrate his total 
superiority over all forest animals. 

A special ritual dance-drumming session is held for the 
initiate to exhibit his bravery and hunting skills through enactment  
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of dramatic forest scenes: tracking, stalking, taking, slow orquick 
steps, crawling, halting, aiming and firing.  

 
Song texts 
Northern Ewe adehawo (hunting songs) are associated with both 
physical and spiritual worldviews of the people. From my field 
studies, northern Ewe adehawo reflect the relationship between 
activities of hunters in both physical and spiritual worlds. They 
also express hunters’ experiences and knowledge of the behaviour 
of wild animals and forests within which they operate. These song 
texts, therefore, infuse a spirit of bravery and stimulate them into 
warlike actions and dance dramatisations that remind them of what 
happens during acts of combat with wild forest animals, successful 
and bitter hunting expeditions, the power of the gun and other 
related hunting materials; potions and amulets that facilitate their 
victory and superiority over the animals killed. Illustrated below, is 
a victory song, entitled, Ne law’adakpl’adela do goa and sung by a 
hunter who approaches the outskirts of the village or town to 
announce his victory over a wild animal killed.   
  
  
 
 
 
 
 
 
 
 
 
 
 

Example 1: A victory song sung by a hunter after killing a wild game. 
        . Ne la w’adakpl’adeladogoa,      If a wild game and a hunter meet, 

Ny’aɖedzɔa loo!           Something happens! 
 Ne la w’adakpletudogoa,           If a wild game faces the bullet of a gun,  
 La gaemua loo!          The wild game falls dead! 
 



184 
 

            EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                       175 
From participant observation undertaken during my field 

studies, I have noticed that apart from Ewe language in which 
adehawo are sung, some of them are also sung in other varieties of 
Akan dialects such as Fante, Twi, Kwahu and Akwapim. Some of 
the hunters interviewed attribute this to a long standing social 
interaction between the northern Ewe and some Akan ethnic 
groups dating many years back to periods of wars of conquest, 
trading activities and sharing of common geographical boundaries 
which eventually, led to inter-marriages. The structural 
organisation of adehawo is mainly based on call and response or 
the (AB) form. The diagram below illustrates the AB form: 

 
++++++++++++++++++++++++*************************** 
[________A_section__________][_______B_section________  ] 

intoned by the Cantor/Soloist answered by the Chorus 

Two other ways in which the (AB) vocal form is used by 
hunters’ in adeʋu performance are: Solo/Chorus and 
Cantor/Chorus performances. The solo/chorus vocal form involves 
a soloist who sings an entire song through from the beginning to 
the end and it is exactly repeated by the chorus section or the 
soloist introduces a new material into the Solo section before it is 
responded to by the chorus section.  This is illustrated below: 

+++++++++++++++++^^^^^^^^^^^^^^^^^^***************** 
[_____Section A_____][___ Section A1_ __ ][__ Section B___] 

A: Portion of the original text intoned by the soloist. 
A1: A new material added to complete the solo section before the 
chorus enters. 
B: Chorus section. 

The second AB vocal form which is the Cantor/Chorus 
form is where the cantor does not end completely, the musical 
phrase he intones on a perfect cadence before the chorus joins in to 
sing. Various elaborations of these forms also include variations in 
text, melody or both in the cantor/solo sections while the chorus 
section remains or changes as well. In another development, a 
soloist intones a song, and at different points in time, a 2nd and 3rd  



185 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                       176   
 

soloists take individual turns to sing allotted portions in order to 
complete the entire solo section before the chorus enters. The 
diagram below depicts a call and response vocal rendition between 
three soloists and a chorus. 

 
             
++++++++++++^^^^^^^^^^^^^^^0000000000000************* 

[___1st soloist____][_2nd soloist___][___3rd 
soloist][__________________________] 

[         Section A (Solo Section)][Section B (Chorus section)_] 
 

These two vocal forms, especially, the cantor/chorus form, 
in many cases, produce overlapping effects which eventually lead 
to some form of polyphony. Amlor (2010) contends that an 
important attribute of the cantor or soloist is that, apart from 
possessing a sweet and a strong tone, retentive memory, and good 
dancing skills, he is also supposed to have a good sense of 
improvising melodies on the spur of the moment. Collins (2004) 
further comments on other features true of soloists associated with 
indigenous African music performances as song leaders: “these 
skilled singers can be political spokespersons that praise and 
satirise, or folk philosophers, didactic teachers, chief mourners and 
repositories of genealogical knowledge”. Adehawo, composed in 
the heptatonic and varieties of the pentatonic scales, are either 
ended on a sustained or a prolonged note or ended in sporadic use 
of parallel thirds, fourths, fifths and octaves that result in harmony 
and multi-part singing. 
 
Structural Form of Adeʋu Dance 
Adeʋu dance performance first begins when the hunters, as a 
traditional obligation, pay homage to the ʋufolawo 
(instrumentalists), chiefs, important dignitaries and the spectators. 
According to Younge (2011), “the dancer who is expected to 
observe a dance ritual before beginning a dance session, pays 
homage by bowing to the drummers, chiefs and important 
dignitaries and touching the ground in front of them with the fore- 
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fingers of their left and right hands. The instrumentalists are said 
not to perform to their maximum best if a dancer does not observe 
this pre-dance ritual.” Adeʋu dance movements are executed as 
solo performances where dancers take turns in executing short and 
brisk syncopated movements of the feet one after the other; 
forwards, backwards and crossing of the legs to depict forest 
animals or episodes encountered during their hunting expeditions. 
The structural form of the adeʋu dance, therefore, comprises four 
main stages: adezɔliɖeɖe (hunters’ processional dance) adekaka 
(dance-drama of the hunting expedition), adeʋu (the real dance-
drumming session) and akpi (warriors’ dance). 

Adezɔliɖeɖe is a symbolic processional dance-drumming 
ritual that depicts the nature of journeys embarked upon by hunters 
to and from their hunting grounds. The dance procession is led by 
the ademega and closely followed by adegbadro/tsɔla (the bearer 
of the hunting deity). To the people, adegba which is a collection 
of relics such as skulls, horns, tusks and jaws of wild animals 
killed, is an epitome of the spirits of deceased hunters, warriors and 
ancestors. Accompanying the adegba is adetre, a calabash filled 
with wɔtsi (corn flour mixed with water), a favourite ritual meal of 
the ancestral spirits during prayer sessions. During performances, 
the adegba is placed in front of the drummers and the bearer, 
regarded as the soul of the deity, sits either at the left or right side 
of the adegba; and maintains this position throughout the entire 
dance performance. 

Adekaka, the second phase of adeʋu performance, is led by 
an ademega who mimics and executes dance-drama which is 
rooted in civic lessons on bravery and patriotism to inspire and 
educate young would-be hunters about the experiences of their 
elderly and professional hunters. The third stage which is called 
adeʋu, is the real and grand music and dance-drumming activity 
performed when a new hunter is joined in the celebration by fellow 
hunters and their wives to celebrate his victory dance. The session 
begins with abrase, a vocal warming up exercise in which short 
and repetitive songs closely related to the worldview of the people 
are sung in a declamatory style either in free or strict rhythm. 
Nketia (1963b) describes declamatory songs as “having series of  
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phrases or short musical sentences with intervening breaks”. This 
song form which lies between speech and lyricism, has an opening, 
exposition and ending patterns that ‘psyches’ and charges the 
atmosphere and creates emotional satisfaction and readiness in the 
hunters to perform the actual dance with vigour, joy and 
satisfaction.  

Akpi, a warriors’ dance, is the fourth phase and climax of 
adeʋu dance performance. Homage is paid to deceased hunters and 
citizens who fought as warriors in the past to defend northern 
Eweland from enemy and animal attack. Tribute is also paid to 
hunters who during their hunting expeditions, were believed to 
have explored new territories and founded new settlements. For 
their skills in the past as leaders of warrior groups, search parties 
and experts in the knowledge of their geographical terrains, 
Asiama (1965), illustrates below, an Akan song text that projects 
hunters as pioneer settlers and ‘pathfinders’ of their communities, 
villages and towns: 
Kwan ketewa    Narrow path 
Obɔfoɔkwanketewa   The hunters’ narrow path 
Bedantempɔn    Will turn into a wide road 
Kwan ketekete    A narrow path, 
Obɔfoɔayikwanketewa           The hunters have made a narrow path. 

 
 Traditional chiefs, to date, have high regard for hunters for 
providing them (chiefs) with meat and other animal parts such as 
horns and hides for use at their traditional courts. For example, the 
ears of an elephant are used as head covers for Ewe and Akan court 
drums such as agblɔʋu and fɔntɔmfrɔm and nyiɖuwo (elephant 
ivory tusks), are used as ‘talking wind instruments’ during societal 
ceremonies or celebrations to praise chiefs.   
 
AdeʋuPercussion Ensemble  
Instruments constituting the ensemble of this occupational folk 
music include the following: 1st and 2nd Eko/Ladzo (animal horn), 
Ʋuvi (supporting drum), Asiʋui/adesiʋui (deified hunters’ drum) 
and Krokoto (lead or master drum). 
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1st/ 2ndEko/Ladzo: Ekoorladzo, a wind instrument constructed from 
elephant tusks, horns of buffalo, or any horn-bearing wild game 
killed, is used in adeʋu dance as an idiophone. The rhythm and 
sound of this instrument dictate the time-line or rhythmic phrases 
that guide the entire performance. The second eko accentuates the 
time-line of the first eko and sound is generated by striking the 
outer body of the instrument which is held slackly in the left or 
right hand and struck with a stick. 
 
Ʋuvi: This is a small single-headed supporting drum that has a 
base carved in a bottle neck shape and tuned to a little higher pitch 
than the other drums. It is held in between the knees in a sitting 
position and slightly tilted forward and played with the hand or the 
palm. 
 
Asiʋui/adesiʋui: This is a supporting drum that is a little bigger in 
size than the ʋuvi. Its shell is entirely covered with raffia and it is 
regarded as a deified instrument that represents the spirits of both 
the living and dead hunters. It is held in between the thighs and 
played with the fingers and the palms. 
 
Krokoto:As a lead or master drum,the krokoto,often supported by 
adesiʋui, controls and monitors the rhythmic pattern of every 
instrument. A lot of improvisation is done on the krokoto by the 
master drummer; and at the climax of a performance, he introduces 
υugbewo (varieties of rhythmic patterns and drum languages) to 
embellish the tone colour of the ensemble. It is held in between the 
thighs, tilted forward and played with two curved sticks while 
seating. Open tones are generated by alternately hitting the head of 
the drum with curved sticks. The krokoto also plays a non-musical 
role as a speech surrogate at the chief’s palace by announcing the 
arrival of chiefs and their elders at traditional and state functions. 
Illustrated below is La w’adamezɔakplefe o, an opening phrase of 
an adeʋu vocal and instrumental music. 
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Example 2: An opening phrase of an adeʋu vocal and instrumental 
music. 
Law’adamezɔakplefe o!     A wild beast never walks on its claws. 
Fe l’aku me.   It draws them into its paws 
The picture below is a group of adeʋu performers in the northern 
Ewe traditional area of Alavanyo. 
 

 
 
 
 
 
 
 
 

 
 
 
 

 Fig. 1: Adeʋu dance ensemble being played during an 
initiation ceremony of a hunter. 
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The text of the above song is quite proverbial and likened 

to a person who is highly provoked to exercise patience to 
overcome such provocations. The drum patterns in adeʋu 
performance on the whole, consist of “burden texts, nonsense 
syllables, vocables or mnemonics”. To a large extent, the roles of 
the krokoto and adesiʋui augment the complexity of the rhythmic 
foundation of the entire ensemble during performance. A close 
look at adeʋu dance arena reveals a simple formation. Behind the 
seated instrumentalists are the singers and dancers. The spectators 
form a circle and surround the performers. 
 
Visual Art Forms in Adeʋu Dance-Drumming 
Visual art forms can be described as colours, paintings, drawings 
or physical objects that are incorporated into a musical 
performance to enhance its, meaning, understanding and 
enjoyment. In adeʋu performance, paintings or drawings appear on 
a hunters’ adewu (smock), or raffia is used to cover the shells of 
the drums. Besides, visual art objects employed in the dance serve 
as appendages that are held, suspended on parts of the body or 
attached to the shells of adeʋu drums. They include aliblɛ (waist 
bands), asigɛ/afɔgɛ (finger/toe rings), kɔmegɛ (necklaces), 
adekotoku (haversack), sebɛ or kabla (amulet or protective charm) 
sɔsi (animal tail), adetsigoe (gourd/rubber water container), dzofii 
(ash gathered from the hunter’s shrine),adegbadza (girdle), etu 
(local flint-lock guns now giving way to local and western 
manufactured rifles), yi (cutlass) adekpui (dagger), ehɛ (knife), kpo 
(wooden club) and ekpɛ (whistle). 

The interrelationship, therefore, between adeʋu dance-
drumming and visual art forms incorporated into its performance, 
is one of symbolism. Cohen’s (1974) definition of symbol, as 
“objects, acts, concepts or linguistic formations that stand 
ambiguously for multiplicity of disparate meanings, evoke 
sentiments, emotions and impel men to action. Symbolism in 
adeʋu among the northern Ewe is quite abstract because its exact 
meaning transcends the arts/objects mentioned above and can only 
be understood by way of the interpretation and people associate 
with or give each of them. They, therefore, firmly believe that  
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though these “objects of art” are not musical instruments per se, 
they add to the structural organization and performance of adeʋu 
by serving as props and extensions that are used by the hunters to 
depict actual forest scenes.   

 
Adewu 
The adewu (smock), plural (adewuwo) which is worn over dark or 
blue knickers/trousers, is woven or sewn from calico and dyed in 
red, brown or black colours produced from the juice of the bark of 
gboloba or logo azagu, a species of cedar tree also used in 
constructing drums. Although amulets fixed on hunters’ adewu 
enhance hunting activities in the forest, they on the other hand, 
claim that its exposure during dance performances at home 
practically demonstrates a mock hunting exercise that makes the 
public aware of how this dress together with other objects of charm 
such as aliblɛ, asigɛ and kɔmegɛ, improves their hunting successes 
by drawing the animals closer to them to kill. 
 
Adekotoku and its Contents 
The ademega and his adekplɔvi (assistant) always carry adekotoku, 
a haversack which contains items such as sebɛ/kabla, dzofii, and 
sɔsi, yi (cutlass) adekpui (dagger) and kpo (wooden club). To the 
hunters, public performance of adeʋu dance-drama, offers the 
general public an opportunity to see at first sight, how and why 
hunters manipulate these related art forms; potions such as 
sebɛ/kabla,dzofii, together with sɔsi, adetsigoe, adegbadza, yi, 
adekpuikpo and ekpɛ as appendages to facilitate the discharge of 
their duties in the forest without hindrance. 

For example, the sebɛ/kabla, which is prepared from local 
herbs, heart and liver of wild animals such as leopard, tiger and 
hyena (animals of the cat family that draw their claws into their 
paws while walking),is highly regarded as a first aid material or a 
protective charm. It is covered with animal skin or strips of red or 
black cloth and tied to the barrel of a gun, elbows or wrists of a 
hunter and believed to ward off evil spirits or any form of harm 
that might befall him in the forest. The hunters also claim (though 
not verified),that these charms have ‘invisibility or magic of 
transformation powers’ that make them (hunters) invisible during  
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dangerous encounters with wild animals and thereby, enabling 
them to approach and shoot them at close ranges. Dzofi (ash), 
which is gathered from fire at the hunter’s shrine, is used as a 
directional tool. If an ademega misses his bearing and cannot trace 
his way in the forest back to his hunting camp or home, he 
sprinkles himself with the ash to have the problem resolved. 

The sɔsi (plural-sɔsiwo) is held by would-be professional 
hunters in a procession and introduced to the public for the first 
time. Later, they march to the shrine of the ademega for initiation 
rites. Amidst poetry of songs and rhythmical patterns and sound of 
their drums, the hunters, during their dance gestures, hold high 
their sɔsiwo and swing them to show their power which is 
accompanied with incantations to subdue ‘stubborn wild games’ 
before they are killed. Adetsigoe, a local gourd, which is now being 
replaced by a small rubber receptacle, contains water that is often 
suspended at the back of the waist of a hunter during dance 
performance. The drinking posture and quantity of water to use to 
avoid shortage during hunting expeditions are all dramatised 
through dance gestures. It is also not surprising to see hunters 
chipping off small quantities of dzowɔe (a mixture of groundnut 
and roasted corn flour paste) into their mouths as a dance gesture to 
depict scarcity of food experienced at times in the forest. They, 
therefore, rely on these two food items to sustain themselves while 
hunting. 

The adegbadza, a girdle worn around the waist during 
dance performance, contains both western and locally 
manufactured cartridges and gun powder which are used for 
hunting. Where a game shot does not die instantly, the hunter 
through dance-drama, displays how he uses yi, kpo, adekpuiorehɛ 
as ‘arsenals’ to effect a final death blow on the animal either by 
inflicting cutlass wounds on it or hitting its head with kpo. The 
ekpɛ is blown to alert and rally other fellow hunters to the spot 
where the animal is killed. The adekpui (knife/dagger) is used by 
the hunter to cut off the ears and tail of the animal as a symbol of 
overpowering and killing it. Death and burial rites of the hunters do 
not go without choice of colour as a visual art form in dirge 
performances. Red colour, according to the hunters, symbolises 
blood and spirits of forest animals and at home, it depicts sorrow or  
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bad news such as death. It is, therefore, not surprising to see 
hunters clad in red clothing materials tied around their heads, 
necks, elbows or wrists or suspended on their hunting 
costumes/implements. The red colour also communicates deep-
seated feelings of hunters to outsiders as a way of reinforcing the 
meaning of what they express verbally to listeners in their songs. 
Although these red pieces of cloth do not in any way add to the 
form, structure or quality of the songs sung; their impact on dirges 
sung or on the occasion, symbolise the (grieving) condition of the 
mourners as not a pleasurable one. The picture below shows a 
group of hunters who have worn or displayed some of these art 
objects. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 2: Visual art objects: adegba (hunters’ deity; old animal head 
in a brass pan) and ladzo 
(animalhorn), displayed in front of hunters dressed in brown-dyed 
adewuwo (smocks) 
Conclusion 

Among the northern Ewe, besides music genres that are 
linked with their social, political and religious activities, one 
prominent type that supports the economic activities of adelawo 
(hunters) is adeʋu. The term adeʋu, which is a short form of  
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adedadaʋuwɔwɔ, is derived from two Ewe words: adedada 
(hunting) and ʋuwɔwɔ (dance-drumming music). This article has 
examined what adeʋu is, its mode of performance, cultural role(s) 
and why visual art forms are incorporated into its performance. 
Visual art forms; colours, paintings, drawings and physical objects 
such as amulet, gun, cutlass, neck and arm/wrist bands 
incorporated into adeʋu dance-drama, are believed by the 
performers to be ‘objects of charm and protection’ that increase 
their hunting successes. Though these objects are not musical 
instruments per se, they add to the structural organization and 
performance of the music by serving as props and extensions that 
are used by the hunters to depict actual forest scenes to enhance the 
understanding and enjoyment of adeʋu within the cultural domain 
of the people. 
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Learning for Transformation: Empowering the Nigerian Child 

through Drama 
 

*Joseph Agofure IDOGHO 
 

Abstract 
The search for a libertarian education; which emphasizes learners’ 
empowerment and transformation becomes ever imperative in this 
21st Century Nigeria society as a result of the shortcoming in 
learning: “deficient learners”, in our education system. This 
deficiency in learning is undoubtedly endeared by the “Banking 
concept of education” practiced within the system as captured by 
Paulo Freire; has become the concern of all and sundry in our 
society. This paper therefore, explores the viability of drama as a 
potent device for learners’ empowerment and transformation: the 
how and why drama should be a learning tool. To achieve this, the 
paper investigates the validity and historical appeal of drama in 
education across the ages and the benefits of drama in education. It 
further observes a creative drama field work as its secondary data 
to reach its logical conclusion. The paper thus recommends that 
drama is a viable teaching technique and such should be employed 
as an alternative to the traditional teaching method; to facilitate the 
libertarian education needed in Nigeria educational system. 
 
Keywords: Learning, Transformation, Libertarian education, 
Nigerian child, Drama 

 
Introduction 
Education holds varied but critical positions in the process of the 
formation and evolution of societies. Every society and culture 
however evolves its own pattern of education based on the aims 
and objectives that it is expected to achieve. Using the definitions 
provided by Paulo Freire in his seminal work, The Pedagogy of the 
___________________ 
*Joseph Agofure IDOGHO of the Department of Theatre and Media Arts, 
Federal University Oye Ekiti, Ekiti State     Email: agofurei@gmail.com  
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Oppressed, one would identify here two possible models from 
which education system can develop; the Banking model and the 
Libertarian model. For various reasons most mainstream Nigeria 
schools grow into what Freire identifies as the "Banking concept of 
education", where education acquires a "narrative character" and 
the teacher as an authoritative narrating subject who assumes 
power while the student, a passive receiving object. The process of 
teaching then involves passing on of information: within this 
model knowledge is rendered "lifeless and petrified", the student is 
experientially alienated from reality and understands it as a static 
phenomenon that can be compartmentalized and memorized. Freire 
however believes that education is an empowering tool to become 
a means to liberation for the learner.  
A "Libertarian" education model on the other hand centres on 
learners’ empowerment: it develops the learner's ability to think 
critically as well as to translate those thoughts into action; thus 
actively contributing to the creation of his / her situation in the 
world. Education is an act of communication, where knowledge 
emerges through "invention and reinvention". Within this system 
the perceptive abilities of the student are strengthened and inquiry 
is encouraged. The individual exists with and not in the world; the 
self is realized through an active engagement with and 
transformation of the world. In this paper the researcher explores 
the possibility of using drama as a pedagogic tool that could and 
would transform and empower the learner. In other words a 
participatory learner, that gesture a Libertarian education - one that 
is dynamic and engages the learner in a sympathetic relationship 
with herself, other human beings and the world, one that achieves a 
composite intellectual, affective and imaginative growth.  
Creativity and the spirit to enquire into real life problems; with the 
view of proffering solution challenges are intrinsic in all of us. It 
flows out from the wellspring of human ability to connect, to be 
compassionate, to question, to search and explore. Nevertheless it 
needs to be fostered, nurtured and allowed to flower, for it to be 
available to us. However, this cannot happen in a vacuum or in 
isolation. It can only happen when the learners are empowered in  
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the teaching and learning process. However, several studies have 
proven that the banking system of education as mentioned earlier 
hinders learner’s inquiries spirit (disempowerment)  
Thus, Obadiegwu refers to this banking system of education 
otherwise to rote learning as problem in the mode of instruction or 
instructional level problem, he explains it thus: 

With schooling recognized as major 
indicator of human development index, a lot 
of money and efforts have been invested in 
it by individuals and governments without 
appreciable increase in the quality of 
outputs. With the widening interest in 
education over the past decades, it is time to 
examine if one is moving in the right 
direction. The main question to ask is; does 
the formal school system need to be 
transformed for true learning to take place, 
for it to be in consonance with its larger 
environment and to enable children and 
educators to live and generate values 
considered important for human 
development. (199) 

 
The underlined phrase in the above statement poses a serious 
problem to the Nigeria education system today. Apparently, our 
curricula seem to be in aberrance to the World accepted learning 
objectives: the acquisition of appropriate skills and attitude to 
perform or succeed in our modern competitive world. Thus, the 
need to reevaluate the current teaching and learning becomes 
inevitable to policies makers and all concerned.  

The study reviews extant literature on the subject-matter. 
Thus, library and archival materials constitute the primary data of 
this study. While the secondary data for this study were derived 
from the participant observation of the creative dramatics 
workshop carried out with the St Michael’s Anglican Primary 
School, Oye Ekiti, Ekiti by the 200 Level students of The Federal  
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University Oye Ekiti in the 2014/2015 academic session; which 
this researcher was the course coordinator. This method was 
adopted because the variables of the study, which is attitudinal-
change, cannot be quantified. This level of attitudinal-change could 
only be ascertained and explained by the direct involvement of the 
researchers’ participant observation and be achieved through detail 
analysis and description of facts and observed phenomenon, via 
documentation. This corroborates Obadiegwu’s position on 
research methodology in Educational Theatre. 

 “To achieve the target aims, (in Educational 
Theatre) the following data collection 
techniques have been used in the 
workshops: documentary observation, 
photographs, video recording of drama 
activities, performance interrogation and 
interviews,” (202).  

 
Theoretical Framework 
“Tell me, and I'll forget. Show me, and I may not remember. 
Involve me, and I'll understand” (An Old Native American 
Proverb). The above statement seems to explain the state of the 
Nigeria education and the need for an alternative. The current 
education system in Nigeria undoubtedly focuses on “tell me” and 
“show me”: rather than “involve me”; which is drama oriented. 

Thus, this study hinges on Howard Gardner’s “multiple 
intelligences theory”. Howard Gardner’s a psychologist described 
his vision for schools which use multiple intelligences to 
incorporate authentic learning. Drama has the capacity to provide 
authentic learning as most of the intelligences are utilized in 
learning activities. For example, drama incorporates verbal 
linguistic learning through the use of language, scripts, vocabulary 
and reading. Intrapersonal learning relates to the feelings and 
emotions involved in drama, characterizations and how we respond 
as an individual, while interpersonal learning comes from working 
with others to create a scene or role play. Kinesthetic learning 
activates the physical self, the body and doing actions. As students  
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re-create images, pictures, visual details, staging, movement, 
location and direction with drama their spatial learning skills are 
developed. Logical learning follows from using rational patterns, 
cause and effect relationships and other believable concepts 
involved with the drama. Sometimes music, or even the music of 
language, is also used in working with drama.      
Drama has the unique ability to engage many different learning 
styles, thus facilitating connections with students and motivating 
most learners today. “As teachers, we understand that people learn 
differently and at different paces because of their biological and 
psychological differences” (Reiff 19). “Learning styles not only 
comprise the cognitive domain, but also the affective and 
physiological domains,” (Oxford and Horton-Murillo 449). Even: 
“one learning style is now considered to be multidimensional” 
(Kinsella 26). Strong, Silver and Perini divide; verbal-linguistic 
intelligence into four learning preferences including mastery 
(knowing), interpersonal (connecting with people; social skills), 
understanding (discovery and reasoning) and self-expressive 
(creativity) (20). If learning styles are matched with appropriate 
teaching approaches, then student motivation, performance and 
achievement is more likely to increase.    
A great strength of drama is in its appeal to various learning styles 
yet, many teachers are wary of using it for many reasons. Some of 
these concerns may relate to fear of losing control in the classroom, 
students may become too boisterous or unruly, unnecessarily loud 
noise levels, disturbing nearby classes and/or mass chaos. With 
clearly structured activities, most of these fears are unfounded. 
Students enjoy the activities, work together in groups and share 
their creative expressions. Even the timorous students are able to 
benefit from drama when they take on a new role and imagine 
themselves to be someone else.  
 
Conceptualizing Empowerment, Transformation and Drama 
Empowerment is the acquisition of power in particular domains by 
individuals or group including the processes of giving power to 
them, or processes that engenders their taking of power.  What then  
 



201 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                       192 
 
does a significant learning experience theoretically represent? It is 
a life-event; it is a change-event; it is an event of creativity. A more 
sociological concept than creativity is that of empowerment. The 
core of the empowerment concept is a participatory approach. 
Nederveen Pieterse observes that: “Empowerment means a 
transformation in the individual's self-definition and his or her 
participation, a result of which may be changed even in the social 
structures of subordination” (10). Livingstone highlights three 
factors which could be seen as indicators of empowerment: the 
expansion of a person's world-view or cultural understanding, the 
strengthening of one's ‘voice’ in discourse, and the broadening of 
the field of social identities or roles (54). Similarly, Obadiegwu 
also opines that for a learning experience to be worthwhile it must 
be empowering and transformative:  

For learning to be viable, the present 
classroom method of instruction should be 
replaced with a more vibrant one that is 
inclusive of students’ contribution to his/her 
learning needs, if we are to empower them 
for their transformative development. The 
teacher-student relationship in formal school 
system where the teacher always assume the 
position of a policeman should be reversed 
to make way for student centred learning 
interaction. The nature of teacher-student 
relationship in modern educational learning 
situations has made it inevitably impossible 
to transform the child for today and 
tomorrow‘s needs. (201) 

 
Learners’ empowerment and learners’ autonomy are terms that 
often go together. Learner autonomy refers to self-directed learning 
or a shift of responsibility for learning from teacher to student. 
Empowerment often is seen either as a prerequisite for this to 
occur, or as a result of the process. It seems that because the focus 
of most literatures in the autonomy vein has, as its focus the  
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teacher-student relationship. Empowerment itself is often left 
unexplored (not a criticism). Here, the focus of this study is on 
empowerment, which implies the process of helping learners 
become aware that they can have an impact on their environment, 
and can exert some control over their circumstances. For the 
purpose of this article, this should be seen as distinct from learner 
autonomy. Empowerment as used here could result in a negotiation 
of classroom processes leading to learner autonomy, but there is a 
way to work with learners that leads towards empowerment that is 
independent of learners becoming self-reliant in a learning 
situation. Although, this study opines that the most powerful 
learning is autonomous, thus the focus here is on how a teacher can 
lead students to a more empowered state.   
While, “transformational learning as a concept is defined as 
“learning that induces more far-reaching change in the learner than 
other kinds of learning, especially learning experiences which 
shape the learner and produce a significant impact, or paradigm 
shift, which affects the learner's subsequent experiences” (Clark 
48). Clark thus sees Transformation learning as the process of 
effecting change in the frame of reference. While Dirkx in his 
exposition on transformative learning and transformation in the 
individual at four levels: 

I. Transformation as Conscious-raising, 
II. Transformation as Critical reflection, 

III. Transformation as Development, 
IV. Transformation as Individuation, (autonomous thinking).(5) 
 
Learning with Drama; the Classroom Perspectives 
The use of drama in education involves the adoption of this multi-
faceted system as a practical means of enabling and empowering 
learner. This study proposes the use of a combination of tasks and 
exercises that are derived from dramatic practices. These can be 
ends in themselves or means used to achieve further ends. The 
crucial and distinguishing facet of this system of drama is that, it is 
a performative system in that it engages the student actively in 
various aspects of learning. It is believed that it can be used to  
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bring about a radical change in the way education is perceived and 
executed. Within a rigid system, drama can provide exploratory 
spaces and opportunities that allow the learner to use all her 
potentialities and develop in harmony with the world.  
An advocate of longstanding in the area of drama as a valuable 
teaching strategy Dorothy Heathcote in Wagner, stated:  “If you 
cannot increase reflective power in people, you might as well NOT 
teach, because reflection is the only thing in the long run that 
teaches anybody. Reflection is what makes the knowing something 
that can be touched on and assimilated for further use” (25). This 
illustrates Heathcote’s absolute belief in the power of drama to 
increase reflection in students, teach and build on knowledge for 
further use.  
In the last decade, constructivist learning has received increased 
attention and became more and more important as a learning 
theory. Dewey in the 1900’s was a constructivist proponent, as 
Piaget who studied the developmental patterns of his own children. 
Vygotsky states that: “What a child can do in a group today, 
tomorrow he can do alone” (29).  Constructivist learning involves 
social, active learning which creates a powerful learning 
environment.Constructivist learning is authentic and 
understanding-based; cooperative and collaborative; self-
controlled; goal-oriented and draws on emotional intelligence. 
Constructivist learning helps to build confidence in students who 
are developing new skills. In view of this notion drama enhances 
all of these skills, engages multiple intelligences and also increases 
the power of reflection in constructing knowledge. All of these 
attributes contribute to the power of drama in engaging all learning 
styles. 
Validity and Historical Appeal of Drama in Education   
 The power of drama to empower and transform learner is evident 
through its history and development. Although drama in education 
is more recent, other military, government and corporate business 
institutions have used drama as a valuable training and teaching 
method for many years (Taylor 53). Drama was first developed in 
the Prussian Army as a simulation technique for use with the 
recruitment of officers. The Prussians discovered that they were  
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able to recruit officers who may appear qualified from paper and 
pencil tests but in fact, lacked strategic military decision-making 
skills when it came to commanding troops in the field. The solution 
was to introduce behavioral tests through simulation activities. 
Without risk to life, the potential officer’s tactical skills could be 
observed and thus demonstrated in a suitable manner. Officers who 
were able to commandeer troops successfully under the pressure of 
simulated battle were the ones successfully chosen as officers 
(Taylor 57-8).   
These simulation techniques were further developed by the British 
Army as TEWTS, or Tactical Exercises without Troops. Command 
decisions were made at ‘staff headquarters’ without the use of 
troops or bullets, using the reality of analyzing intelligence reports 
as well as in-battle strategies and tactics (Taylor 59). The United 
States also began to develop training techniques for spies and 
agents during World War II using simulation, drama and 
improvisation techniques which proved to be effective. Partly as a 
result of this Office of Strategic Services (OSS) experience, the 
simulation technique was developed after the war as a tool of 
assessment in business management in America (Taylor 53). 
Apparently, a successful spy bears a close relationship to a 
successful manager. American Telephone and Telegraph, British 
Civil Service Selection Board and NASA began to use drama and 
simulation exercises in training and recruitment, especially to 
prepare astronauts for anti-gravity and space travel. Such drama 
and simulation teaching techniques have been further developed in 
sports training and are also used by motivational speakers who 
encourage listeners to visualize and use the power of the brain for 
positive reflective imaginings. Finally, last but not least, education 
began to develop and use drama teaching techniques with the 
beginning of Communicative Language Teaching; particularly 
during the 1970’s (Taylor 61). With communication at the center 
of the curriculum, classroom activities that develop this capability 
began to emerge.      
These brief sketches of the background and development of drama 
through military, government, business and educational institutions 
demonstrates how drama, as a tool helps to successfully teach and  
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train across a broad range of interests. The power of the brain to 
engage with authentic and understanding-based learning in a self-
controlled, goal-oriented and active environment is apparent. 
Although drama is a fairly recent teaching strategy, more teachers 
are beginning to discover the increased capacity and benefits of 
drama to motivate; enable valuable learning and create more 
motivated engagement with learners in the classroom. 
 
Federal University Oye Ekiti’s and Creative Dramatics 
Experience 
The Federal University Oye Ekiti’s Creative Dramatics Experience 
was carried out with the St Michael’s Anglican Primary School, 
Oye Ekiti, Ekiti State, Nigeria in the 2014/2015 academic session; 
with this researcher as the course coordinator. It is a programme 
designed for participants to use fairy tales and rhymes to explore 
different choices for resolving miscommunication through creative 
drama strategies. The facilitator’s concept is an original 
participation play in which Upper Primary School pupils re-invent 
the ending of the Stories; uses drama techniques to teach the 
English Part of Speech: this is to enhance the learner’s language 
development.  Other procedures consist primarily of modules made 
up of lesson schemes and notes. Also included are song texts, 
exercises, games and stories that were creatively transformed into 
skits during the process. 
Lesson notes were prepared on the basis of values that the 
instructor intends to inculcate. A lesson plan was written for each 
week of the term and lesson notes written for each lesson (the case 
study was based on a Nine-week lesson plan). It is crucial to state 
that although it is unnecessary to prepare lesson notes as for 
normal classroom lesson, in educational theatre, the lesson notes 
are not forced on the children (but, merely serves as the 
facilitator’s guide). 
Eventually, this idea was developed into the Build Yourself 
Confidence Creative Drama Programme that aim was aimed at 
giving a rounded and solid development to the learner in a 
classroom learning situation. Perhaps, the facilitator was 
determined to create an alternative and enjoyable way for children 
to build their self-confidence, explore their world personally, 
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though under the guidance and supervision of a knowledgeable, 
facilitator. 
The present researcher introduced a special project to explore the 
importance of the arts of the theatre in child development. As 
designed, the purpose was to introduce arts of the theatre into 
primary and secondary schools core curriculum albeit on a 
temporary basis, to augment the curriculum based subjects which 
are inadequate to cope with the learning experiences and benefits 
derivable from the arts. The project therefore considered new ways 
of appreciating / inculcating culture, appropriate societal norms, 
values and morals. 
   
Specifically, Creative Dramatics is a comprehensive, enriching 
educational programme of the arts of the theatre, which include 
music, movement and acting. Appropriately so, because according 
to Barzun the role or purpose of Art is to enhance life: “From the 
Romantics onwards, art was supposed to deepen, enrich, distill, 
refine, ennoble and redeem life. These derivable influences 
includes: the mental and physical growth of the child towards a 
better adult life” (123). 
 
In order to equip the participants, the student-teachers explained 
the task ahead. The importance of the definitions and clarification 
is for the purposes of participants understanding: is that these and 
other key words later form the thrust of the moral lessons that are 
contained in the lesson notes. Some of the salient words used 
include the following: 
 
Creativity: variously defined as power to create through 
intelligence and imagination, aptitude for creating things or act of 
creating things in an imaginative way or the skillful and 
imaginative use of something to produce another. 
Aesthetics: defined as the appreciation of beauty. 
Intellectual Capacity: refers to the level and scope of reason, the 
ability to reason  
Trust: the belief or willingness to believe the goodness, strength or 
ability of someone or something. 
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Compassion: feeling of pity for the suffering of others that 
prompts one to help. 
Authority: the power to give orders and make others obey. 
Discipline: training or control using a system of punishment and 
aimed at producing obedience to rules 
Freedom: the state of not being a prisoner or a slave 
Beauty: a combination of qualities that give pleasure to the senses 
of the mind 
Hope: a belief that something desired will happen 
Truth: the quality or state of being, especially to know facts 
Love: a strong feeling of deep affection for somebody or 
something 
 
With these values built into the lessons, the expected outcome or 
objectives which the student teachers set out to achieve and were 
achieved include; 

I. Creativity  
II. Education: worthwhile learning experiences. 

III. Positive interaction 
IV. Confidence building 
V. Concentration 

VI. Discipline 
VII. Values of life as in love for one’s self etc. and  

VIII. Wisdom to make reasonable choices in life 
 
 
 
 
 
 
 
 
 
 
 
 
 



208 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                       199 
 
Result and Findings 
 
In the first lesson designed to reduce problems, on child who we 
shall simply refer to as (A) confesses to inability to complete his 
homework regularly. Upon investigation, it was found that 
although intelligent, he spent several hours watching television and 
playing until he was sleepy at bed time. This established a problem 
of inappropriate time management. Another child (B) who appears 
bigger than the others was noticed to be timid and introverted. The 
reason is he was made jest of, by his younger mates who constantly 
reminded him that he had been left behind by his peers. This made 
it even impossible for him to make any meaningful progress and 
was contemplating dropping out or perhaps worse. Case (C) was a 
tall bully who made life uneasy for a younger girl and another 
small framed boy. A few suggestive songs and public reprimand of 
the culprits initiated an end to those problems. 
At the end of the exercise, the turn-around was very significant. 
Pupil (A) learnt to watch TV just for a couple of hours only as an 
incentive for finishing his home work; pupil (B) regained his 
confidence in himself and pupil (C) rather than became friends 
with the classmates he used to bully. 
Other ways used to test whether there was significant difference 
among the sample was to access post interaction values and 
attitudes apart from direct assessment from observation are; 
1. By directly interviewing the students. 
2. By interviewing the teachers and school management who    
           kept a close watch. 

 By interviewing the parents who were attracted to observe after 
being motivated by the nice report from their children and wards. 
 
The findings show that drama, creative dramatics is more than any 
other else, a binding force that unites children and therefore creates 
and fosters a sense of belonging. That through the ability to sing 
and participate in its coalescent kinetic expression, music and 
dramatic activities provides an all round development that 
positively orientates the child for a better adult society. 
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Conclusively, development means a progressive series of changes 
that occur in an orderly and predictable sequence or pattern as a 
result of maturation and experience. The experiences are most 
likely acquired through the suggestive influence of not only the 
parents at home but also by the teachers at school where these 
children spend half of their lives. 
 
While educational theatre is designed to help children through 
Creative Dramatics discover and promote and manage their talents, 
qualities and abilities, the process involved in this discovery is the 
focus of this study and not the artistic quality of the end art. 
 
The Federal University, Oye-Ekiti experiment proves that not only 
is creative dramatics viable tool for empowering learners, but also 
a feasible means of teaching/learning school subjects. It also serves 
as a boost to help pupils develop interest and better understanding 
in other subject areas such as English Language and English 
literature, Mathematics and Social Studies etc. The program under 
review was therefore planned to motivate the pupils and also attract 
the attention of the school management, which the project 
succeeded in doing. 
 
The question of whether or not the goal of the programme was 
achieved is evident in the reaction of the school headmistress who 
appealed to the Creative Dramatics team (facilitators) to take on 
more classes, on a more regular basis. She also requested the 
student teachers to help co-ordinate their end-of-term presentation, 
which the study group satisfactorily executed in 2015. The school 
authority assured that it will be included in their next session’s 
curriculum – which they did. This practice, if sustained will no 
doubt do our educational system a great deal of good by embarking 
on such projects in various locations in the country. 
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Conclusion and Recommendations 
Arising from the foregoing the viability of drama as a teaching is 
and can never be doubted. Knowledge is power and students 
should love to learn, especially if the learning is made excited to 
them.  While this researcher is of the opinion that arts can be 
influential learning tools, drama is especially powerful if properly 
devised for classroom teaching and learning purpose.  Drama is 
powerful because its inimitable balance of thought and feeling 
makes learning exciting, challenging relevant to real-life concerns, 
and enjoyable  As educators, if we are not providing meaningful 
learning environment for children to learn, then we are not 
motivating them to learn.    
Thus, using drama in the classroom as a means of teaching helps 
students learn adequately and develop academically and socially 
progressively. In a similar vein, the use of drama and theatre as a 
tool for teaching and learning has long been recognized as potent 
means of education and indoctrination. Although,  the ways they 
are used today, are new, and they differ in a number of respects 
from the ways they have been used in the past, however, the most 
important point is that learning takes place when used. It is against 
this background that, Arts advocates and educators have recently 
started to explore the use of drama as an integrated way of learning 
in the curriculum. 
Most importantly of all, using drama to teach in the elementary 
classroom gets students involved and gives them the power to have 
a key role in their education.  Through drama, students became a 
part of the learning process rather than mere observers or inactive 
receptacles of the rich experience of learning; in this way, their 
learning was deeper, more sustained, and infinitely more complex. 
In other words what drama / theatre-in-education does is to 
transform the learner from what he/she is; empowering him/her to 
make changes in his/her own lives, as well as that of others and 
society at large which this paper has demonstrated in theory and 
practice. Thus, through research of the arts, drama in particular, 
and a close look at how people learn, one can attest that teaching 
using drama can enrich the classroom environment.  
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This study therefore recommends that the arts, drama specifically 
should be employed in every classroom. It can reach students, who 
otherwise couldn’t be reached, and challenge students who have 
already grasped the concepts.  Drama provides a fun means of 
learning.  It brings the affective back into the classroom, an 
institute where emotions and learning are categorically divided.  
Recent brain research proves that emotions are linked with 
learning.  When we connect to the concept emotionally, we will 
have a better understanding of it.  When we teach using the arts we 
are linking prior experiences with new stimuli.  Teaching using 
drama brings emotion and learning together.   
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Prevalence of Ritual Images in Yoruba Nollywood Films and 
the Perception of Contemporary Society 

 
*Olugbenga ELEGBE 

 
Abstract 
Studies have shown that a majority of Nollywood movies are a 
reflection of the Nigerian people’s traditional and cultural 
performances. This study posits that these themes are always 
explored to reinforce the existing cultural values and beliefs in the 
society. It is against this backdrop that this the study examined the 
influence of ritual images in three selected Yoruba Nollywood 
films; Okanran (2014), Alani Pamolekun (2015) and Ija Yemoja 
(2016) on the viewers and the applicability to solve real life 
problems. Employing the content analysis and survey technique, 
evidence shows that the audience are exposed to the prevalence of 
ritual images such as; charms, sacrifice, incantation, spell, 
concoction, wands, totems, shrines and other ritual performances in 
Yoruba films. The sampled audience observed that the projection 
of ritualism in Yoruba Nollywood movies is overemphasized as the 
reality of such practice is not so common in real life situations. 
Hence, there is a need for film producers to censor the 
overemphasis of certain cultural themes as these may somewhat be 
at the detriment of film audience and their perception of reality. 
 
Keywords: Ritual images, Audience, Reception, Yoruba 
Nollywood movies  
 
Introduction 
Rituals are a feature of all known human societies. They include 
not only the worship rites and sacraments of organized religions 
and cults, but also rites of passage, atonement and purification 
rites, oaths of allegiance, dedication ceremonies, coronations and 
presidential inaugurations, marriages and funerals and many other  
________________ 
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ritualistic events. Ritual features are the bedrock of African culture 
and religion. Religion is an integral part of African traditional life 
which constitutes the bedrock of majority of the themes and 
storylines of the earlier film productions (Dipio, 2007). The ritual 
faith and religion in African traditional worship is thus deeply 
embedded in almost every socio-religious rituals. It enhances their 
identity as a people and offers clues to understanding their 
cosmological framework and thought patterns. Since Africans 
believe that God is a higher spiritual force that is involved in their 
affairs as a community and individuals, they reach out to him 
through other gods and minor deities like Sango the god of 
thunder; Ogun, the god of Iron; Ala the earth goddess; Ajoku, the 
yam god; Osun, the river goddess and several others. However, on 
the individual level, there is always a personal or family god who 
is considered to wade off evil and bring goodluck to individuals 
and families. This understanding frequently gets represented in 
majority of Nollywood films, especially in rituals and symbolically 
conveys the notion of faith in God and the gods, not only in the 
traditional setting, but also in modern day African society. African 
traditional religion encompasses beliefs in a supreme God, other 
gods, ancestors, communal rituals, personal rituals and recognizes 
the existence of witchcraft, magic and sorcery, sacred specialists 
and other spiritual forces (Alawode and Fatonji, 2013).  

The Nigerian film industry known as Nollywood according 
to Alawode and Fatonji (2013) is a replica of what transpires 
within socio-cultural, political and religious contexts in Nigeria.  
Uwah (2011) argues that the passage of films from stage 
productions to celluloid filmmaking originated with the Yoruba 
travelling theatres in which the major influence gave inspiration to 
Nollywood’s cinematic practices. He emphasized that “Nollywood 
settings are familiar with Nollywood plots which depict situations 
that people understand and confront daily: romance, comedy, the 
occult’. Even in the horror genre or in action films, Nigerian videos 
are clearly orientated toward everyday life in Africa. Traditional 
aspects such as magic and witchcraft are integrated into the plots. 
Hence, the Nigeria Nollywood films are a reflection of some of the  
cultural and traditional performances such as rituals and festival 
celebration. 
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Adagbada (2014) stated that “ritual as a religious is a 

ceremony which involves communication with some external 
forces. It embodies a belief/beliefs and it is done with seriousness 
and solemnity” (p.15). Alawode and Fatonji (2013) described ritual 
as a place where people integrate short-term pragmatic goals and 
the longer-range mythic values of a culture, where they can replace 
personal alienation with an affirmation of personal identity. They 
submitted further “that every society’s attempt to mobilize itself to 
solve its broader societal problems leads to an emphasis on 
authoritarian institutions, creation of status differentiation, 
justification of the concentration of power inequality, reward of 
individual ambition, technical knowledge and other forms of 
structure, which often lead to conflict, alienation and oppression. 
This holds that ritualism is a panacea to solving life’s problems. 
Adisa (2005) opines that rituals belong to the realm of the sacred, 
involving sacrifices, essentially. Sacred ritual involves sacrifices 
for life crises, death rites and customs and rituals of initiations. 
Non-sacred rituals on the other hand are the imitative types, 
signifying re-enactment. Under the sacred type of rituals, the 
positive ones are usually concerned with consecrating or renewing 
a religious object. In the film, Àrọmọdọmọ (Generations) for 
instance ‘Ẹrùgàlè’ the ancestral divinity is brought out from its 
sanctuary to the open once yearly. A goat is slaughtered and its 
blood poured on the ‘Ẹrùgàlè’ carvings, symbolizing its being 
washed anew for another year, amidst drumming, dancing and 
feasting. 

Alawode and Fatonji (2013) giving a background to the 
emergence of Nollywood in 1992, stated that the era of Colonial 
rule witnessed films produced primarily aimed at propagating 
political, social and economic policies of the colonial 
administration and Western cultural values at the expense of 
domestic ones. In summation, all the films produced at these period 
“exhibited a common feature: in intent, content and execution; they 
were all based on propaganda…deeply rooted in colonialism with 
the affirmation and glorification of the colonizer’s culture as better 
and the negation or mockery of the colonized culture (Alawode and 
Uduakobong, 2013 p.115) But this later changed in the 70’s when  
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indigenous players began to surface when the first independent 
film, an adaptation of Wole Soyinka’s “Kongi’s Harvest”, was 
made in 1970 (Alawode and Fatonji, 2013). However, according to 
Williams (2006), “Nollywood later began to focus on tenets of 
African nationalism and cultural identity.” In support of this 
assertion, Alawode and Uduakobong (2013) further stated that 
culture facilitates development and also provides ample raw 
materials for the film maker to work with. Folklores, myths, 
fabrics, legends, folk music, folk dance, costume, folk architecture, 
ritual practices, kingship rites; and other elements and aspects of 
culture are ready materials that the filmmaker can explore, borrow, 
adapt or use verities in his work.” 

The beginning of indigenous Yoruba films productions 
witnessed producers like Ola Balogun, Duro Ladipo, Adebayo 
Faleti, Adeyemi Afolayan among many others who produced the 
early Yoruba movies and delved into the development of the 
industry in their use of the language, the marriage of cinema and 
tradition and the development of poetic inspiration and expression 
on the issue of traditional African magic and culture. Hence, 
themes in Yoruba home video now revolves around the potent 
power of the gods, their relationship with the living and their 
influence on human activities and the relationship between the 
born and the unborn (Nwogu, 2007). The themes of religious rites 
and rituals in Yoruba movies are performed to impress people with 
their duties to the community and recall to those assuming 
positions of chieftaincy that they should not use their power for 
their own interest but to serve the whole community.  

There are three moments in the ritual process: leaving the 
realm of structure, entering into symbolic experience of 
community which is deeply emotional and pleasurable and the 
returning to the context of structure with a sense of social values. 
According to Alawode and Fatonji (2013) “ritual is celebratory, 
consolatory and decorative, rather than utilitarian in aim and often 
requires some element of ‘performance’ for communication to be 
realized. Relatively, Nigerians experience (in everyday life) 
communality in festivals, traditional dancing tunes and steps,  
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religious worships and socio-cultural cooperation” (p.64). The 
argument here is that the Nigerian cultural values are not 
adequately portrayed in themes of Nollywood movies. This is 
however debatable. But the truth of this argument lies in the 
reasons given to justify their position. The display of witchcraft, 
ritual killing, immorality etc. as major prevailing themes in 
Nollywood movies is argued as not being representative of the true 
Nigerian indigenous society. The proponents of this view believe 
the Nigerian society is much more than the movies portray. In spite 
of the commendations that Nigerian Nollywood has been receiving 
from viewers all over the world, some of the movies, especially 
Yoruba movies, have been attracting criticisms as regards how 
fetish practices are portrayed in such movies. The prevalence of 
ritual themes in Yoruba movies is a subject for research. In view of 
this, the study examines the prevalence of ritual images in Yoruba 
Nollywood movies, the extent to which ritual images influence 
viewer’s lifestyles and their perception about life. 
 
Method 
The study adopted a content analysis and survey methods to 
investigate the three Yoruba Nollywood movies, Alani Pamolekun, 
Ija Yemoja and Okanran which were purposively selected based on 
their content. Content categories developed for the study include 
year of film, type of film, ritual contexts or locations, location 
design, day part, shooting set, ritualist gender and group, ritualist 
role or rank, ritualist age and costume, ritualist clientele, ritualist 
introduction/lead/link, purpose of rituals, instrument of rituals, 
medium of rituals, spiritual dimensions, ritual totems/objects, 
use/application and activation of rituals and duration of ritual 
scenes. Standard coding guide was also designed to ensure uniform 
coding of the variables. Scenes of rituals constitute the unit of 
analysis of the study. The data gathered were then subjected to 
frequency count as well as percentages. 
 
 
 
 



218 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                       209    
Synopsis of the Selected Movies 
Movie 1: Okanran (2014): Producer/Scriptwriter: Idowu 
Adenekan 
The movie is a traditional based home video that exhibits the true 
pictures of African social cultural prowess. The film starts with 
capturing of Okanran- Odunlade Adekola, who is later helped out 
of the custody through the deployment of an invisible sacrifice 
offered to Okanran in the prison. He is weak but manages to eat the 
concoction from the big calabash that contains all the sacrificial 
ingredients such as white pap, palm oil, snails and locus beans. 
Okanran lands in Digboluja shrine and he is later treated with local 
herbs. Okanran empowers his gang with terrible charms and 
incantations are rendered for protection to safeguard the lives of his 
men. 

Okanran offers charm to Digboluja’s wife and she is 
directed to plant it in Digboluja’ resident. Digboluja suspects his 
wife and he casts spell on her and Okanran, is having sex with 
Digboluja’s wife and the spell cast on Digboluja’s wife eventually 
weakens him but he manages to turn into a tortoise.The Erin 
warlord-Ina Loju Ekun picks the tortoise from the ground and he 
declares Okanran dead to the king and people of Erin. Ina Loju 
Ekun becomes the hero. He is celebrated by both the old and the 
young of the community. There is triumphant display from the 
masquerades. Erin community returns to peace. 
 
Main Cast: Odunlade Adekola, Idowu Adenekan, Taiwo Hassan, 
Yinka Quadri, Ibrahim Chatta, Taofeek Digboluja, Fausat Balogun, 
Tunde Owokoniran and others. 
 
Movie 2: Alani Pamolekun (2015): Producer/scriptwriter: 
Odunlade Adekola 
Alani Pamolekun is a crime story home video filled with ritual 
effects from the beginning to the end. Alani is a notorious armed 
rubber, who commands a deadly gang. He is a powerful character, 
who is well protected with traditional spiritual might. He is equally 
grounded in occult power and employs such to threaten the 
community and well-meaning personalities, especially the greedy 
among politicians. 
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There is no smoke without fire; Alani’s traditional prowess 

cannot be appreciated without mentioning the significance of his 
spiritual godfather-Lalude, who employs all his occult intelligence 
to empower Alani in order to carry out ordeals. Alani is 
empowered with both appearing and disappearing act. He employs 
this act to discover and threaten his victims. Like any other 
traditionalist, Alani has the occult power to discover who is 
summoning his spirit in the spiritual realm. Alani through his 
spiritual godfather constantly calls for more occult power by 
killing innocent people for rituals; so to gain more power to see 
both in the physical and the unphysical world. After a lot of efforts, 
Alani is rendered incapacitated and he is eventually bundled into 
the police patrol van. 
 The prevalence of traditional power and other ritual 
processes in the film-Alani Pamolekun reveals the potency of 
African traditional power, which is said to be dark art. However, as 
it is displayed in the play, such power like any other kind of power 
could intoxicate the individual, who possesses it. Unfortunately, it 
is the same African traditional power and that of occult power that 
protects Alani as well as his godfather-Fadola, and his police 
daughter-Olabisi that is eventually employed to get rid of them.  

Main Cast:  Odunlade Adekola, Murphy Afolabi, Yomi 
FashLanso, Saidi Balogun, Fatai Odua, Dayo Amusa, Kelvin 
Ikeduba, Segun Ogungbe, Eniola Ajao and others. 
 
Movie 3: Ija Yemoja (2016): Producer/Scriptwriter: Ishola 
Durojaye 
Ija Yemoja is a myth based Yoruba movie written and produced by 
Ishola Durojaye. The film is a reflection of Yoruba cultural beliefs 
and the recent disposition of people towards such cultural 
understanding. Olokuta is attacked and it is displaced by warriors 
from the neighbouring community. The king and his subjects are 
forced to leave their settlement and relocate elsewhere. They take 
the pains of trekking many miles before consulting the Ifa oracle to 
help them find a suitable location to settle down. At the river bank, 
the Ifa priest consults the oracle through his divination device and 
the new settlement is found. In order to make the new place  
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habitable, peaceful and prosperous for the people, the king and his 
first daughter are offered for sacrifice to the river goddess-Iyemoja. 
The late king transfers the mantle of authority to his immediate 
younger brother, who later becomes the new king after his brother 
offered himself for sacrifice. The new king promises to be obedient 
and maintain the values of Iyemoja. 

Bolatito’s younger brother Jaiye (Segun Ogungbe) and his 
friend are at the Iyemoja’s shrine. They are disturbed because 
properties worth millions of naira are found at the site of Iyemoja. 
The is a conspiracy between the queen (Faithia Balogun) and 
Abore- the chief priest, with Jaiye and his associates to steal all the 
treasure deposited at the Iyemoja Shrine. Their success is short-
lived as they are able to steal from the shrine but they are unable to 
enjoy their loot as the river goddess kills them one after the other. 
The King (Odunlade Adekola) and his Olori (Faithia Balgun) 
observe that live fish are found in and around the palace. He calls 
the Ifa priest to find out the situation surrounding this matter.  

The Ifa priest consults the oracle and begs the indulgence of 
the king to call the attention of the queen as she has a saying in the 
matter. However, the queen has earlier informed the king about her 
involvement but she threatens the king not to say anything about it 
as the king’s name will equally be tarnished. The queen confesses 
and she points at the chief priest as her accomplice in the atrocities 
committed against the culture of the land. The king orders the 
queen to leave the palace and the chief priest is asked to leave Aje 
Olokuta settlement. The Ifa priest thereafter proclaims that the king 
must leave the throne for concealment of high level secret. The 
community of Aje Olokuta is now left in the dilemma of 
uneasiness as the disobedience of the river goddess will often 
attract punishment in future.  
Main Cast: Alani Omilani, Odunlade Adekola, Adebayo Salami, 
Ishola Durojaye, Faithia Balogun, Tayo Odueke, Segun Ogungbe, 
Dele Odule, Ganiu Nafiu and Ibrahim Chatta 
 
Findings: Characteristics of Ritual Images in the Movies 
The characteristics of ritual images in the movies were determined 
through the following contents categories: ritual images, ritual  
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language, ritual practice, verbal content and non-verbal content. 
These categories were examined in the movies to see the extent to 
which they were present. Analysis of these categories is presented 
in table 1. 
 
Table 1 Content Categories Found in the Texts 

Ritual Images Ritual Practice Ritual Language 
Charms  Sacrifice  Verbal  Nonverbal  
Totems Witchcraft  Incantation  Mask  
Wands Rite  Invocation Totem  
Shrine  Concoction Chants  Sacrifice  
Mask   Ifa Eulogy  Concoction 
Apparition   Casting Spell  Witchcraft  
  Cursing Rite  
   Charms 
   Wands  
   Apparition 

 
Table 1 reveals the display of ritual images like charms, totems, 
wands, shrine, masks and apparitions; the ritual practices show the 
display of sacrifice witchcraft, rites and concoctions while the 
ritual language in terms of verbal communication shows the use of 
incantations, invocations, chants, eulogy, casting spell and cursing 
while the non-verbal aspects reveal the use of masks, totems, 
sacrifices, drinking of concoctions, display of witchcrafts, 
performing rites or rituals, wearing of charms, wands and seeing of 
apparitions. 
 

This shows the display of more of nonverbal ritual 
activities in the selected movies. In other words, ritualism from this 
point of view is a multifaceted activity.  Therefore, within the 
African context, ritualism refers to a wide range of traditional 
spiritual religious activities carried out to invoke the gods or 
ancestral spirits for a particular course. The nonverbal ritual 
contents are images that depict process of identification or  
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communication with ancestral spirits, which African traditional 
religion employed to interact with their gods or deities. Hence, the 
combination of both verbal and nonverbal ritual contents was 
deployed to achieve this purpose. 

Ritual performances in the three movies are carried out 
through the use objects that are peculiar to dark arts. In the movie 
Alani Pamolekun, nonverbal ritual contents such as totem, charms, 
wand, sacrifice, rite, apparition and concoction are employed to 
exhibit ritual performance in the text. These ritual objects and 
preparations are employed by Ina loju Ekun in Okanran, by 
Oluawo in Ija Yemoja and Fadola in Alani Pamolekun. These are 
essentially some of the basic handy tools or ritual effects used by 
traditional practitioners or shaman as a form of their ritual 
identification or identity to resolve problems or communicate with 
the gods. 

 
Table: 2 Content of Categories of Ritual Features in the three 
Movies 
S/N Ritual Indexes Alani 

Pamolekun 
Ija 
Yemoja 

Okanran 

1 Mask 1  --- 1 
2 Incantation 9 2 10 
3 Charms 6 4 12 
4 Sacrifice 4  5 
5 Shrine  4  11 
6 Apparition  4 6 2 
7 Totem  6 6 8 
8 Spell/Curse 3 2 2 
9 Chants 2 3 1 
10 Rite 2 3 1 
11 Invocation 2 2 --- 
12 Concoction 2 1 2 
13 Witchcraft ---- 5 2 

 
Table 2 shows the extent to which ritual images were displayed in 
the three movies. The display of charms (12), incantations (10),  
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Shrine (11) and Totem (8) was high in Okanran while the display 
of incantations (9), charms (6) and totem (6) was high in Alani 
Pamolekun and the display of apparitions (6), totem (6) and 
witchcrafts was predominant in Ija Iyemoja. This shows that the 
displays of these images are common across the three movies.  
 
Perception of the Viewers about Ritual Practices in the 
Selected Yoruba Movies 
The aims are to examine viewers’ perception about ritual practices 
in selected Yoruba movies.  
Table 3: Audience Perception of Ritual Images in Selected 
Movies 
S/N Questions Agree Disagree Undecid

ed (%) 
Total 
(%) 

1 Rituals displayed in 
Yoruba movies do not 
enhance its culture but 
portray it in bad light 

147 (96.8%) 1(0.8%) 2(1.5% 130 
(100%) 

2 Audience do not have 
adequate knowledge 
about the reality of 
ritual practices in the 
movies 

122 (93.8%) 6(4.6%) 2(1.5%) 130 
(100%) 

3 Ritual Practice in the 
movies is evil and 
does not depict the 
state of things in the 
society 

119(91.3%) 9(6.9%) 2(1.5%) 130 
(100%) 

4 Excessive use of ritual 
in movies can 
negatively pollute 
audience mind. 

99 (79.2%) 23(17.7
%) 

2(1.5%) 130 
(100%) 

5 Application of rituals 
to resolve problems in 
Yoruba movies does 
not encourage good 
judicial process 

84 (64.6%) 38(29.2
%) 

6(4.6%) 130 
(100%) 

6 Rituals in Yoruba 
movies have negative 
influences on the 
society.  

122 (93.8%) 6(4.6%) 2(1.5%) 130 
(100%) 
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Table 3 shows that 96.8% of the audience perceive that rituals 
displayed in Yoruba movies do not enhance its culture but portrays 
it in a bad light, 93.8% perceived that  the audience do not have 
adequate knowledge about the reality of ritual practices in the 
movies, 91.3% perceived that ritual practice in Yoruba movies is 
evil and does not depict the state of things in the society, 79.2% 
believed that excessive use of ritual in Yoruba movies can 
negatively pollute audience mind, 64.6% perceived that application 
of rituals to resolve problems in Yoruba movies does not 
encourage good judicial process and 93.8% believed that rituals in 
Yoruba movies have negative influences on the society. 
 
How Ritual Images in Yoruba Nollywood Movies Influence 
Audience Perception of Life 
 
This question is an attempt to discover whether the ritual images as 
seen in the movies have any influence on the viewers’ perception 
ways of life.  
 
Table 4: Ritual Images and Viewers’ Perception Life 
Responses  Number Percentage  
Yes  91 70% 
No  32 24.6% 
Indifferent  7 5.4% 
Total 130 100% 

 
Based on the data presentation above, it is observed that 70% of 
viewers are of the opinion that the ritual images in Yoruba movies 
influence their perception of life. 
 
Table 5: Ritual images and Influence on viewers Lifestyle  
Responses Number Percentage 
Positively 47 36.2% 
Negatively 83 63.8% 
Others  - - 
Total  130 100% 
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Table 5 shows that 63.9% respondents are negatively influenced by 
the images of rituals they watched in the movies. With this 
negative index identified above, it suggests that the use of ritual 
images has negative impact on the lifestyle of the respondents.  
 
Table 6: Viewers Employ Ritual Items/Language as Used in the 
Films   
Respondents  Number Percentage 
Yes  14 10.8% 
No 113 86.9% 
Indifferent 3 2.3% 
Total  130 100% 

 
Table 6 shows that 86.9% respondents are of the opinion that they 
do not make use of ritual items and language as employed in the 
movies. This implies that although, the concepts in the movies are 
unique to cultural practices but viewers do adopt the choice of 
words in their day to day activities. This shows that most images 
shown in these movies were not practised by viewers. 

 
Discussion 
The movies show the characteristics of ritual images displayed in 
the selected movies like charms, totems, wands, shrine, masks and 
apparitions; the ritual practices like the display of sacrifice, 
witchcraft, rites and concoctions while the ritual language in terms 
of verbal communication like the use of incantations, invocations, 
chants, eulogy, casting spell and cursing while the non-verbal 
aspects reveal the use of masks, totems, sacrifices, drinking of 
concoctions, display of witchcrafts, performing rites or rituals, 
wearing of charms, wands and seeing of apparitions. This 
prevalence of ritualism supports the submission of Alawode and 
Fatonji (2013) that “ritualism is an important aspect of African 
traditional religion and it is one of the dominant themes portrayed 
in Nigerian movie” (p.70), which was also predominant in Yoruba 
movies. The cultural totems used, the spiritual dimensions and 
medium of rituals are embedded in African traditional religion. 



226 
 

             EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                       217  
  
 The study also shows that the audience perception about 
the rituals displayed in Yoruba movies does not enhance its culture 
but depicts the falsehood about the state of things in the society 
which can negatively pollute audience mind and their manner of 
judging things. This submission supports the views of Okon (2015) 
in which he emphasized that the display of witchcraft, ritual 
killing, crass immorality etc. as major prevailing themes in 
Nollywood movies is argued as not being representative of the true 
Nigerian indigenous society. He states further that the Nigerian 
society is much more than these movies portrayed. However, 
Ekeanyanwu (2010) in a related study argues that “the early 
Nollywood movies presented a stereotyped and fixated view of the 
Nigerian culture. They gave the impression that, ‘the Nigerian 
society is blood-sucking, witch-craft infested and secret-cult 
pervasive.” From another perspective, Alawode and Uduakobong 
(2013) argued that “Nigerian cultures are revealed in the films 
packaged in the home videos. The story line/themes, lifestyles, 
foods, norms and values and even manner of dressing reveal the 
ways of life of the people.” 
  This is also supported by Tasie (2013) who says that “a 
very dominant theme in most Nigerian video films is the close 
association of occult rituals with African indigenous religion. This 
is understandable; for a film reflects its society’s ideals and 
values.” But Ezegwu, Okeckukwu, and Etukudo (2016) felt that 
when themes are overdone and made the centre of movies it can 
become a problem because the more people see it, the more they 
will think that our country is all about voodoo practice. 
Nevertheless, the study shows that those displays of rituals 
influence viewer’s life style and perception of life but most images 
shown in these movies were not practised by viewers. Akpabio 
(2007) traced emphasis on negative themes by Nigerian home 
videos to marketers who do this to satisfy their profit 
maximization. Tasie (2013) summed it up thus that “in the light of 
this negative portrayal of the indigenous religion…African 
indigenous religion is still seen as second-rate.” This shows that 
the prevalence of rituals images in Yoruba movies without good  
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storyline and lesson learnt for the teeming population of the movies 
audience will continue to show wrong perception about black 
African arts and culture as being full of witchcraft, sorcery and 
negative spiritual connotations. 
 
Conclusion/ Recommendations 
The display of rituals images in Yoruba movies will continue to 
show the Yoruba society as crude and underdeveloped even though 
the marketer will smile to the bank everyday with huge profit. 
Hence, film scriptwriters and producers are enjoined to recreate 
artistically the authentic ritual and cultural practices that are 
embedded in Yoruba tradition, to reflect modern realities and 
platform to teach good values to the viewers. The viewers should 
not allow the scenes in the movies to influence their ideology as 
the ritual performances in the movies were not often times the real 
antidote to resolve such difficult situation as being played out in 
the movies.  Also, the audience should understand that most of the 
ritual performances in the movies were mere make believe as none 
of such expression of ritual practices are panacea to people’s 
challenges in contemporary society. 
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Agency and Vulnerability: Reconfiguring the Female 
Characters in Chimamanda Adichie’s Love Stories 

 
*Elizabeth O. BEN-IHEANACHO 

 
Abstract 
Agency and vulnerability are integral factors in the feminist 
reconceptualization of the self. Consequently, they are significant 
concepts in gender identity. This article recognizes the pressures on 
an individual’s agency and vulnerability to societal containment as 
constant interplay that accounts for creative dimensions and 
responses intensified within a love relationship. It locates agency 
and vulnerability as mutually inclusive within the philosophical 
nexus of self-actualization and self-empowerment that preaches a 
focus on the self; being a tranformative, defining lifestyle that 
helps an individual achieveself-discovery, purpose and gender 
progression. Whereas the feminist philosophy is the theoretical 
framework, the approach to this story is critical interpretative 
discourse to Adichie’sAmericanahand “Transition to Glory,” her 
short story in an anthology entitled African Love Stories. This 
paper examines the implications of agency and vulnerability in 
these love stories as narratives in class, position and power within 
the battlefield of affairs of the heart. It submits that vulnerability 
and agency should not be seen merely from the prism of societal 
and cultural power structure that maintain patriarchal status quo 
but as subtle but significant factors aiding and abetting the winning 
party in the female contest for the heart strings of a man. 
Keywords: Agency, Vulnerability, Love Story, Gender Identity, 
Chimamanda Adichie.  
 
Introduction 
Vulnerability, as argued by Sarah Lubrano is an intrinsic 
requirement for loving another human being who is essentially a 
part yet apart from the woman; be that “other” her child or the one  
_____________________________ 
*Elizabeth O. BEN-IHEANACHO of the Research & Documentation Department,  
National Council for Arts and Culture, Abuja      Email: lizatease@yahoo.com 
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she permits intimacy with herself (1). It is the inevitable source of 
laying oneself bare to another, hence, a source of exposure to pains 
and betrayal; of which the man-woman-love experience is fraught. 
On the positive side, vulnerability exposes us to a full recognition 
of our frail humanity and connectedness to others around us, in the 
full glory of sharing the pleasures and pains of living life. 
Consequently, vulnerability is a key concept to understanding 
feminist agency in the sense of activism; of taking action not as an 
end in itself but as genuine recognition between autonomy and 
cultural structures of containment and accepted protocol. In this 
vein, when a man’s secret lover; otherwise referred to in this paper 
as his “side chick”, confronts his wife (also referred to as the 
“madam of the house”) the unfolding narrative must be situated 
within the context of vulnerability as its force connects both 
women to recognize that living life and loving exposes women to 
the harm of being cheated on by the man they share intimacy with. 
That singular act of his cheating ties the two women to each other. 
Agency and individual autonomy requires that each woman lives 
true to herself; make her decisions, explores her choices in order to 
live a life of purpose and direction. This is the core of social 
relationship and responsiveness that propels the dynamics of the 
love tangle explored by Ozioma in Adichie’s “Transition to 
Glory.” 

Agency, on the other hand, be it individual or collective, is 
the heart of all radical (political) projects, being a decisive break 
from the norm.  For feminists, it connotes a deliberate 
deconstruction of the bonds that hold back self-actualization and 
gender affirmation. It is an individual expression of the 
enchantment with the self as an autonomous being. When feminists 
talk of agency, therefore, they refer to how societal and cultural 
power structures affect a woman’s ability to act, take decisions and 
make choices (Law 1). The capacity of every human to act as an 
agent is personal to that individual (Wilson, George and Shpall 
Samuel 2012).  The moral vulnerability question lies in the weight 
of considerations for the outcome of a particular action taken. 
Moral vulnerability demands that obligations are acknowledged, 
and responsibilities assigned. Sometimes the dilemma of 
appropriate response demands care and caution; at other times  
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aggression is apt. Hence, Ozioma’s near obsessed questioning of 
her place in Agha’s life, the value of her work as an on-air 
personality and its appreciation by the society she served and 
sought to impact and mould, is akin to a search for psychological 
security, an autonomous demand for acknowledgment and 
relevance in order to validate her agency. 

Value judgement, therefore, may hamper agency or propel 
it towards self-regulation, self-reflection and proactiveness. 
Further, stereotyped response to agency/self-living typifies the 
paradox that celebrates individual freedom while expecting 
necessary obedience to the universal containment laws; 
adultery/cheating being the case here where a man is encouraged to 
marry one wife and be loyal to her all the days of their lives until 
death do them part. In Ifemelu (Americanah) and Ozioma 
(“Transition to Glory”) Adichie created characters whose very 
personalities carry the seeds of deviance, rebellion and  un-
socialised quirkiness that subvert and disrupt all cultural protocol. 
Ifemelu and Ozioma are goal-directed, intentional agents; both are 
aware and actively engaging with their issues as well as the goals 
that their activities are aimed at realizing. Ifemelu returns to 
Nigeria with every intention of rekindling her teenage romance 
with Obinze (Americanah17) while Ozioma gets enmeshed with 
her married lover fully conscious of her decision was not a 
happenstance (“Transition to Glory” 46). Indeed, agency as moral 
theory in ethics can be said to have its counterpane in ontological 
vulnerability; where vulnerability focuses on the susceptibility of 
particular persons or groups to specific harm or threat. 

Vulnerability and agency are not opposites but mutually 
important and necessary to the full experience of human life 
(Mackenzie 41). Both contribute to a flourishing life, especially as 
not everyone can be autonomous all through life; some are 
dependent by nature or made dependent by what life serves. 
Equally, as humans, we are all susceptible to being vulnerable and 
to being used as mere means by others (Formosa 103). Hence, 
exercising one’s autonomy requires recognition by others to whom 
we have been classified as “outsiders”, “marginal”, “peripheral”, 
and “non-existent” by the cultural and social structures. From this 
perspective, Ozioma’s assertion of her individuality and agency is  
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self-conflicting. As a “side chick”, she chaffs at the social restraints 
and does not accommodate the status quo as does Aunty Uju in 
Americanahwho was contented to be the “invisible other” in the 
General’s love life. Rather, Ozioma seeks recognition of her being 
and a validation of her significance in her lover’s life. This 
insistence on recognition is in itself a moral dilemma that opens a 
window to contrary notions of love. Set within the invasion of 
gender territorial struggle of women in love with same man, it must 
be observed that Ozioma’s agency is not the self-compelling 
destructive brand that betrays the bonds of friendship in the quest 
for a man’s love as evidenced in Sulas’s betrayal of her long life 
best friend, Nel, by having an affair with Nel’s husband in her 
misguided notion of husband sharing as an extension of the 
women’s friendship (Morrison 125). Neither is it a quest for a 
soul’s completion and mythical soul mate undertaken by Ifemelu, 
in her determination to reclaim Obinze even if her victory upsets 
the entire fabric of his own life and family setting. Rather, Ozioma 
is propelled by a personal reconstruction of the place of her agency 
in the larger community of her radio audience, her lover’s family 
and even the betrayed wife’s consciousness. 
 
The Love Story and the Nigerian Literary Corpus 
As we have observed elsewhere, the highways and byways of the 
notion of the love story as romantic love and the ideas associated 
with it as well as its modes of expression are all part of the cultural 
memorabilia resulting from colonization (Ben-Iheanacho 97). 
While prescribed school texts fed students imagination on Western 
popular ideas of love, television, and pulp magazines helped to fuel 
the fevered imagination of the emergent first generation educated 
elite as well as their poorer, not-so-literate imitators, popular 
Western female writers such s Denise Robins, Barbara Cartland, 
among others, published by such outlets as Mills and Boons helped 
to champion the stock formulae of Western romance that were 
street reading materials mostly for women. In these syrupy love 
stories, boy met girl, they fell in love and as a cardinal principle of 
romance fiction, are able to surmount all obstacles in the way of 
their love to live happily ever after. These stories were mostly  
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beloved by female readers and across age and class. The street 
culture popularity of these novels has not been reciprocated by a 
corresponding corpus of African writers of romantic fiction genre. 
Obiechina proffers a sociological explanation to this: “the mutual 
attraction of people of opposite sex, and their integration through 
mutual affection and total preoccupation with this mutual 
relationship, the state which is recognized as ‘being in love”, 
receives much functional emphasis within the Western cultural 
tradition and hardly any emphasis at all within the African cultural 
tradition until the contact between Africa and the West altered the 
situation” (32). To bear out Obiechina’s assertion, 
Nwapa’sEfuruwhich is Africa’s first novel by an African female 
and arguably the love story of the heroine, Efuru and the love of 
her life, Adidua, is deflected in its romantic genre pursuit by 
Adidua’s waywardness and Efuru’s barrenness. Achebe’s Things 
Fall Apart, celebrated for its portrayal of the masculine values of 
its Igbo patriarchal society setting, ironically contains one of 
Africa’s greatest love stories, the story of OgbuefiNdulue and his 
soul mate, Ozoemena. However, Achiebe’s treatment of this great 
love (53-54) categorized it an oddity, an aberration best consigned 
to the collection of strange stories of strange times; a  mere minor 
observation in the more serious issues of life, an unmanly chapter 
in a warrior’s book of life: 
 

“The things that happen these days are very 
strange” 
“What happened?” asked Okonkwo 
“Do you know OgbuefiNdulue?” Ofoede asked  
“OgbuefiNdulue of Ire village’, Okonkwo and 
Obierka   said together 
“He died this morning’, said Ofiedu 
“That is not strange. He was the oldest main in 
Ire,’ said Obieuka 
“You are right,’ Ofoedu agreed. But you ought 
to ask why the drum has not been beaten to tell 
Umuofia of his death’ 
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“Why?’ asked Obierika and Okonkwo together 
“That is the strange part of it. You know his first 
wife who walks with a stick?’ 
“Yes, she is called Ozoemena” 
  
“That is so’, said Ofoedu. “Ozoemena was, as 
you know, too old to attend to Ndudue during 
his illness. His younger wives did that.  
When he died this morning, one of these women 
went to Ozoemena’s hut and told her. She rose 
from her mat, took her stick and walked over to 
the obi. She knelt on her knees and hands at the 
threshold and called her husband, who was laid 
on the mat. “OgbuefiNdulue’, she called three 
times and went back to her hut. When the 
youngest wife went to call her again to be 
present at the washing of the body, she found 
her lying on the mat, dead”. 
“That is very strange indeed’, said Okonkwo. 
“They will put off Ndulue’s funeral until his 
wife has been buried’. 
‘That is why the drum has not been beaten to 
tell Umuofia’. 
‘It was always said that Ndulue and Ozoemena 
had one mind’, said Obierika. ‘I remember 
when I was a young boy there was a song about 
them. He could not do anything without telling 
her’. 
‘I did not know that’, said Okonkwo. “I thought 
he was a strong man in his youth”. 
“He was indeed’, said Ofoedu. 
Okonkwo shook his head doubtfully 
“He led Umuofia to war in those days’, said 
Obierika. (Achebe 53-54) 
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In her analysis of the dearth of love stories among 

contemporary African writers, Aidoo blamed it on a certain 
disconnection between African literature and its oral and written 
roots. She elucidated that following the collision of civilization, 
Western mediators in African cultural manifestations failed to 
recognize African love stories because it did not easily fall into the 
stock Western formulae. Her list of contemporary African love 
stories include NgugiwaThiongo’sThe River Between,Mariama 
Ba’s So Long A Letter, Ama Ata Aidoo’sChanges, Lewis 
Nkosi’sThe Mating Birds, BuchiEmecheta’sThe Joys of 
Motherhood and Grace Ogot’sRain. However, she acknowledges 
that this genre is beset with a peculiar problem of literary 
invisibility “... in the modern African novel as a love story, the love 
story is never revealed as such. Because it is completely subsumed 
under “the more important social and political issues” which the 
modern African writer (thinks she/he) has to deal with: 
incompetent leadership and their betrayal of their peoples, the 
antics of ‘the lumpenmilitariat” (....), complete economic collapse, 
racial tensions, outmoded traditional thought and practices....” 
(Aidoo x-xi). 

Adichie’sAmericanahand “Transition to Glory” are 
interesting in not only the twist they bring to the accepted plot of 
the classic love story inherited from Western notions which 
chronicles the emotional intimacy of one man and one woman, 
both emotionally unencumbered and, therefore, free to pursue their 
attachment to each other to a logical conclusion; often marriage. 
Instead, in Americanah, Adichie is iconoclastic in her narrative of 
the love story between Ifemelu and Obinze who meet as secondary 
school unintended love match, become soul mates in spite of their 
class differences, are separated by the quest for greener pastures in 
America and are reunited by Ifemelu’s determination to staunch 
the drift of her life by anchoring it to the captain of her soul, 
Obinze, now married and a doting father to his daughter. In 
‘Transition to Glory” Ozioma is a young lover to her married sugar 
daddy, Agha in a “situationship” where there are no lies about the 
man’s marital status and the “dead-ended-ness” of their affair. It is 
the creative dimensions explored in this inversion of the literary 
convention in Adichie’s love stories that we now turn to. 
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Adichie’s Love Stories as Narratives in Class, Position and 
Power 
As earlier noted, Adichie’s love stories exhibit a twist in the plot 
by introducing the married man as the object of desire. This 
unexpected bump on the road to happily-ever-after elicits the stock 
response of shutting down the relationship in injured dignity as the 
lady love must be most unwilling to share love; where love is 
popularized as the connection of two souls until death do them 
part. Consequently, to love a married man is taboo in such 
contrived, Western pulp image of love, neither is a married person 
expected to love another in this monogamist’s emotional paradise. 
Important, too, this brand of love does not condone a woman 
violating the sanctity of another woman’s happy home and 
emotional marital territory. In Americanah, Adichie creates Aunty 
Uju, the passively unassuming dismantler of this assumption who 
knows her lover is happily and visibly married but acquiesces to 
playing the role of ‘the other woman’ with aplomb, quiet dignity 
and milking it for all maternal benefits accruing to her and her 
extended family. In the same vein, Ozioma, the main female 
character in “Transition to Glory” is also a side chick but the direct 
personality opposite to Aunty Uju. Both are well educated, self-
empowered, career -focused, young women; Uju is a medical 
doctor while Ozioma is a radio broadcaster. While Uju is a fully 
conscious agent deliberate in her choice of a married army general 
as lover and father of her son outside wedlock, she maintains the 
status quo and unwritten code concerning side chicks: silent, 
publicly unacknowledged, never intruding into the socially 
accepted public and domestic image of the lover, a peripheral 
being on the margins of the lover’s life.  

Clearly, this idea of love is a power-based relationship 
where the lover holds the aces; the side chick is the recipient of and 
basks in the benefits of the celebrity popularity. In such a 
‘situationship’, the man of power is the subject, the absolute; his 
side chick is “the other” especially to the legal wife and madam of 
the house. Indeed, the side chick is the non-object, non-person, and 
a mere body hardly worth the arrogant glance from madam.  
Compare, however, the general’s wife’s angst against Uju at the 
demise of the general and Agha’s wife’s unruffled disdain for an  
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intrusive Ozioma who violates this culturally endorsed emotional 
environment and entanglement power structure. Ozioma, on the 
flip side of the personality spectrum, chaffs against the societal 
restraints imposed on the side chick. She is more questioning and 
probing of these conventions and “situationship” protocol, seeking 
her place in the off-limits sphere of her lover’s life; consumed 
about philosophical musings on the right and wrong of their 
relationship.  

She knew he never missed listening to her 
show- and she wondered now if his wife 
listened to it, too, since it was on at the time 
when he would be at breakfast. His youngest 
child, Emeka, might be there as well as his 
daughter Nnennaya....And perhaps the first 
daughter, Adanma, would drive by from her 
flat, on her way to work, and join the family for 
breakfast and they would all listen to her 
show.... She wanted to ask if he ever consumed 
with the same thoughts as she was: thoughts 
about right and need.    (“Transition to Glory” 
38-39) 
Unlike Uju, Ozioma is not obligated to Agha, her well-

heeled lover for her financial survival though she is not averse to 
accepting gifts and even the possibility of him renting a flat for her 
in the highbrow Abebe Court (36). Agha’s power over her was in 
effortlessly consigning her to the “other matters” category of his 
well manicured life; a leash she strains against. Hence, her 
confrontation of Agha’s wife and madam of the house, to force 
herself beyond the limits into reckoning; to validate her place in 
their shared man’s life beyond sneaky meetings in hotel rooms and 
the anonymous streets of London. Therefore, Ozioma’s act must be 
located within the philosophy of the self: a quest for her meaning 
beyond the marginal; a reach out to her right to love and be loved 
back, to be acknowledged as a factor that mattered. It is also a take  
back bid, to wrestle power from those that had rendered the side 
chick as an anonymous chapter in a lover’s wife. 
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In Americanah, Obinze and Ifemelu’s love story is steeped 

in class snobbery, social integration and structural inequalities. 
From the outset, Obinze, the only child of a middle class, self-
aware female Professor and Ifemelu who was from the wrong side 
of the working class,  were not supposed to become a couple: 

 
The gods, the hovering deities who gave and 
took teenage loves, had decided that Obinze 
would go out with Ginika. Obinze was the new 
boy, a fine boy.... He was quickly admitted into 
the clan of swaggering, carelessly cool mates, 
the Big Guys.... The second most popular girl 
was Ginika, Ifemelu’s close friend. Ginika did 
not go abroad often and so did not have the air 
of away as Yinka did but she had caramel skin 
and wavy hair... And so, it was the natural order 
that the gods should match Obinze  and Ginika. 
(Americanah 71-72) 
 
As their love story deepened in intimacy, Ifemelu achieves 

acceptance by Obinze’s maverick mother but the love birds are 
separated by Ifemelu’s scholarship to study in America where she 
gains polish, celebrity status as a blogger and the socially enviable 
status as “Americanah” when she returns to Nigeria in search of 
self-definition in spite of the glamour and urbane sophistication of 
her American success story. For Obinze, however, his 
‘Americanamania” ended with him being deported from United 
Kingdom for incomplete papers. Back in Lagos, his refined 
pedigree stands him out among the hustlers for the favour of the 
wheeler-dealer Chief whose connections make and unmake 
millionaires. Admitted into the Lagos Big Boys Club by the grace 
of Chief, Obinze marries a socially befitting wife that complements 
his status. His idyll is disrupted with the return of his lost love, 
Ifemelu back to Nigeria. A now self-assured, all-conquering  
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returnee, Ifemelu’s unconscious quest is to find herself a husband 
as she casts the enchanting veil of teenage love with its syrupy and 
heady sweetness of insatiate youthful lust to launch a reclamation 
bid for Obinze’s love, upstaging Kosi, his wife and taking back her 
man. “I’m also going back to Nigeria to see my man”, Ifemelu 
said, surprising herself. My man. How easy it has to lie to 
strangers, to create with strangers the versions of our lives that we 
have imagined” (Americanah  29). This Freudian slip certainly laid 
bare the truth of the battle ahead that the truly married madam-of-
the-house had no warning enough to prepare for. 

As a diasporan returnee, Ifemelu is technically on the 
outside of her Nigerian home, looking in. A culturally displaced 
hybrid, she is at the same time a dislocated “awayan” seeking re-
entrance and re-admittance to a life that could have been hers. The 
anchor to her rudderless ship was not just marriage, but to a man 
that belonged to the social status her American experience 
bequeathed her a sense of entitlement to. Obinze, with his affluent 
ease and cash baked certainty that came with hobnobbing with the 
moneyed class and foreign accents, was the ticket. That they had 
an intense emotional past was icing on the cake. And love, they 
say, conquered all. 

Our final consideration in our thesis of love as power 
struggle is to examine the reaction of the wife of the philandering 
man in these love stories under study. They exhibit vulnerability on 
account of being cheated on but often, their agency to react is 
emasculated and denied by social imposition on their role as the 
madams-of-the-house. As had been opined earlier in this article, 
agency can be denied when cultural power structures are such that 
a character is not able to act or make choices for itself. This implies 
that there is a higher authority that acquiesces to an individual’s 
power to act (Law 1). Such “higher authority” could be the 
environment and statutes (coded or un-coded) governing social 
interaction or even a personality and authority figure within the 
matrix of the love enchantment. Within this interpretative 
framework, the madams-of-the-house cheated on are often 
presumed by the cheating partners, to be in the dark about their 
affairs. Often, they act along, knowing but pretending ignorance,  



241 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  232 
feigning a carefree, heart unbroken demeanour; therefore, victims 
too of expressing their true disposition and acting out their choices. 
For the general’s wife, she delegates her enraged foot soldiers and 
relatives to unleash terror on Uju only after the general’s death 
released her from a sense of helplessness and powerlessness. The 
ensuing “power show” by the squad of “do-gooders” and defenders 
of the injured rights of the madam-of-the-house and the protectors 
of the rights of a violated side chick is an epic clash of agency of 
enraged females: 

There was banging on the gate. Two men and 
three women, relatives of the General, had 
bullied Adamu to open the gate and now stood 
at the front door, shouting. “Uju! Pack your 
things and get out now! Give us the car keys!’’ 
One of the women was skeletal, agitated and 
red- eyed and as she shouted “Common harlot! 
God forbid that you will touch our brother’s 
property! Prostitute! You will never live in 
peace in this Lagos!” – she pulled her headscarf 
from her head and tied it tightly around her 
waist, in preparation for a fight. At first, Aunty 
Uju said nothing starring at them, standing still 
at the door. Then she asked them to leave in a 
voice hoarse from tears, but the relatives’ 
shouting intensified, and so Aunty Uju turned to 
go back indoors. “Okay, don’t go,” she said. 
“Just stay there. Stay there while I go and call 
my boys from the coumy barracks.” 
(Americanah 106) 
Obinze’s wife’s agency is denied precisely by her 

knowledge of her husband’s affair and her personal disposition to 
such a relationship and an expectation to act on such knowledge as 
beneath her class and pedigree. Acculturation by her upbringing 
and socially ingrained responses to such a situation, restrains her 
from any contact with the “other woman,” “the outsider” 
consequently, she concentrates her cold fury on her husband. 
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“Obinze, this is a family,” Kosi said. “We have 
a child. She needs you. I need you. We have to 
keep this family together.” She was kneeling 
and begging him not to leave and he wished she 
would be furious instead. 
“Kosi, I love another woman. I hate to hurt you 
like this and …” “It’s not about another woman, 
Obinze, “Kosi said, rising to her feet, her voice 
steeling, and her eyes hardening. “It’s about 
keeping this family together! You took a vow 
before God. I took a vow before God. I am a 
good wife. We have a marriage. Do you think 
you can just destroy this family because your 
old girlfriend came into town? Do you know 
what it means to be a responsible father? You 
have a child downstairs! What you do today can 
ruin her life and make her damaged until the day 
she dies! And all because your old girlfriend 
came back from America? Because you have 
had acrobatic sex that reminded you of your 
time in the university?” Obinze backed away. 
So she knew… He loathed Kosi, for knowing all 
this time and pretending she didn’t know, and 
for the sludge of humiliation it left in his 
stomach. He had been keeping a secret that was 
not even a secret.  (Americanah 523-524) 

 
Clearly, Kosi’s agency is restrained not by an inability to 

act, but by her acquiescence to the higher authority of her moral 
superiority as wife, to the lusts and yearnings of an errant husband 
for a mere side chick, a concubine, the other woman. It is this 
subscription to the rules of engagement with the other woman that 
Didi, Agha’s wife in ‘‘Transition to Glory” also rigidly holds on to 
when the rambunctious Ozioma violates the terms of engagement 
by visiting the grieving woman in her own home. In this clash of  

 



243 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  234 
 
self, class and pedigree, Ozioma’s brush with cultural structures 
left her bruised for it. 

Didi sits down. “How dare you come here? How 
dare you?” 
The question does not surprise Ozioma but 
Didi’s calmness does. And she realizes how like 
Agha Didi is, the same calm smile, the same 
civil coating over their body movements. The 
same incredible control. They were both 
cultured, worldly people, Agha and DidiOzioma 
feels a strange helplessness, a weightlessness: 
she is sure she would float away if she jumped 
up now, if her feet left the ground.  
“Did he tell you about me?” She asks. 
Didi is silent for a while. “He was perfect, my 
husband. He was perfect at lying, he was perfect 
at everything.” A pause, and for the first time, 
there is a sneer on Didi’s face, or may be, the 
sneer has always been there and lets itself out 
now. ‘No, my dear, of course he didn’t tell me 
about you.’ 
“Then how did you know?” 
“I assume you expect me to answer your 
question.” Didi shifts on her seat and slowly 
crosses her legs. “What I find interesting is that 
my daughter Adanma is a year older than you”. 
Didi is smiling, and even though it is that 
familiar civil smile, Ozioma sees the rage in it, 
in the stretch of lip over teeth. (“Transition to 
Glory” 48- 49) 
 

Conclusion 
In our discourse on vulnerability and agency as significant factors 
in the feminist philosophy of the self, we domiciled our field of 
analysis on the most intimate of human relationship – the love 
affair. Further, we explored a taboo cultural formation to the  
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Western concept of love and romance, popularized and dominant 
in contemporary literacy experience through culture contact and 
colonial footprints on African nuances. This is the triangle of the 
philandering husband, his betrayed wife and madam-of-the-house 
and the strange woman or the cheating partner. Our discourse has 
shown that each individual is susceptible to vulnerability. Equally, 
each expresses agency differently or chooses to deny and defer 
agency. That very act of self-denial is itself a choice and an 
expression of individual autonomy. Finally, it was found that these 
individuals are all aware, enlightened and determinants of their 
choices, subverting conventions in most cases and actively creating 
their own responses to situations. They each bear out the 
ontological disposition that ultimate freedom of the individual 
consists in recognizing the compatibility or otherwise of subjective 
desires to objective structures as well as the tools they have 
equipped themselves with to negotiate the conflicts that must 
necessarily arise within their cultural environments, successfully. 
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Interrogating Nollywood and its Sources of Funding: The Case 

of Invasion 1897 
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Abstract 
The problem of funding continues to haunt start-ups in Africa and 
there seems to be no respite in sight as the government and other 
institutions with the requisite capacity to support entrepreneurial 
efforts are not committed to the course. Given this set back, 
Nigeria’s Nollywood is encumbered by the problem of accessing 
sustainable funding sources for a vibrant entertainment and 
hospitality business where funding, which catalyses the efforts of 
independent producers, is hard to come by. In this way, inadequacy 
of internal funds by owners of independent production outfits 
leaves them constrained and unable to express their ideas to the 
fullest in terms of artistic dynamism and technical verve. Whilst 
debt funding and equity are other sources of funding available to 
production outfits, in the case of Nollywood where personal 
transactions are preferred instead of contracts and corporate entities 
limit the extent of professional dedication and commitment to each 
film project. Grounding this article on the pecking order theory, 
funding sources are interrogated by evaluating Invasion 1897 and 
Lancelot Oduwa Imasuen’s recourse to funding sources through 
the interview method. The article submits that sustainable sources 
of funding are obviously lacking on the Nollywood scape, making 
it difficult for indigenous producers to carry out their prospects of 
filmmaking. To forestall a breakdown of production apparatuses, 
the independent producers and corporate film outfits are 
encouraged to forge a synergy both within and outside the shores 
of Nigeria for greater productivity.  
 
Keywords: Funding sources, Nollywood, Productions, Informal 
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Introduction 
Nollywood operates informally in the Nigerian economy with 
efforts of individual and joint ventures aimed at filmmaking. In 
spite of its long tortuous journey on the heels of colonial legacies, 
independent efforts and not corporate or government support has 
kept it afloat. This leaves much to be desired as the extent of 
monetary muscle power at stake is barely enough to cater for the 
exigent provision of theatrical elements required to birth a well-
made film. This state of financial lack and unavailability of 
sustainable sources of funding hampers the content and form taken 
by Nollywood productions. In the production culture of 
Hollywood, China, Britain, France, Germany, Canada, India and 
other established film hubs around the globe, corporate interests 
and government incentives supersedes individual efforts upon 
which Nollywood prides its enterprise. This brings us to the 
question of Nollywood funding and its viability, which given the 
present socio-economic straits bedeviling the economy has 
inherent demerits for the entrepreneur and debutant filmmaker. In 
the present circumstance, this brings to mind the need to calibrate 
the sources of Nollywood funding which is a prerequisite for 
productions. Whereas many filmmakers rely solely on their start-
ups, it is quite disheartening to know that other sources exist that 
producers have not bothered to explore so as to facilitate a climate 
of continuous productions. 
 
Literature Review 
According to Aabi: 

These enterprises often turn away from 
formal mechanisms and operate in the 
informal economy, riskily evading taxes and 
regulations. Besides, acute asymmetries of 
information, lack of reliable track records, 
reliance on collaterals and lack of equity etc. 
continues to impede the access to finances 
and particularly to debt financing. Today 
most companies are facing a clear downturn  
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in demand of goods and services on one 
hand and a shortage of credit on the other, 
due to the tightening of financing by credit 
institutions. And, as all companies, SMEs 
need financial resources for their 
functioning and survival (2014, p. 2). 

There is an apparent need to understand Aabi’s point of view 
above, especially where entrepreneurial efforts are cut off from 
formal entities with requisite ability to better its lot. In view of this, 
one understands that film production in Nigeria has not entered the 
mainstream economy. By this token, funding is done by 
individuals whose entrepreneurial skills guide their aspirations in 
continuously producing movies in spite of acute financial shortfall. 
The implication of this, which rubs off on the kind of movies made 
squarely depends on a film’s budget. While it is common 
knowledge that there are no agencies funding films in Nigeria, 
government funding and all attempts in that direction are usually 
one-offs and the banks are not in any way obliged to put their 
money on any filmmaker.  

A funding perspective on the historical undertone of 
production funding in Nigeria is essential as we look briefly into 
the account of Afolabi Adesanya, a one-time Director General of 
the Nigerian Film Institute/Film Corporation. This will set the tone 
on the funding metamorphosis which Nollywood has come to bear 
with after two decades of productive outings with corporate 
organizations. In a seminal reference on the Nigerian filmmakers’ 
consolidation with corporate finance, it seems that indigenous 
filmmakers had a better rapport with the establishment. In this 
regard, Adesanya submits that, money and its purchasing power is 
an essential commodity for filmmaking: 

Money. Money. Yet, none to produce film”: 
This has been the refrain of Nigerian 
aspiring and practicing filmmakers since the 
emergence of local film producers. But is 
this true? Is it that Nigerian filmmakers lack 
financial goodwill? Or is it that Nigerian  
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filmmakers, inspire and instil (sic) a sense of 
confidence in the financial sector? Are 
Nigerian filmmakers fly-by-night 
producers? (1990, p.1) 

In Adesanya’s bid to explain the enigma that is funding, he 
considers the financial drought experienced by indigenous 
filmmakers. However, seeing how much the Calpenny Film firm 
was able to attract from the financial sector, Adesanya is enthused 
that, if the local producers are committed to the course of a market 
driven film ethos, there was so much to achieve. Citing Armah 
(1987), Adesanya opines that Francis Oladele, famed for Kongi, 
Bullfrog and other films successfully raised N3m for the 
production of Oju Aiye (Eye of the World) through IMB Securities 
(a subsidiary of IMB). In his own words, Adesanya aver that: 

This is a novelty in the annals of the 
Nigerian budding film industry. The venture 
capital issue was actually oversubscribed, 
but seven years later, the feature film is yet 
to be previewed by investors, and released 
for public viewing. The pioneer film 
producer is said to be asking his investors 
for additional funds to complete the film! 
That same year, the same financial house 
and CMB were approached to raise money 
for the production of A-PRODUCTIONS’ 
debut feature VIGILANTTE. Neither came 
through (1990, p.1). 

There is so much to consider in the epic sojourn of the 
Nigerian film industry when it went to the Stock Exchange Market. 
First, considering that 1986 and this period was the peak of 
indigenous cinemas in local film history, so much momentum had 
built up to this daring move to source funding, openly. Secondly, it 
demonstrates so much trust that the Nigerian audience, which had 
so much faith in the local content produced then, subscribed to the 
funding of Oju-Aiye. Thirdly, the concept of ‘Crowd Funding’ was 
at play here, and without taking the notice for granted, displayed to  
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the world, that Nigerians were patriotic in their demand for 
homemade entertainment. Fourthly, the confidence reposed in the 
Calpenny brand by the financial sector showed that so much 
collaboration was possible between indigenous companies and 
financial proprietors. Maybe, if this much touted move to take the 
Nigerian film into main stream economy had succeeded, the fate of 
the funding constraints bedevilling Nollywood would not be this 
harsh a reality to bear. Perhaps, the non-release of Oju-Aiye 
conditioned the modus operandi of the financial sector in such a 
way that future moves to solicit funding failed to yield requisite 
results as hinted in the case of A-Productions’ Vigilante. 
 Furthermore, Adesanya says that out of sheer determination 
to succeed and not minding the frustration associated with raising 
funds and being turned down by financial institutions, he forged 
ahead. After a long while, he was able to receive funding years 
later after proving his mettle, producing some works that were 
recognized. He says that: 

In 1989, the company, now with a ‘track 
record’, was lucky to secure the goodwill of 
Rims Merchant Bank (and Wema Bank) to 
raise N815,000 for its production of OSE 
SANGO (SANGO”S WAND), in 1990 as a 
Debenture Stock as opposed to the uninsured 
venture capital issue. The film was released in 
1990 and it immediately commenced paying 
back. It went on to win the maiden Hubert 
Ogunde Foundation award for THE BEST 
FILM. 

 It seems, from the above assertions, that early Nigerian 
filmmakers made frantic efforts to go ‘main stream’ as this was the 
most standard medium of accessing funding. This approach also 
made the corporate world see Nigerian filmmaking as a serious 
business capable of attracting requisite industrial relationship 
where current Nollywood begs for attention. These pockets of 
success stories are a reminder that, once upon a time, in Nigeria, 
the average filmmaker, against all odds, sought transparency and  
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vied within their means, to conduct their trade in the competitive 
corridors of business transactions. Unlike most producers of today 
who operate in secrecy, it seems that filmmakers of the past had an 
open book policy. Going further on how funding of Nigerian films 
were conducted, Adesanya says that before the advent of capital 
market financing, funds for film production were sourced through 
government, foreign grants/co-production, private investors 
(“Angels” or “Rish Uncles” in industry parlance), local film 
distributors/exhibitors, and sometime in the 80s, the Nigerian Film 
Corporation (NFC); and before it the Nigerian Film Distribution 
Company (NFDC)... Through the NFDC/NFC, the federal 
government provided financial soccour for films by Hubert 
Ogunde, Moses Olaiye (Baba Sala), Adeyemi Afolayan (Ade-
love), Awada kerikeri Organization (AKO) et al (1990, p.1 &2). 
 The above outlines a methodological roadmap to film 
funding, which has over the years dwindled in spectrum and zeal. 
These days, individual producers working in concert with family 
and friends are left at the mercy of chance. Independent producers, 
rather than Government and Corporate entities, are at the forefront 
of filmmaking in Nigeria, with little or no assistance from the 
Government.  This has not always been the case as Adesanya 
reports that the Nigerian Film Corporation (NFC) was favourably 
poised to  

Usually, the NFDC/NFC grants each film project a 
loan of about N100, 000. On the average, before 
SAP, a Nigerian feature film was produced for 
between N300, 000 and N500,000. With the 
introduction of SAP and Capital Market 
Deregulation, it now swings between N1m and 
N2.5m. as a result of its inability to recover 
outstanding loans, the NFDC/NFC has found it 
impossible to advance loans to local film makers 
since mid-80s. The NFC has now shifted its 
attention to in-house productions and support for 
books on the Nigerian film scene… During the era  
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of foreign exchange approval, the NFDC assisted 
the likes of ola Balogun. Eddie Ugbomah, Ade-
Love, Ogunde, Baba Sala, Moyo Ogundipe to 
secure forex allocation at the CBN. (1990, p.2) 

A critical outlook at the modus operandi of the early film industry 
in Nigeria depicts a well-articulated endeavour at assisting local 
producers to financially offset the burden of movie making. The 
climate has changed drastically and the demand for foreign 
exchange is even higher but the mechanism of state is not disposed 
to the course of Nollywood, even now that it seems demand for 
local content is becoming bigger. Perhaps it is better to remember 
that funding means that a filmmaker, before he began principal 
photography, has surmounted the hurdles of a befitting budget. 
This is because, the budget, apart from serving as a blueprint a 
filmmaker will follow to deliver a logically entertaining feature to 
the audience, has the inherent ability to moderate the course and 
content of a film. It is in this light that Yankov asserts that, in order 
to make a film: one of the most intuitive factors is undoubtedly the 
production budget. The simple logic states that the higher the 
production budget is the more revenue should be expected. There 
could of course be a base for endogenous relationships with some 
of the other factors that are described. For instance, a higher 
budget would allow more talented actors. Simultaneously, the 
more famous actors enclosed to the project, the better the chance to 
find more funds and to increase the production budget (2013, p. 
48). 
In the above argument, Yankov draws attention to the importance 
of a film’s budget. This is considered given its capability to 
assemble the best cast, especially with reference to star actors and 
their inherent predisposition to woo investors. In most cases, 
maybe where star actors pledge allegiance to a project, they use 
their stardom profile as collateral to woo prospective investors. 
Myers and Majluf identified three sources of funding such as: 
Internal funding, Debt, and Equity. As explained, personal savings, 
plough backs, and capital generated without recourse to legal 
  
 



253 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  244 
 
implications are classified as internal funding. At the level of this 
source of fund can be found, funds derived from family and friends 
and other media through which money may be raised for a given 
project. Likewise, Debt is explained as a formal agreement 
between two or more parties who contractually share wealth in the 
interim with the hope of getting back the principal with some form 
of interest. Banks and mortgages or lending institutions needing 
collateral specialize in this form of funding. Equity, on the other 
hand, involves a state of fund acquisition in which the partnership 
between an entrepreneur and an investor is solely based on the 
latter’s monetary abilities. With regards to motion picture 
production, equity is explored as a co-production factor either on 
an international scale, or between individuals (1984, p. 194). 

Internal funds are also commonly known as non-formal 
debt and equity. Internal funds include founders investing their 
own money into their start-up or gaining funding through friends 
or family. Formal “debt financing” can be defined as money being 
borrowed on credit that you look to repay in the future, in full 
including interest. Formal equity financing is money obtained from 
an investor, which could either be angel investors or venture 
capitalist firms (Hann and Hinloopen, 1999, p. 577). This is based 
on the principle that, firstly corporations prefer internal financing; 
secondly, debt financing; and thirdly, prefer new equity financing. 
What this implies is that these preferences are based on the fact 
that the cost of financing increases with inability of investors to 
determine the financial state of the benefitting firm. An informal 
type of financing, commonly used by start-ups, is bootstrapping, 
which can be defined as the use of creative strategies to gain 
control over resources (Harrison et al., 2004, p. 17) or strategies 
that obtain resources without external financing (Freear et al., 
1995, p. 29).  

The following comprise other viable and varied sources 
from which film producers can access funding for every film 
venture. For example; Bootstrapping financing may include 
sharing resources, taking out personal loans, which are then 
inserted into the start-up or going without some common essentials  
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to help pay for start-up costs (Winborg and Landstrom, 2001, p. 
238). Another category of financing is “quasi equity”. This fills the 
gap between equity and debt financing. Quasi equity is 
characterised by both debt and equity. Sometimes, it is also 
commonly referred to as revenue participation investment. It is 
usually structured as investments where the financial return is 
calculated as a percentage of the investee’s future revenue (Cheng, 
2008, p. 1). Grants are another type of funding source commonly 
used to fund film production in Nollywood. Grants are often 
described as “free money”. There is no interest on grants and the 
provider of the fund does not take an equity stake or claim over the 
company. Sources, such as central, regional, or local government, 
provide companies with grants. One of the biggest disadvantages 
of a grant is that it takes a lot of time and effort to complete a grant 
application. Samoylova categorizes grants as a type of formal 
equity (2014, p. 9). Reflected in the 2011 subvention, through the 
Bank of Industry, the production of Dr Bello by Tony Abulu attests 
to how government grants can elevate the film production business 
in Nigeria. While the Association of Movie Producers kicked 
against the difficult requirements attached to accessing the grant, it 
is good news that business-minded filmmakers have a source of 
funding to tap from. In 2013 also, the administration of President 
Goodluck Jonathan instituted a Film Production Fund (FPF). So 
far, it has awarded 32 film producers with grants from the FPF—a 
N700 million instrument, which allocates grants to production 
companies as part of the N3 billion Presidential Intervention Fund 
for the Nigerian movie industry—project ACT Nollywood (This 
Day, 20th July, 2014).  

According to Samoylova a number of studies have 
concluded that personal funds were the initial source of funding for 
a majority of start-ups. Based on this, there are empirical evidence 
to prove that as firms mature and became less secretive with 
investment-friendly information, they are able to attract external 
funding, such as angel investors. Secondly, the longer a start-up 
firm is able to survive on its own with personal funds, the lower 
the cost of external capital and, hence the more control retained by 
the entrepreneur (2014, p. 11). This shows that the first capital  



255 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  246 
 
source used by entrepreneurs to fund their start-up is typically 
through either inserting their own personal fund or generating 
funds from friends or family. There are a number of reasons for 
this, and the most common reason is the difficulty involved in 
accessing other means of funding and founders wanting to keep 
control within the internal team (Bhide, 1992, p. 114). Myer and 
Majluf, therefore, assert that founders also use their personal funds 
to indicate their commitment in their start-up to potential investors, 
thus the use of internal funds can be a stepping stone to external 
funding (1984, p. 194).  

To Nofsinger and Wang, family and friends are less 
worried about investor protection due to their connection to the 
entrepreneur, which reduces the risk of the investment therefore 
making the investment process less complicated (2009, p. 5). An 
example of this is that friends and family tend not to use a term 
sheet when making an investment. Samoylova states that Angel 
investors used to be quiet about their investments and searched for 
deals in secret. Due to the expanding growth of the angel industry, 
angels are becoming less secretive, though they are still somewhat 
private about their activities (2014, p. 16). Due to this, more Angel 
funding is available and more start-ups are aware of angel 
investment and its benefits to start-ups. Angel investors are 
individuals who have available funds and are ready to invest in an 
entrepreneur’s ideas. They are professional investors who 
specialize in investing in profitable start-ups (Nofsinger and Wang, 
2009, p. 7). Recounting how Angel investment has been 
particularly auspicious in her filmmaking career, renowned 
Nollywood producer turned director; Emem Isong-Misodi tells 
Okachie that after making films they were bought from her by a 
marketer. In her words, “When I finished I went to see him and he 
bought the movie outright from me. He said, I like the way you 
work, why don’t we work together? So he provided the funds for 
Emotional Crack that was when I really had funds; he believed in 
me and gave me whatever I want to shoot movie without asking or 
cutting corners (2011, p. 18)”. Those who know the true picture of 
the funding hurdles that filmmakers encounter would immediately  

 



256 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  247 
 
find her testimony too easy, but Emem Isong made the above 
statement in year 2000. She adds that “for about six to seven years, 
we were making movies together. I made huge successful movies 
for him”. Whether this has become a partnership (equity), the truth 
remains that through this means, Emem Isong was able to fare 
favourably with her contemporaries. In Adesanya’s opinion, the 
Nigerian film industry has always benefitted from Angels. This 
detail is available in his evaluation of funding sources for some 
known films during the 1980s: 

 “Angels” such as Fagbure, MKO Abiola 
(BISI), N.O. Idowu, Dantata (MAITATSINE), 
Doyin Investments (most of Ade-Love’s films), 
H.K. Aderibigbe & R.N. Aggrey 
(VIGILANTE), R.A. Ladoja (IWA), Kunle 
Balogun (Fopomoyo & Ofa Oro) et al have been 
responsible for the brothers., Ajileye etc. with 
perhaps the exception of Ladi Ladebo (co-
producer of BISI), who had actually made his 
mark in New York before his local debut (1990, 
p.2). 
In the above quote, it is apparent that early Nigerian films 

were fortunate as they received funding from notable individuals 
who supported the making of Nigerian films. This effort and many 
more served as great financial boost to the industry which strived 
to maintain a culture of quality productions as the era; 1970-1986 
was known as the classical era of indigenous Nigerian films. Today 
however, Nollywood productions are marred with funding 
quagmire as it operates a production system that relies on itself for 
its continued survival in spite of viable avenues for funding.  

Samoylova says that various researchers state that angel 
investment is the most important source of funding for start-ups 
because they generate useful resources to start-ups (2014, p. 12). 
According to Freear et al. Angel funding falls in between informal 
funding, such as founder’s funds, friends and family, and venture 
capital (1995, p. 279). Due to the fact that most entrepreneurs want 
to maintain control, the biggest problem is not accessing funding,  
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but reducing reliance on external finance (Bhide, 1992, p. 113). 
Start-ups also find it hard to raise funds because of their limited 
knowledge of the investment process. Therefore, they may not be 
aware of the funding options available to them and may also not 
know how to develop an attractive investment proposal. This is 
because lack of exit opportunities for investors is a significant 
problem that constrains sources of start-up, and growth capital 
(Samoylova, 2014, p. 12). Due to the fact that a large amount of 
money needs to be raised and gaining external funding from 
sources such as banks is unlikely for start-ups, founders often find 
unique ways to raise money for their start-up. A study conducted in 
the United States stated that one such effective way of getting 
funding is through a bridge business (Samoylova, 2014, p. 14). 
Regarding the idea of a bridge business as a modest means of 
funding, it is on record that foremost Nollywood producers were 
electronics merchants and spare parts dealers. Even today, most of 
the executive producing in the Nollywood industry comes from 
investors whose primary profession is not filmmaking. John 
McCall  reveals that: “In 1992 Kenneth Nnebue, an Igbo business 
man who had helped finance some of the Yoruba productions, 
wrote and produced the first Igbo language video, a ritual tinged 
movie called Living in Bondage. Two years later Nnebue made a 
flashy morality tale called Glamour Girls. It was the first English 
language video feature, and its success moved the industry out of 
the ethnic enclaves” (2004, p. 99-100). 
          Another main source of funding that has been established is 
“crowd funding”. Crowd funding involves raising money directly 
from a large number of people who have invested significant 
amounts of funds. In Samoylova’s view, there are number of online 
platforms that make crowd funding possible. A popular New 
Zealand crowd funding website is “Pledgeme”. Two other funding 
options that have recently been developed in a number of countries 
is “equity crowd funding” and “peer-to-peer lending” also known 
as “debt crowd funding”. These funding sources make it possible 
for start-ups to access some funding in the course of realizing their  
business idea. Before these funding sources were available, start- 
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ups found it extremely difficult to gain debt funding from banks, 
due to their lack of collateral and insufficient cash flows. Also, 
there were a limited number of people and organisations, such as 
Angel and Venture Capital investors that start-ups could approach 
when looking for equity funds (2014, p. 14).  
          The principle of consumers pooling their money together in 
order to support a specific project initiated by someone else, is 
referred to as crowd funding (Harms, 2007, p. 3). Essentially, 
Harms states that (i) the principle of crowd funding can be used as 
an approach to finance the provision of public goods (ii) the 
principle of crowd funding uses the proven mechanism of crowd 
sourcing. While crowd sourcing focuses on pooling labour 
resources, crowd funding pools another factor of production: 
capital (iii) the principle of crowd funding is a further step of 
consumer involvement in the production process (iv) the principle 
of crowd funding uses the idea of social finance which found 
global recognition with the award of the Nobel Prize (2007, p. 8).  
          In Harms’ submission “Crowd funding can be used for a 
variety of purposes. It can be used for group purchase, political 
campaigns, disaster relief, support of artists, starting up a business. 
There are popular examples where groups of several hundred 
people pool money together to finance the CD production of a 
musician or the production of a movie” (2007, p. 8). Li-ju Chen 
and Shun-yu Chen state that firms prefer to use their earnings to 
finance business activities and use less debt capital. For this 
purpose, firms choose capitals according to the following 
preference order: internal finance, debt, and equity. This is in line 
with Myers and Majluf’s 1984 assertion regarding the existence of 
information asymmetry between managers (insiders) and investors 
(outsiders) (2014, p. 1).According to Hutchinson, an 
announcement of increasing capital structure events is received by 
the market as good news because financial intermediaries like 
investment banks can become insiders to monitor the firm’s 
performance. Managers may have internal information that is not 
known to the market. Insider investors have more information 
about the true distribution of firm returns than outsiders. Insider 
investors tend to limit the use of equity in order to retain control of  
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the firm (1995, p. 231). According to Gaud et al. transaction costs 
play an important role in a firm’s capital structure decision. 
Transaction costs associated with obtaining new external financing 
are higher than the costs of obtaining internal financing (2005, p. 
51).  

 According to Vidal and Ugedo, capital is a critical resource 
for all companies. The capital resources can be divided into two 
main categories, namely equity and debt. Equity arises when 
companies sell some of its ownership rights to gain funds for 
operation and investing activities. Debt is a contractual agreement 
in which companies borrow an amount of money and repay it with 
interest within a stipulated period (2005, p. 341). Bos and 
Fetherston assert that Pecking Order model is an important theory 
in the study of corporate capital structure that explains the 
relevance of debt and optimum capital structure inherent in a firm.  
This follows Myers’ assertion that firms prefer to retain earnings as 
their main source of funds for investment, followed by debt. The 
reason for this ranking is that internal funds were regarded as 
‘cheap’ and as such, not subject to any outside interference. 
External debt was ranked next as it was cheaper and has fewer 
restrictions compared to issuing equity. The rationale being that 
external equity is seen as the most expensive and dangerous. It can 
lead to potential loss of control of the enterprise by the original 
owner and manager, hence, it was ranked the last (1993, p. 577).  

 
Invasion 1897: Plot Review 

The story opens on a gory note in the ancient Benin 
Kingdom in the year 1897 where two men are butchered. It turns 
out that it was a dream by the crown prince of Benin Kingdom 
who, waking up from his sleep decided to alert his father, the Oba 
at the palace. Upon meeting with his father and telling of his 
dream, which he captions a rain of fire; there is a transition scene 
to London in the year 2014. This establishes a century apart from 
the ancient Benin Kingdom to a UK University where a Benin 
Prince is in a History class listening to a Professor who delivers a 
lecture about a telegraphic stool once used by Oba Ovonramwen of 
ancient Benin Kingdom when he was exiled by the British to  
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Calabar. The Professor then invites the Prince to one of his lecture 
series on African history where Benin cultural artefacts were 
highlighted and their historic, socio-cultural significance fascinated 
the Prince. Intrigued by the rich cultural heritage of his people of 
the Benin Kingdom, the Prince decided it was high time he took 
the history of his ancestors more seriously. As part of the African 
history tour being given by the Professor of history, they visited the 
British museum where the Prince decided to hide until everyone 
left the building before he attempted to smuggle all artefacts of 
Benin origin from the display platform.  

In an attempt to cart away the Benin artefacts from the 
British Museum, the alarm security system triggers leaving the 
Prince at the mercy of British police. The law enforcement officers 
apprehend and charged the Prince to court the following morning. 
Arraigned before a judge in a London court, the Prince faces a 
judge and pleads not guilty, explaining that he could not have 
stolen what belongs to him. He illustrates by referencing the 
judge’s wig when he quizzed her, saying should she find out that 
her gown and wig were missing and finds them somewhere 
whether she would not take it. The judge answers in the affirmative 
and so the Prince narrates how the British, in 1897, invaded the 
ancient Kingdom of Benin, carted away precious artefacts and 
killed scores. This narration transits to ancient Benin kingdom 
where we see in montages, Igun bronze casters making their art 
works. From Benin, we are introduced to the British Colonial post 
at Sapele where Consul Galwey informs Hamilton, his assistant 
that they will have to make a journey to Benin where, as they have 
been duly notified by their trading partners, there exists a large 
deposit of rubber.  

Galwey’s overtly ambitious assistant prays his boss for 
them to take the land by force if the Oba dares stand in their way. 
In several shots which follow, much is revealed about the peace in 
the land by depicting youths in moonlight tales and revelling in 
their youthful exuberances.  The montages reveal that until the 
arrival of Consul Galwey and his men to Benin, the situation in 
Benin Kingdom was stable. The British, responding to the Oba’s 
questions, makes a case for the death of seven unarmed British  
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Soldiers. To drive home his point, Moore says the Oba will be tried 
in accordance with modern laws. Thereafter, he offered the Oba the 
position of Paramount Chief in the new British Government which 
he Ovonramwen rejected. Obaseki, seeing that the British have 
sacked Benin kingdom and its monarchy, requested that he be 
given some authority so as to bridge the gap between Colonial 
interest and the wellbeing of Benin kingdom. Following this 
understanding, upon the Oba’s exile, the flashback ends and 
reveals present event happening in 2014. The audience returns to 
modern civilization in London, United Kingdom where the Prince 
completes his narration of British conquest of Benin. The Judge, 
guided by reason, after evaluating the sense in the narrative, 
acquits and discharges the Prince with an admonition to seek 
justice in a higher court of jurisdiction for the stolen artefacts to be 
returned to Benin City, the present capital of the ancient Kingdom 
of Benin, in present day, Edo State. 

What is notable in the making of the film is its sources of 
funding resulting from the angel and product placements 
sponsorship the production received. On a closer note, the 
sentiments pervading the historical relevance of the story and the 
need to re-write the historical sanctity of the Benin race by the 
financiers call our attention to the fundamental implications of 
funding to the content, prestige and form assumed by Invasion 
1897.There is so much one can learn from historical records, such 
that while is it expedient to capture this same material on film for 
the purpose of informing, educating, entertaining and celebrating 
our rich cultural heritage, there is some material to reference for 
posterity. By this is meant that it is not just enough to source 
materials for drama production from historical records and 
replicate history all over again, but it behoves on the theatre 
producer to bring in a viewpoint which can clearly distinguish 
history from art. This is made possible by the sources of funding a 
theatrical production receives and to what extent its intentions are 
aligned. The funding provision by Senator Daisy Ehanire Danjuma 
and Captain Hosa Wells Okunbo, both an illustrious Bini son and 
daughter captures the essence of their heritage, a move geared  
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towards the celebration of their ancestry. This way, the financial 
commitment and goodwill funding invested concretises the ideal of 
representing a historical Bini piece for all to see. 

 
Conclusion 
It is no news that Nollywood is challenged by the deep seated 
financial straits resulting from years of colonial policy and lack of 
articulated efforts to champion the prosperity of the Nigerian 
entertainment brand by the current administration. While not 
downplaying on other sources of funding apart from Government 
grants and subventions, there remains to be seen how an individual 
effort is capable of uplifting the commercial status quo of the 
Nollywood film industry. This is where corporate presence is a 
must for Nollywood to transcend its comfort zone and compete like 
its counterparts abroad. The possibility of a virile Nigerian film 
industry is totally untenable due largely to its inability attract 
international collaboration between owners of big budget film 
studios and indigenous producers. The implications of relying on 
internal funding are that Nollywood will continue to churn out 
shoddy productions and remain elusive to the prospects of breaking 
even at the cinemas. For the best to happen, it is expedient for 
producers to pull resources together under an aegis that is 
formidable enough to attract foreign direct investments. As 
discussed above, there are numerous sources from which 
filmmakers can resort for production purposes but one particular 
case is the prospects of product placements. Recent cinema outing 
in the Nigerian context has shown that quite a number of 
producers, as it is the case in other parts of the world, receive an 
upfront of 30% of their production capital integrating brands in the 
context of their scripts, blending audio-visual elements as a tie-in 
for their events enactment. In some climes, this recourse is seen as 
the new avenue for advertisement because of the exorbitant rates of 
traditional commercials. In the Nollywood phenomenon, it is 
envisaged that a synthesis of all funding sources will not only be 
auspicious but affect the manner in which indigenous stories are 
produced. In order to succeed at this, it is essential that through  
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government policies that Nollywood be taken beyond international 
premiers and film festivals. In addition, government agencies 
should be at the forefront of establishing and facilitation avenues 
for distribution and exhibition of indigenous Nollywood films 
home and abroad.  
 
APPENDIX 
AN INTERVIEW WITH LANCELOT ODUWA IMASUEN; 
CONDUCTED 1ST JUNE, 2016. SURULERE, OFF 
ADENIRAN OGUNSANYA, LAGOS, NIGERIA 
LANCELOT: Director/Producer-INVASION 1897 (2015) 
Interviewer: Ok, we are here. Good morning sir and the questions 
are 1. What is your take about Nollywood funding? 
LANCELOT: Well, I think, a lot of us are more bothered about 
structures. By structures I mean how we get back whatever funds 
we ply into Nollywood. So, the Nollywood funding, the way we 
see it, is not structured at all. But recently, some corporate bodies 
like the Banks have started looking at how Nollywood can be 
funded. The likes of the Intervention Banks, BOI (Bank of 
Industry) started from the era of President Goodluck Jonathan who 
realized that oh, these people need some kind of corporate funding. 
But before then, Nollywood was strictly funded on the basis of 
‘Man Know Man’ phenomenon. It is either you’re selling your 
properties if you want to make a film or you’re looking for an 
Uncle, producer or ‘money bag’ around you. In this kind of 
scenario, you find out that because things are not being handled the 
way it out to be, for the reason that Nollywood lacks structures, it 
becomes a herculean task to come by funding. If it were not so, 
producers would have a place to go in order to access funding for 
their film projects. 
Interviewer: Ok, thank you sir. So how much is enough to make a 
film for the Nigerian cinemas? 
LANCELOT: Well,  I think that is not the right way to ask that 
question because that is not tenable at all, there is nowhere in the 
world where one can say an actual sum begets a type A or type B 
film. Truth is, with a million naira, one can make a good film that  
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people will appreciate, in the same vein, you can also spend a 
hundred million naira and people will not appreciate it. So, I don’t 
think your question is something one can verify because, saying 
that how much is enough negates the fact that nothing is too big or 
small. Matter of fact, there is no amount that is too small. Well, 
there are basic requirements that you expect a film to have. If you 
want to do a film for the cinemas, it will take some time and have 
cinematic qualities but one must be ready to invest heavily too. But 
to say that this amount is pegged for a film because it will be listed 
at cinemas is really arguable. However, spending depends on the 
kind of story you are telling and the kind of movie you want to 
make. 
Interviewer: So, sir, in what way can an average producer raise 
funds for films? 
LANCELOT: Well, if you ask me again, I think I already 
enumerated that when I mentioned Uncles, Money Bags, country 
man and woman, friends, yourself, those that are courageous 
enough can go take loans from Banks with skyscraper interest 
rates. In Nigeria, funding is more like a family thing unless one is 
self-sufficient. 
Interviewer:  Ok, thank you for reiterating the above points. I 
want to know sir, what was the Edo State Government’s role in the 
making of INVASION 1897? 
LANCELOT: Nothing! Completely nothing! They did not 
contribute a dime! Not even logistical support.  
Interviewer: Sir, Senator Daisy Ehanire Danjuma (a former Edo 
South Senator and Wife of Gen. Theophilus Danjuma) and Hosa 
Wells Okunbo were credited as Executive producers, can you give 
an estimate of how much they invested in the production of 
INVASION1897? 
LANCELOT: Well, the expenditure comes like this: Daisy 
Danjuma funded the actual filmmaking while Wells Okunbo 
facilitated the logistical services including movement of cast and 
crew for London set shooting, Premiers in Benin, Lagos, Canada, 
London and Washinton DC.  
Interviewer: So, sir is it possible to give an estimate of the figures 
it took to make Invasion 1897? 
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LANCELOT: Well, INVASION 1897 as a movie, we spent over 
sixty to eighty million (N60, 000, 000-80,000,000)  
Interviewer: naira? 
LANCELOT: Yes, naira. 
Interviewer: well, I know that because of the time frame as a 
result of your pre-planned trip sir, will it be difficult to enumerate 
the actual amount you gave the cast or would you rather give an 
estimate?  
LANCELOT: if I understand you very well because we spoke 
yesterday, set and props for INVASION 1897 was about three 
million six hundred thousand naira (3,600,000), costume was up to 
three million naira (3,000,000), special props was about a million 
two hundred thousand (1, 200,000), hotel bill was about eight 
million (8,000,000), transport and movement gulped about three 
million (3,000,000) because we shot for about thirty one (31) days 
because we stayed in like seven different hotels.  Artistes’ fee was 
about thirty percent of the entire budget. As I said earlier, logistics 
was handled by Hosa Wells Okunbo but post production gulped 
about eight million naira (8,000,000) because the editing, some 
which was done here was not so impressive and we had to fly an 
expatriate editor from the London, the person was here for a couple 
of weeks and finally ended up in a studio in Burbank, Los Angeles-
California, USA for additional editorial services.  For this trip, four 
thousand dollars ($4,000) was expended for flight tickets and hotel 
bills.   
Interviewer: So, sir how well did Invasion 1897 do at the cinemas, 
both home and abroad, so far?  
LANCELOT: well, so far, out of the money we put in the film, 
only thirty million naira (30,000,000) has been made. In spite of 
the fact that it was well talked about and everyone we met seem to 
appreciate its content, this has not translated into monetary gains. 
This is why we actually need more structures on ground for a virile 
Nigerian cinema culture. The aim is to be able to trace sales of our 
films because truth is, most people make losses. A whole lot is not 
talked about, in terms of the marketing dynamics; so much is lost 
when it concerns recouping one’s investment.  
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Interviewer: sir, if you visit video shops now, you would have 
noticed that your film INVASION 1897 is on sales. How do you 
track the sales? 
LANCELOT: We have a distributor who gives us feedback on 
sales. Off course, you know the perennial piracy problem. This is 
the major challenge we have as filmmakers in Nigeria.  
Interviewer: So, should you have the power to make things right 
in the Nollywood sector of the Nigerian economy, regarding 
funding, what would you do? 
LANCELOT: what I will first make right is the end point. The end 
they say justifies the means. The end point of recouping whatever 
investments one has pulled into the making of a film. Once people 
are very sure of a standardized recoupment process funding will 
not be a problem. There are Banks that are ready to dole out 
money; Access Bank just announced its NollyAccess loan scheme 
for filmmakers, BOI (Bank of Industry) and others are there. If 
really we can do this as business, there won’t be the problem of 
funding. Basically, my fear right now, is that we are still having a 
lot of problems as it regards funding; I mean funding generally and 
not with specific reference to productions alone. We need 
structures, we need more cinemas, and we need National 
Orientation Agency programmes encouraging more Nigerians to 
patronize Nigerian films. We need a holistic approach for the sales 
of Nigerian films so that they can compete favourably with their 
foreign movies’ counterpart that you see everywhere in the 
Country. There is this apathy by Nigerians all around about 
Nigerian films (mimics: aahaahhh all this Nigerian films, abeg 
jor). Government should seriously step in and realign the peoples’ 
social consciousness to be friendly with indigenous films. That is 
where we need funding more, not even in productions because 
once these things are there, once the structures are there, not box-
office breaks which comes as ‘one-off. Run-off’ that are not 
consistent in terms of availability and people notice that good films 
are getting by at the cinemas, and other structures are there, 
funding will come. 
Interviewer: Then sir, do you agree that the more a film’s budget 
the better its quality?  
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LANCELOT: Well, you cannot underplay that the more money 
you have invested in a film the more you want to actualize. 
However, that has never guaranteed sales that is the point I want to 
make. Then, it is a statement of fact that the more money you have 
the more quality you can exude in your productions if you know 
what you are doing. This means the more value your film will have 
with regards to its artistic, technical and commercial content and 
context. This will augur well for you if you are not trying to cut 
corners and maximize little or no adequate budget. You need an 
aero plane, you go to get it, even in the airport you go to get the 
license, whatever you need, and you get it because your budget 
suffices for it. This is especially critical in enhancing the 
production value but how it is applied now from the creative aspect 
is another angle entirely for another day. Quite frankly, when you 
hear that so so and so film is a two hundred million dollars 
($200,000,000) production, you will see it in the film. When you 
hear, this is a fifty million naira (N50, 000, 000) production you 
see it in the film and that is my take. 
Interviewer: Thank you so much sir. But sir, there is still one issue 
although it is not part of my study, it concerns giving information 
about Nollywood. For the past three years I have suffered the 
problem of information hoarding in this Industry. It is difficult for 
me to meet someone like you and you tell me, ok in this my film, I 
invested such an amount, is it because producers are not willing to 
divulge the amount they invested or government will come after 
them for tax purposes? 
LANCELOT: No, it is not about government. This question takes 
us back to my earlier point about structure. In other climes, you do 
not even have to go chasing filmmakers for details of their 
production budget, all you do is visit the production’s website and 
retrieve whatever information you require. That, my brother, is 
how structured industries are run-transparent and everything well-
articulated because they know news makers and researchers would 
want to write about these things. So, it simply comes back to lack 
of structure in Nollywood. If you go to most film websites in the 
US and Google film budget for a particular film, it will pop up,  
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they don’t hide anything. But here, it is a process we need to go 
through, so you find out that there is need to chase producers to get 
basic information but with time all these will change.  
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Using Drama to Promote Sustainable Health among Rural 
Folk in Benue State: Ikyaan and Amua Workshops 
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Abstract 
In the last two decades, global efforts have focused on the high 
maternal mortality which is most common in third world countries. 
It is on the basis of this that the UN general assembly in 2016, 
adopted the UN Millennium Development Goals (now Sustainable 
Development Goals) as a basic framework for sustainable 
development, especially in third world countries. In many rural 
areas in Nigeria, women give birth without appropriate care from 
professional health caregivers and most of them have no adequate 
information and knowledge about antenatal clinic or understand the 
need for facility based delivery as against home based delivery. 
Using Ikyaan and Amua communities in Benue State as reference 
points, this article discusses the use of drama as a tool for 
community education towards enhancing maternal health 
consciousness among rural women in order to engender 
development (positive change). The findings reveal that prior to the 
drama intervention participants had low knowledge on the need for 
clinic based delivery because most women felt no harm in 
delivering with an untrained traditional birth attendant (TBA) or an 
older woman. But discussions and reflections after the 
TfD/performance made them to understand that complications 
could arise which would require professional care, including 
emergency situations that might require surgery. Also, the study 
observed during plenary regarding mother to child transmission 
(MTCT) that most people believe that if one is taking the Anti 
Retroviral drugs (ART) one would not need to use condoms since 
the drugs control the virus – this misconception was corrected. The  
conclusion reached is that access to good health is one of the most  
_____________________ 
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serious challenges faced by women in third world countries. 
Hence, the article suggests, among other things, to improve 
maternal health, policymakers and planners should utilize 
alternative approaches which create avenues for public 
communication regarding health literacy so as to effectively 
empower people to take action to improve their health. 
 
Keywords: Drama, Ikyaan, Amua, Safe motherhood, Sustainable 
health, MTCT, ART, TBA  

 
Introduction 
The right to health is a fundamental human right and safe 
motherhood is not only women’s right but one that has been 
neglected with tragic consequences. The reality that in the 21st 
century one in twenty African women will die of conditions related 
to pregnancy and childbirth is indicative of the limited chances and 
choices facing the majority of African women. It is also a 
reflection of the lack of access to an effective health system. 
Although poorer women are at greater risk, because of factors such 
as malnutrition leaving them with smaller pelvises and greater iron 
deficiency in pregnancy, it has been shown that effective care can 
dramatically reduce this risk.  

At the core of significantly reducing morbidity and 
mortality is a birth assisted by skilled attendants, ante-natal care to 
address risks during pregnancy and capacity to refer women with 
complication to a hospital capable of providing basic emergency 
obstetric care, such as caesarean sections. Care by traditional and 
other lesser skilled birth attendants has been shown to be 
ineffective. However, skilled care coverage at delivery is only 
available to 42 percent of women in Africa. Furthermore, many 
who need referral will die because of lack of communication and 
transport to the hospital, or because the care required there is not 
available (Eric, 2003). It, therefore, means that, simply developing 
programmes that focus on disease eradication without building the 
means necessary for their delivery will lead us nowhere because if 
and when a woman chooses to become a mother, she has a right to  
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quality and affordable health care and support throughout her 
pregnancy period and after she has put to bed. 

Seventeen SDGs established in 2016 form the basis for a 
new development agenda globally. One of the seventeen goals to 
be achieved by 2030 is to provide good health and well being. This 
particular SDG specifically relates to women’s health and their 
wellbeing. The National Health Policy for Nigeria states that, “the 
goal of the national health policy shall be levels of health that will 
enable all Nigerians achieve socially and economically productive 
lives” (Federal Ministry of Health, 2005). This policy aligns itself 
with two of eight MDGs earlier highlighted at the United Nations 
International Conference on Population and Development (ICPD) 
and the Millennium Summit in New York in which a set of eight 
socio-economic goals of development were adopted. It is 
imperative to note that “despite improvements in health among 
developing countries there has been little success in reducing a toll 
on women’s lives which results from child bearing” (Marie Stopes 
International, 2004). 

Several studies on safe motherhood show that maternal 
mortality and morbidity affect women of all ages and nationalities. 
The need to take decisive steps towards reducing and preventing 
maternal deaths among women, especially those in rural areas is a 
priority concern for this study because creating an atmosphere 
whereby communities will take steps to address the issue of 
making pregnancy safer (MPS) by cultivating attitude change is 
imperative. According to (United Nations Population Fund 
(UNFPA) Nigeria (2006), maternal mortality ratio is very high and 
estimated at 740 per 100,000 live births, varying from 165 in the 
southwest to 1,549 in the north east. Also, the National Population 
Commission’s National Demographic  and Health Survey (NDHS) 
reports that only 36% of mothers received delivery care from 
professional health care providers … and puts infant mortality rates 
at 113 per 1,000 live births (2013). It submits further that  
“Nigeria’s maternal mortality ratio is the tenth highest in the world, 
with 576 maternal deaths per 100 000 live births and about 40 000 
maternal deaths recorded annually. The uptake of antenatal care 
(ANC) remains low in the country: in 2013 only 61% of pregnant 
women accessed ANC at least once from a skilled provider. Also,  



274 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  265 
only 36% of pregnant women delivered at a health-care facility” 
(2013). 

Corroborating this, Kisekka et al (1992) posit that 
“maternal mortality ranges between 300–1,000 deaths per 100,000 
live births, in Africa compared to 2-9 deaths/100,000 in developed 
nations.” In the northern state of Jigawa in Nigeria, for instance, 
around 2,000 out of every 100,000 live births result in death for the 
mother, which is one of the highest rates in the world. About one in 
every ten women in the state is likely to die of maternity-related 
causes (DFID, 2007). Each time a woman is pregnant she risks 
death… Figures can vary greatly between countries in a region and 
between areas within a country. The largest number of maternal 
deaths each year occurs in Asia but the highest risks of pregnancy 
are in sub-Saharan Africa. Maternal mortality is often much higher 
in rural than in urban areas with easier access to medical services 
(Zoe and Sally, 1996). This invariably means that maternal deaths 
are directly linked to complications resulting from pregnancy or 
child delivery, in the case of safe motherhood emergency obstetric 
conditions, poor dieting, non-attendance of antenatal clinic as well 
as cultural beliefs and behaviours being in the forefront.  

In view of this, there is an urgent need to intervene and 
rescue Nigerian mothers, especially rural women, to ensure that no 
woman loses her life because of pregnancy by according priority to 
effective community education about reproductive health, antenatal 
care, safe delivery, postnatal care, proper and adequate nutrition, as 
well as mobilizing communities to understand the danger of not 
promptly seeking quality health care services. It is in this 
connection that the issue of enhancing consciousness and 
communicating vital facts to women, as well as men especially in 
rural communities becomes imperative. Hence, the compelling 
motivation for creating an informal backdrop on which adequate 
and relevant information and education can be provided to aid 
participants (that is, child bearing women, their husbands, and 
other stakeholders) to make positive choices through reasoning that 
leads to self-motivated action; and Theatre for Development (TfD) 
comes handy in this drive towards promoting health and targeting 
increase in knowledge among the populace regarding health. 
Drama as a tool for nurturing and educating rural folk can serve as  
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a medium to motivate action for self-assertiveness by encouraging 
behaviour change in an informal context of entertainment and 
communal get together. In this regard, Osofisan (2004) observes 
that: 

As far as we know, every human society has 
always been conscious of the need to nurture 
its youth, promote group solidarity among 
its members, mobilize its citizens,   and 
from time to time, harness their energies 
towards some communal project. In order to 
realize this goal, it invents a number of 
strategies, among which the theatrical arts 
are always prominent. 

The above statement explicitly explains the didactic nature 
of drama because drama must entertain but as a channel for 
entertainment it can be strategically exploited for educative 
purposes. In other words, what drama does “is to take the human 
social incidents and present them as something that needs an 
explanation and is not to be taken for granted. As such constructive 
criticism from a social point of view is highly encouraged” 
(Mbachaga, 2004). Theatre is the art of social relationships because 
it mirrors the social issues of its time. The issues arising from safe 
motherhood such as improved family planning utilization, safe 
delivery, and access to quality and appropriate health care and ante 
natal care are all social issues within our communities that affect 
women and drama as an art of “social relationships” has the 
potential of changing behaviour. In essence, drama, particularly its 
TfD rib, is a potent tool for communicating safe motherhood issues 
as well as negotiating for change in behaviour and changing 
perceptions towards safe motherhood issues. 

It must be emphasized here that, challenging and changing 
attitudes as well as beliefs by enhancing sustainable information 
flow on safe motherhood practices requires confronting the 
audience with enough reasons and motivation via analyses and 
discussions so that they are moved to change or improve  their 
behaviour. This article, therefore, presents findings from a study 
carried out in Ikyaan and Amua communities in Konshisha Local 
Government Areas of Benue State aimed at promoting maternal  
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health consciousness through drama and Participatory Learning 
and Action (PLA) tools such as focus group discussions, games, 
interviews, community meetings with local leaders, among others. 
 
Methodology and Process 
Theatre for Development (TfD) based development projects 
involve the use of drama techniques that involve using people to 
develop and act out a situation. Thus, this approach is a 
participatory research approach that utilizes drama and other PLA 
tools to enhance understanding and raise awareness so as to help 
people gain a better understanding of the world around them: in 
this instance; the issue of making pregnancy safer (MPS). The 
essence is to use drama to trigger discussions or constructive 
dialogue that eventually leads to action. To this end, the ‘theatre 
with the people approach’ was used to develop drama skits with 
the people in the research communities and performed with critical 
analysis and discussion made with the aid of a facilitator at the end 
of the episode(s). 

Data was generated using drama techniques such as 
flooding method, and PLA tools such as focus group discussion, 
in-depth interviews, and semi structured interviews.   Discussions 
of the data were done at a plenary session after the performance of 
the drama.  It is worth noting that; since the data generated was 
qualitative as such, reports have been presented using the 
qualitative descriptive method; what is called “thick description”.  
The validity of the approach cannot be overemphasized since it 
affords the target groups the opportunity to fully participate in the 
process without being passive recipients 

. 
Bridging the Gap: Securing Sustainable Development’s 
Promises to the Unreachable  

Amid the ongoing tragedy of maternal 
mortality and morbidity, reaching the 
unreachable must be the goal of strategies to 
improve maternal health care, while 
securing the promises of sustainable 
development required that poor women be 
“dealt in” to a green economy, the 
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Commission on the Status of Women heard 
today (UN Commission on Women, 2011). 

The above quote, opens this segment of this article and 
places the searchlight on the need for ‘opening the door’ to 
women’s voices and providing the means for their direct 
participation, in policy development, especially in third world 
counties such as Nigeria. This is because, women are vulnerable 
and thousands of women continue to die each year from pregnancy 
related complications and childbirth due to poverty coupled with 
illiteracy. What is more, the low statuses of women and inadequate 
water and sanitation facilities have had a deep impact on health 
indicators. Beside limited knowledge of illness and wellness, 
cultural prescriptions, perceptions of a health service and provider 
and social barriers, cost has been a major barrier to the provision of 
an effective health service. This has affected the physical and 
financial accessibility of the health services. Giving voice to 
women, therefore, ensures women’s involvement in the issues of 
health so that they become active participants in the development 
process in this instance health. 

Tegh Tegh (2008), commenting on the  involvement of 
people in development, submits that “it is this lack of involvement 
of the people in deciding for themselves what the priority areas of 
development should be that has been a major distraction in the 
quest for sustainable development.” The core issue here is that 
most development programmes in third world counties are barely 
or totally not inclusive but rather, they are imposed on the people. 
As such the so called ‘developers’ assume a ‘know all’ position 
which breeds strong silence from the people for whom 
development is meant, thereby excluding them from the centre of 
determining what happens and or when it happens. However, if 
development is seen from the perspective of improvement of the 
lives of people or programmes that enhance the livelihoods of the 
people, then emphasizing inclusion and or participation of the 
people becomes imperative. 

Julius Nyerere of Tanzania cited in Angya corroborates the 
foregoing when he posits that just as women’s development in 
Africa is dependent on national economic development, so national  
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economic development is dependent on the women of Africa and 
cannot easily take place without them (5). The above means that if 
meaningful development must be achieved when development 
programmes are initiated among the rural poor, women’s needs 
must be in the fore with emphasis on creating opportunities for 
women to clearly express themselves without inhibitions. 
 
Community Education for Development: An Overview 
The concept of rural community education encapsulates events that 
cut across social, economic, educational, judicial, political, health 
and cultural issues that affect the daily lives of rural folk. 
Community education is an opportunity for local citizens and 
community schools, agencies and institutions to become active 
partners in addressing education and community concerns. It is a 
form of education that brings community members together to 
identify and link community needs and resources in a manner that 
helps people to raise the quality of life in their communities.  

Community education (CE) is a unique education concept 
that embraces certain beliefs: education is a lifelong process; as 
such everyone in the community - individuals, religious bodies, 
public and private agencies - shares responsibility for the mission 
of educating all members of the community; and citizens have a 
right and a responsibility to be involved in determining community 
needs, identifying community resources, and linking those needs 
and resources to improve their community. CE results in: efficient 
and cost-effective ways of delivering education and community 
services; broad-based community support for schools and other 
community agencies; an emphasis on special populations, such as 
at-risk youth and minorities; and collective action among all 
educational and community agencies to address quality of life 
issues. Lowe cited in Moemeka (1981) while discussing rural 
community education posits that “all attempt to change attitude and 
behaviour involve the educative process, since, in order to change, 
people must first acquire fresh knowledge, insights and skills.” In 
this sense, Moemeka sees education as the prime key to motivating  
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people to action in what he described as “a nourishing blood 
stream” that courses through all aspects of rural community 
development (1981). 

Furthermore, Paolo Freire, the Brazilian adult educator 
believes that education can only be true and free if the learners are 
treated as active participants and subjects rather than objects of the 
learning process. To this end, Freire advocated for an alternative 
approach to education which he called problem posing approach 
because he felt that the situation where a teacher gives information 
to students by lectures in a formal setting – the banking approach, 
treats people as objects or empty vessels and passive recipients of 
chosen information was not good enough (1970). The essential 
issue here is that this education is not necessarily formal – the type 
that solely ends in obtaining a certificate but it is concerned with 
strategically raising the consciousness of the people with the aim of 
improving their lives and lot. Moemeka further submits that, “this 
is an education which brings the learner to a situation where he can 
examine critical actions which he had previously accepted as 
given, begins to see that reality is not  a closed world from which 
there can be no exit; and perceives his own situation as one that he 
himself can alter”(1981). 

This means that changing attitudes and behaviour involves 
changing perceptions and existing beliefs that had been previously 
accepted as the norm. One can, therefore, boldly submit that 
preparing groups or communities towards achieving meaningful 
goals within the context of development requires the impartation of 
basic skills that are required for and relevant to the social, 
economic and political development of the individual in particular 
and society in general. Any meaningful development programme 
should be the type that places high priority on the education of the 
people so as to prepare the people to understand what is taking 
place around them and stimulate them to participate in shaping the 
change that has been triggered. If development can be seen as a 
fabric woven out of the activities of millions of people, then TfD as 
a paradigm aimed at arousing the consciousness of the people 
represents the essential thread that binds them together. A 
development strategy that uses communication approaches that  
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reveal people’s underlying attitudes and traditional wisdom helps 
people to adapt their views and to acquire new knowledge and 
skills, and spread new social messages to large audiences. The 
planned use of communication techniques and activities gives 
people powerful tools both to experience change and actually to 
guide it. An intensified exchange of ideas among all sectors of 
society can lead to the greater involvement of people in a common 
cause. 

Developing dialogue between the teachers and learners 
becomes imperative to this approach so that the learners in the long 
run, build the ability to make decisions and solve problems. This 
approach is encapsulated in Friere’s theory of “conscientization” 
(1970), which aims at developing a deeper understanding of 
situations in a bid to be able to take action to change such 
situations.  This is because, if people increase their critical 
awareness of the reasons why situations or certain conditions are 
the way they are, they will then understand these situations or 
conditions better and in turn take required steps to change or 
improve the situation. In the same vein, Augusto Boal’s theory 
emphasizes the use of drama as a language for all which should be 
harnessed towards enhancing change (Rifkin and Pridimore, 2001).  
Here, drama is seen as a participatory approach through which 
targeted communities are involved in the whole process of 
generating messages and exploring issues that affect their lives. 
 
Findings and Discussions 
It was eminent during the discussions at Ikyaan that there is poor 
knowledge of maternal danger signs and their causes. This is 
because most women could only name swollen legs which in the 
local dialect is called Angahar a mullan and bleeding, Yav mbu 
haan, and abdominal pain. Although, at Amua knowledge of 
danger signs was higher compared to Ikyaan because women and 
men readily mentioned signs of impending danger such as: 
• Severe vomiting 
• High fever 
• Bleeding from the vagina 
• Yellowing of the eyes 
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• Weakness of the body and tiredness  

 
To further enhance the knowledge base  community 

discussion groups were established; whose discussion topics 
focused on the danger signs of pregnancy and emphasis was placed 
on making the discussants know what to do when an obstetric 
emergency occurs, where to seek help, and planning for safe 
pregnancy. These discussions were facilitated by local health 
providers that are respected and whose opinions are held in high 
esteem and fully supported by local leaders such as the local priest 
and the traditional head(s). Another issue that was captured and 
exhaustively discussed was the issue of home based delivery which 
was preferred by women. Further probing during the group 
discussions as well as discussions at plenary revealed that most 
women do not prepare financially for the pregnancy as such the 
inability to settle hospital charges makes them stay at home and 
prefer home based delivery which is less expensive and often 
handled by traditional birth attendants (TBAs). As one woman put 
it: 

Ka se hemba soon u maren ke ya  sha a ciu m 
mban u nyar shi njaa I you ichi ka i luga man ke 
ya yo ka we lu a nyaregh ga kpa u mar sha 
ikyev I kwase mar ke iyou ichi yo ka I venda u 
koron we mar shie u fe tyo u kimbin njaa ga yo. 

Translation 
We prefer home based delivery because often 
we do not have money to foot the hospital bills 
and the TBA still assists. But in hospital if you 
do not pay the fee they won’t attend to you” 
(woman aged 26 with 2 children at Ikyaan). 

 
The above preference is linked to the fact that traditional 

healers, diviners as well as TBAs are easily accessible, and cheaper 
compared to the other local health providers. It suffices that 
payment for treatment provided by herbalists can be made in form 
of chickens, small amount of money, and sometimes free 
treatment. 
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Plate 1: Cross section of elders at Ikyaan during workshop 

 
An interesting event to buttress the importance of clinic 

based delivery occurred on day one at Amua. As the drama 
activists arrived and were moving to the residence of the traditional 
head; a lady who was pregnant and in labour literally delivered her 
child in a wheel barrow. Enquiries revealed that it was her third 
pregnancy and she has not attended antenatal clinic because she 
normally delivers at home without complications and when the 
labour pangs began, she had no one to help her. This was used as 
an illustration by the activists to further drive home the message of 
clinic based delivery and planning for pregnancy. During 
discussion of the need for planning pregnancy at plenary, a man at 
Ikyaan community had this to say: 
Maa mbu kwase u ya mbu inja er ka ura noon nahan. Or 
fe shie u mbu soo u noon ga nahan doo u wan agoiyol 
shie u kwase nan lu iyav man mbu ngboom ikua a mar 
yô”. 
 
Translation 
A woman’s pregnancy and delivery can be likened to 
rain which does not tell anyone when it wants to pour 
down as such, it is needful and proper to prepare for 
the unknown surprises that pregnancy can bring when 
a woman is pregnant” (Aer Gabriel 47 years). 
 

 



283 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  274 
This triggered serious accusations and counter accusations 

regarding the issue of financial support from the men and lead to 
deep discussions on the role of men during and after delivery as 
well as women’s autonomy among participants in the research 
communities. It is imperative to mention here that in the Tiv 
traditional setting, men play a vital role in determining the health 
needs of a woman. Since men are decision makers and in control of 
all the resources, they decide when and where women should seek 
health care. Women are usually not allowed to visit a health facility 
or health care provider without first seeking the permission of their 
husbands or to make the decision to spend money on health care. 
Thus women generally cannot access health care in emergency 
situations.  

Again, women are socially dependent on men and lack of 
economic control reinforces their dependency. Discussions in this 
instance helped participants because the men at plenary agreed that 
women should be allowed some autonomy to own certain domestic 
animals such as chickens and goats to be able to sell same and 
prepare for emergencies and or pay for bills. As well, discussions 
centred on men allowing their wives to make the decision of 
seeking medical care in a hospital without waiting for them 
especially in pregnancy related situations. 
It is pertinent to note that the issue of ‘home based deliveries’ was 
recurrent in the discussions with health providers and community 
groups as a result of these findings. The discussions focused on 
what the men and women in the research communities need to do, 
to ensure healthy and safe pregnancies with emphasis on receiving 
care from qualified nurses and having regular monthly checkups as 
soon as a woman discovers that she is pregnant.  
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Plate 2: FGD with women who delivered babies in clinics during 
follow up 
 

The above re-echoes the strength of the TfD process in 
giving inspiration to communal life by providing the means 
through which issues affecting the people’s lives are explored and 
addressed. It offers a means of reflecting why and how changes 
might be necessary and can come about. This is why TfD 
practitioners seek to create or do theatre with the people’ so as to 
encourage collective decisions from the people that can change 
their realities. In both communities, there was low knowledge 
regarding the issue of mother to child transmission (MTCT) prior 
to the drama performance.  The communities had not heard of it 
before this time. The activist aided by the local health providers 
enlightened the people on the risks and suggested where to get 
help. This led to the discussion of HIV/AIDS on a large scale. 
Discussions bordered on safer sex practice, as well as how to avoid 
risky behaviour, including discussions on the use of condoms as 
well as other contraceptives with a practical demonstration on how 
to use a condom.  
 
Table 1 showing local names of HIV/AIDS gleaned in the research 
communities 
local names for 
HIV/AIDS 

Lace, Agbeda, Anakande, Danzaria, 
Horityo,  

Source: Interviews in Research Communities, 2007. 
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At Ikyaan, the story was not different either because 

women and men prior to the drama workshop did not know about 
the mother to child transmission of the HIV/AIDS virus. On the 
whole, discussions during plenary enabled several participants’ 
access to new knowledge as one woman put it: 

Mayange je m fa me anakande u ken kwase u ya 
u ne faityo u peren ken wan shie u nan lu ken u 
ya la ga kpa inumbe ne tam iwanger waan”.  
 
Translation 
I never knew that an unborn child could contact 
HIV from its mother until now through this 
drama (Mrs Myanyi Saawuan 32 year old 
woman) 
Here, Jack Mezirow’s concept of transformative learning is 

strongly applies because most participants in the workshops, by 
reflecting on the issues presented in the skits, changed their 
previous frames of mind and beliefs regarding certain experiences 
by making new meaning of their cultural and contextual 
experiences (2012). The drama skits in this instance triggered open 
reflections on health issues pertaining safe motherhood and 
through the personal involvement in the analysis of the drama 
episodes which help to influence a shift in the participants. 

 
 

 
 

Plate 3: Interview with a TBA 
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 The core issue here is about using drama to make personal 
understanding of issues or beliefs, through assessing the evidence 
and arguments of a point of view, and being open to looking at 
alternative points of view, or alternative beliefs, then reflecting 
critically on the new information, and making a personal judgment 
based on a new assessment of the information. The transformative 
power of the theatre is in its ability to challenge individuals, 
communities, and groups to expand the existing mindsets so as to 
be able to enhance their traditional world views. In this regard, 
HIV/AIDS discussions at Amua revealed that most people prior to 
the drama performance knew about the disease but they believed 
that if one is taking the anti-retroviral drugs (ART) he or she does 
not need to use a condom. Hence, the drug controls the virus. This 
again connects to the health belief theory earlier mentioned. As one 
man put it this way: 
 

A lu or ngu menan ichigh ki anakande yo 
nan a kera wa jubu ga kpa ka kwagh ga sha 
ciu cigh kira ka ki yange anakande la u 
perer ken or gen. 
 
Translation  
If someone who is positive is taking 
antiretroviral drugs, the person may not 
need condoms again when having sex since 
the drugs he is taking will prevent his 
partner from getting the disease from him 
(Mchihi Amu, man with 3 wives, 39 yrs 
Amua village). 

 
This kind of misconception was corrected by explaining what anti-
retroviral drugs do and further discussions on the need for safe sex 
by using condoms even if you are still taking the ART drugs to 
avoid contracting another type of HIV or transmitting it to your 
partner. This confirms the place of belief in influencing health 
behaviour as presented in the health belief model. 
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Summary of Findings  
1. Poverty is a strong reason why the people prefer ‘home 

based delivery’ to ‘facility based deliveries’ because home 
based deliveries are cheaper compared to the charges 
incurred at the health centres. This means poverty is a 
strong barrier hindering access to timely and quality care by 
pregnant mothers in the communities. This is corroborated 
by Kofi Annan (2001) when he said “the biggest enemy of 
health in the developing world is poverty.” 

2. Knowledge as regards the mother to child transmission of 
HIV/AIDS was low prior to the drama intervention. 

3. Prior to the drama presentation most women as well as men 
felt that if one is taking the anti-retroviral drugs he or she 
does not need to wear a condom, a misconception that was 
corrected. More so, prior to the drama presentation, some 
people had not heard of the anti-retroviral and its function 
and where to access treatment and management. 

Conclusion/ Recommendations 
Access to good health is one of the most serious challenges faced 
by women in third world countries. This is why Mbachaga (2010) 
citing NEPAD submits that “the health challenge of people in rural 
areas across in Nigeria and indeed in Africa is a threat and burden 
and one of the most serious casualties consequent on the poverty, 
social exclusion, marginalization and lack of sustainable 
development. This article has discussed the issue of women’s 
health and emphasized that meaningful development is the type 
that places high priority on the education of the people so as to 
prepare them to understand what is taking place around them and 
stimulate them to participate in shaping the change that has been 
triggered.  

Concerted effort should be put into the alleviation of 
poverty in rural communities in Nigeria as evidence from Ikyaan 
and Amua show that poverty and ill health are part of a vicious 
circle in which poverty undermines health, and ill health 
contributes to poverty, which explains why individuals and 
sometimes whole communities are unable to escape from the 
poverty trap. There is also the need to create avenues for public 
communication regarding health literacy so as to effectively  
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empower people to take action to improve their health. This 

can be done through collaborative efforts of the local government 
health departments, local health providers as well as community 
members. Moreover, drama and drama related programmes have 
been used successively to promote this issue and should 
continuously be utilized in this regard to persuade, inculcate, and to 
educate or reorient rural folk. 
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Abstract 
Technical theatre development is a visible feature of most 
university theatres in Nigeria. It is a science related and technical 
oriented area of specialization in theatre arts education that has 
suffered strangulated development and continuous decline of 
student’s interest due to certain militating factors that also affect 
the general taste of the theatre arts discipline. This problem has for 
some time now engaged serious attention from technical theatre 
scholars and key players of theatre education in the country in a 
view of transforming the situation in line with acceptable 
standards. This study therefore exposes the deplorable state of 
technical theatre practice in Nigeria with regards to equipment and 
human resources available to students in assuring quality training 
in select Nigerian University theatres. The study utilizes the 
literary and sociological methodologies. Strategies and 
recommendation are proposed on how theatre students could be 
encouraged to show greater participation and interest in technical 
theatre. The study concludes that to guarantee the quality assurance 
of technical theatre graduates in Nigeria, adequate modern 
equipment and technical human resources must be provided in our 
university theatres. 
Keywords: Technology, Technical theatre, Scene design, Scene 
shop, University theatres 
Introduction 
It is a proven fact that visual design in the theatre is an important 
aspect of any theatrical production. Over the years, theatre 
technology has been so dynamic to the level that theatrical 
aesthetics has reached an unimaginable height. As a result 
technology has been used to captivate and astound the audience.  
____________________ 
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 College of Education Agbor, Delta State  Email: yankypee@gmail.com 
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Thus, McKinney and Butterworth (2009) submits that; “New 
technologies encourage new possibilities of presentation and 
expression which are not only central to the development of 
scenography but are also intertwined with performance as a 
whole…”  Therefore, in order to sustain the growth and 
development of scenography in Nigerian theatre practice, up-to-
date, facilities and equipment are needed to train students of 
technical theatre in the university theatre system. Olateju W. 
Kareem a professional technical theatre practitioner in Nigeria 
commenting on the importance of training in theatre design and 
technology in an interview with Nwakunor (2011) asserts that 
training has helped me. I am still training. I’ve enrolled for more 
training courses. Talent runs out so fast, it runs dry quickly in the 
modern theatre practice. Training and education are the best things 
to acquire, which will sustain you. 
 Hence, Oni and Onyekaba (2007) submits that: 
“considering the fact that the institutions are normally the centre of 
research and scholarship, the need for suitable theatre buildings as 
academic laboratories cannot be over-emphasized.” It is on this 
premise that this paper would assess the state of technical facilities 
and equipment needed for the designing, construction and storage 
of set pieces that are available for training in the chosen university 
theatres for this study. An observation checklist drawn from 
standard technical theatre books was used to take inventory of the 
facilities and equipment available in the university theatres, of 
which remarks were made based on findings. And also, it will be 
pertinent to mention that the information’s that form the base of 
this paper, were also obtained, apart from the on the spot 
assessment of facilities and equipment, from the technical 
personnel’s or theatre managers in charge of these theatres. For the 
Arts Theatre University of Ibadan this researcher interviewed and 
was conducted round the scene shop facilities and equipment by 
Dr. Alphonsus Orisaremi the lecturer in charge of technical theatre 
and Mr. Adebo Saheed Adeyemi, the technical officer [Set 
Construction], and, for the Delta State University Theatre, Dr. 
Martins Tugbukorowei the lecturer in charge of technical theatre, 
conducted and granted the researcher interview. While, Mr. Ken 
Njokwu a technical lecturer and Mr. Anthony K. Gyapong the  
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theatre manager of the University of Port-Harcourt, conducted the 
researcher round the technical facilities and equipment available 
for set design and construction. However, it is pertinent to first 
explore the technological advancement in technical theatre 
practice. 
 
Technological Advancement in Technical Theatre Practice 
Technology is a broad term applicable to nearly all facets of the 
human society. Technology entails the use of principles, obtained 
through cumulative exploration and application of control over 
nature, to solve problems. Everts (1998), simply explains 
technology “as an object which does something that works or 
helps”. According to Nwachukwu (2003), “technology goes 
beyond physical objects to inculcate a body of techniques used to 
achieve desired objectives with the ultimate aim of meeting human 
needs”. 

The influence of technology has an obvious impact on Arts 
of the Theatre. Visual design aspect of the theatre which includes; 
scenery, lighting, sound, costume and make-up, has received much 
of the benefit that accrue from developing technologies. Further 
inventions of new technical devices have greatly boosted, 
enhanced and facilitated the design process. Design is an 
indispensable element of theatre practice and as such, it has 
employed technology to achieve its purpose. The distinctive paths 
of Arts and Sciences are clear. Molinta Enendu (1993) claims that 
“theatre summoned technology to support the arts”. Sunbo 
Marinho (2002) also submits that: “what goes into a production is 
science more than Arts… because the theatre technician takes the 
Science form and translates it in to Art form…” Ofora (2005) 
corroborates with Molinta and Sunbo when he reiterates that: one 
obvious fact here is that for theatre performances to attain a level 
of optimum satisfaction, the need, help, and assistance of 
technology is not an outrageous venture but a necessity. Orisaremi 
(2007) also submits that new methods and approaches to design 
continue to evolve all the time in theatre design, there is a 
convergence of Art and Technology, and the dynamic nature of the 
Theatre allows for the utilization of science and technology, in a 
composite form. 
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Mckinney and Butterworth (2009) assert that “theatre 

practices of different ages have used available technology in order 
to produce visual transformations, interventions and spectacle”. As 
technological advancement and awareness is created, the evolution 
changes of the technical devices used on stage became necessary, 
in order to meet up the needs and requirement of the ever growing 
society. Before the adoption of the modern technical devices for 
scene design, the early theatres employed several methods to 
facilitate scene design for production. From the small hut that 
stood behind the stage known as Skene used as background and, 
the employment of various scenic devices such as the Periaktoi and 
Dues ex machina of the Greek-Roman era, the quest for realism 
and theatrical aesthetics has called for the total use of technology 
in the designing, construction and, creation of the locale for a play. 
Lighting in the theatre also moved from the natural source of 
illumination and the use of torches, to the conventional lighting 
equipment such as flood lights, Plano-convex and ellipsoidal spots 
and the Fresnel spot operated in most cases by the dimmer 
consoles and combination system, and of recent the automated and 
computerized light fixtures with the use of the computer aided 
design (CAD), which enables lighting to fully perform the role of 
scenery as Adolph Appia had envisaged. Modern technology is an 
integral aspect of contemporary theatre practice, mostly in the area 
of design which has been the most dominated aspect of technology 
in theatre practice. It is no new fact that a lot of changes have 
occurred. With the incorporation of electronic devices, designers 
can achieve great ingenuity in transposing the written work of 
playwrights and the director’s production concept onto the stage 
for visual effects. Nwadigwe (2006) observes that “with the 
continuous improvement in technological developments, theatre 
lighting, sound and scenic equipment have moved beyond the 
archaic methods… to accommodate high-tech Equipment and 
instruments.” 
 Hence, set design and construction has become a 
fundamental aspect of design technology. Thus, Huberman, Brant, 
and Ludwig (1997) attest to the fact that: “Modern theatre has gone 
beyond the stage where actors are meant to speak lines that 
suggested location, time and atmospherics”. The action of a  
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performance has to be matched with the environment in which it is 
taken place because an art of illusionistic scene design has 
emerged; a situation which very little spectacle is left to the 
imagination of the audience. Thus, the object has shifted from the 
imagination of the audience to the skills of the new visual artist 
known as the ‘Scenic and Lighting’ designers. These new 
designers rely heavily on the use of quality materials and 
equipment to see their dream come through. Therefore, the 
provision of the necessary equipment/tools needed to engender the 
design process cannot be overemphasized. Hence, Kenneth Parrott 
cited by Enendu (1993) affirms that; “no degree of skill can 
compensate for inadequate equipment”. The impact of technology 
vis-à-vis the technical facilities of contemporary theatre practice 
has aided the creation of reliable and quality stage designs and, its 
functionality to create the much needed Theatre experience, 
through the provision of good facilities and equipment. Darwin 
Reid Payne submits that … (these) good tools if provided, and 
conscientiously maintained with quality materials carefully 
selected can go far… and insure for the designer the nearest 
possible transfer of his concept into practical reality (Enendu. 
1993). Relatively, technical theatre practice in Nigerian has not 
being encouraging. Adegbite (2009) observes that it is saddening to 
still note in the Nigerian theatre, that, the utilization of technology 
for set and lights in theatrical performances on stage is being 
hampered daily because of the inadequacies of technical facilities. 

With the practice of professional theatre in Nigeria for over 
six decades, theatre technology is still in a state of ridicule mostly 
in the university theatres, considering the level it has attained 
world over. In the words of Enna (2000), “the practice of theatre 
design in Nigeria is still far cry from what it should be”. This is 
even worse in the educational theatre that is designated to train 
theatre practitioners that will improve the level of theatre practice. 
In a similar study, Adegbite (2009) argues that “the inadequacy has 
since short-changed the teaching and learning process of design 
and technical theatre courses in the Nigerian University”. 
Nwadigwe (2005) submits on same note that “the Nigerian 
educational theatre is in decay and has continued to lack basic 
facilities and adequate manpower”. Technical theatre courses  
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therefore, are being taught as theory due to the lack of technical 
facilities for practical. Ododo (2000) maintains that “to train with 
obsolete Equipment will surely not engender professional 
advancement”. The effect of this on the Nigerian theatre cannot be 
under-estimated, as Theatrical aesthetics is on the rapid decline. 
Gbilekaa (2006) comments that: 

In Nigeria as indeed most African nations, the 
practice of technical theatre which involves sets, 
costumes, make up, sound and lighting is in a 
poor state of development. In other words, the 
designer in Nigerian theatre practice operates in 
an environment that is not technically friendly. 

 However, it is noted that without adequate tools, materials 
and other technical equipment to work with, the designer in the 
Nigerian theatre faces more challenges. And if there is going to be 
any change or resuscitation, it must start from the university 
theatre. Thus, a visit to some university theatres and the assessment 
of their technical facilities in line with the adoption of 
contemporary theatre technology, confirms the sorry state in which 
the scene shop, most of which if available hardly house functional 
tools and useful materials. Consequently, the absence of modern 
technology in the Nigerian university theatres has created a 
situation where Nigerian theatre scholars now look for alternative 
to the sustenance of technical theatre practice. Oni (2005) asserts 
that: 

Some theorists in the Nigerian theatre seem to 
have taken refuge in the works of Peter Brook 
and Jerzy Grotowski, in their approach to the 
theatre. They virtually perform their plays in the 
moulds espoused by Brook and Grotowski in 
their famous works Brooks the ‘Empty space’ 
and Grotowski’s ‘The Poor Theatre’. 

 The ‘Empty Space’ and the ‘Poor Theatre’ may have 
contributed immensely to the development of the literature on 
performance paradigms and alternative performance modes, but in  
 
 
 



296 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  287 
no way has it contributed to theatrical aesthetics. Nwadigwe (2002) 
opines that Peter Brook a famous theatre director and 
experimentalist appear to have had a controversial foundation 
which afflicts scene design in contemporary theatre especially in 
Africa. Brook (1977) argues that for theatre to occur; “one could 
take an empty space and call it a bare stage, an actor walks across 
whilst someone else is watching him, then the act of the theatre has 
been engaged”. According to Nwadigwe (2002); “This argument 
tends to support the de-emphasis, in fact neglect of scene design in 
contemporary production”. Brook’s thesis is misinterpreted by his 
followers because a cursory look at theatre history, shows that the 
performance space had not been entirely ‘bare’ or ‘empty’, it 
usually has some form of background design that suggest a 
particular environment for a performance. Even in the traditional 
African theatre, the village square or forest setting have trees and 
living Huts that forms the scenic background to their theatrical 
performances. However, the contemporary Nigerian university 
theatre due to lack of technical facilities and equipment, tend to use 
it as an escapist route to cover up for the lapses, in the guise of an 
experimental theatre production. 

However, professional technical theatre practice by various 
practitioners, seem to be putting concentrated effort towards the 
development of contemporary theatre practice in Nigeria. A good 
example is the Zmirage group of company, set up by a committed 
theatre practitioner Olateju Wasee Kareem the Managing director 
and CEO. The Zmirage group of company provides technical 
services in lighting and set design for stage and television studio 
presentations. The company was registered with the corporate 
affairs commission in 1994 and commenced operation in 1996. 
They have handled well over a hundred productions that consist of 
lighting design and building of sets for stage productions and 
television studios, government functions and other events that 
require technical input when it comes to theatrical design. Olateju 
Wasee Kareem the Managing director and CEO, has expressed and 
displayed professional passion for the live theatre sector in Nigeria.  

The Zmirage Company also creates the opportunity for 
technical theatre students to acquire practical knowledge of the 
craft of technical theatre practice. Hence, for his outstanding  
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accomplishment and immense contribution to the development of 
Nigerian entertainment industry, arts and culture sector, Olateju 
Wasee Kareem was unanimously invested with the prestigious 
award of International Theatre Day (ITD) distinguished personality 
for 2011 by the National Association of Nigerian Theatre Arts 
Practitioners (NANTAP), Lagos state chapter. Thus, the Book; 
Technical Theatre and the performing Arts in Nigeria: celebrating 
Olateju Wasee Kareem was commissioned in his honour. The book 
containing critical essays by his contemporaries and students that 
have benefited from his rich fountain of knowledge was edited by 
Duro Oni and Sunday E. Ododo, the who’s who in technical 
theatre scholarship in Nigeria. Majority of the essays x-rays the 
contribution of Olateju Wasee Kareem and his Zmirage group of 
company to the development of technical theatre practice in 
Nigeria. According to Fosudo (2011) in one of the essay, he states 
that: “…he has distinguished himself as a first rate creative scene 
designer who competently employs the latest tools and technology 
in the field of multimedia design and production”. Still on his 
contribution to technical theatre practice in Nigeria, Adeyemi 
(2011) in the Foreword submits that:  

A few short years ago, you could count 
theatre designers in the country in one 
breadth-Dexter Lyndersay, Duro Oni, Sunbo 
Marinho, Sola Aborisade, Molinta Enendu- 
but now, due in part to the inception of 
Zmirage and its Academy established to 
train, nurture and apprentice theatre 
practitioners, there are a lot more artist in 
the diversified field of set design and 
lighting design in Nigeria. 

Consequently, from the example of Olateju Wasee Kareem 
and the Zmirage group of company, it is obvious that professional 
technical theatre practitioners are not relenting in the effort to 
develop the area of technical design practice in Nigeria, as most 
designs handled by the various practitioners can favourably 
compete with what is found in other parts of the world. 
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The Scene Shop in Nigerian University Theatres 
University theatres are designed for the training of theatre arts 
practitioners. Hence, for technical theatre students to be taken 
through theories and practices for all round training in the art and 
craft of the theatre profession, the University theatres need to make 
available the necessary production areas/studios equipped with 
adequate tools to aid the teaching, learning and practice process. 
These studios include; the scene shop, lighting studio, costume and 
make-up studio, sound studio etc. They are usually located at the 
back stage or behind the main theatre structure for proximity to the 
stage. But according to Ham (2003); “these spaces do not have to 
be part of the building complex or even on the site as the rest of the 
building though there are obvious advantages when they are”. In 
line with the subject of this paper, our main focus is on the scene 
shop and its facilities. According to Wikipedia Online 
Encyclopaedia: 

A scenery shop or scene shop is a 
specialized workshop found in many 
medium or large theatres, as well as many 
educational theatre settings… The primary 
function of a scene shop is to fabricate and 
assemble the flats, platforms, scenery 
wagons and other scenic (set) pieces 
required for a performance… the scene shop 
is also the location where most of the set 
painting is done, and is sometimes used to 
make props. 

Ham (2003) emphasizes the importance of the scene shop 
where he states that; “The first priority in the provision of 
production spaces must go to the workshop for building and 
painting scenery”. However, the importance of the scene shop 
cannot be overemphasized. Hence the Wikipedia Online 
Encyclopaedia describes the scene shop as a “specialized 
workshop”; therefore it has to be adequately equipped with up-to-
date equipment and tools for it to function in accordance to its 
design and objective. Scenery making appropriates diverse  
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materials which include: wood, fabric, metal, and plastics for the 
construction of set pieces. Thus, scenery construction undergoes 
distinct processes towards realizing a good design. It begins with 
the reading of the script and conceptualization of the scenic design 
required by the production on paper through draft and sketches 
before it is constructed, painted and then transferred on stage. The 
construction of set pieces with any material must undergo the 
process of; 
• Measurement/marking 
• Cutting 
• Paring 
• Impelling/driving and 
• Painting 

The steps above require a well sized scene shop with 
various equipment/tools to enable the practice of set design and 
construction to be carried out effectively. Scene shop tools are of 
two basic types; ‘Hand’ and ‘Power’ tools. Hand tools are handy 
and easily carried about as the need arises and designed for limited 
and special applications, whereas, Power tools are bulky, 
sometimes permanently installed in the scenic shop, and designed 
to conserve energy and time in executing set construction works. 
These tools need to available in their numbers to aid students 
practice of the craft of set design and construction in a standard 
university theatre. As earlier stated, University of Ibadan Arts 
Theatre, University of Port-Harcourt CRAB Theatre and Delta 
State University Theatre Arts Studio were used as a microcosmic 
representative of the Nigerian University theatre situation. The 
main areas explored include; the scene shop and the 
equipment/tools available for teaching and learning the art and 
craft of set design and construction. 
 
The University of Ibadan Arts Theatre 
The University of Ibadan arts theatre is a two storey structure that 
was opened in 1955 under the management of the English 
Department. Not until 1970 when the then school of drama turned 
in to an autonomous department of Theatre arts. Behind the stage 
house is the scene dock, fairly big in size which houses used flats 
and scenic pieces. There is a trap door on the floor of the scene  
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dock that leads to the workshop, were all scenic pieces are 
constructed and then hauled up manually into the scene dock, from 
where they are mounted on stage for productions. The University 
of Ibadan Arts theatre structure, made provision for the necessary 
spaces needed for the construction, mounting and storage of set 
pieces. The scene shop which is directly behind the scene dock at 
the bottom of the two storey building structure is fairly large 
enough for construction and painting jobs, at least for an 
educational theatre. The workshop was at inception equipped with 
five power machines used basically for wood works, which is at 
the moment not functioning. Dr. Orisaremi Alphonsus, the lecturer 
in charge of theatre design and technology in an interview with 
Obuks–Edenya (2004) asserts that: “These are heavy-duty 
machines, but the truth is that they are no longer functioning, but 
functioned for a very long time. I had the privilege of training with 
those machines then, but it goes with the general decadence in the 
country”. The Technical Theatre manager [set construction] Adebo 
Saheed Adeyemi confirms this assertion as he escorted the author 
on a tour of the facilities. The dilapidated machines included a 
stationary Ban saw (floor design) which is used to cut irregular 
shapes; Lathe machine for turning operations; surface Planner, 
used to plain woods to have a smooth surface; and a Crosscut 
machine, used to cut woods across the surface. For now they are 
relics serving no purpose other than occupying space at the 
workshop. However, the workshop is still very functional. It is 
equipped with a sizable work bench and the tools used there are 
basically Hand tools which are most times, not adequately 
available for students use.  

Although, the University of Ibadan Arts Theatre has a 
functional scene shop, the ventilation and lighting system is poor, 
the trap doors that leads from the scene dock to the workshop is in 
a very bad state and it is seldom used due to some structural 
problems that have been left unattended to for years. This has led 
to the construction of sets on the stage or the scene dock due to the 
fact that it is cumbersome to transport constructed sets form the 
workshop to the stage since the path meant for that is not 
functional. However, for a pioneer Department of Theatre Arts in 
Nigeria that was at a point in time, the most equipped theatre  
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structure in Nigeria not to talk of a university theatre; it is with 
dissatisfaction, we submit that in the aspect of scene shop 
equipment/tools, the department has fallen short of its glory. The 
recent renovation and upgrade of facilities and equipment in the 
Arts Theatre, which took place with the 2010 TET Intervention 
fund, did not cater for equipment and tools for the scene shop. 
Instead, attention was focused on only lighting equipment as if that 
is the only area of technical theatre in need of overhaul in the Arts 
Theatre. 

Having gone through the University of Ibadan technical 
theatre workshop, we discovered that the area of scenery needs to 
be improved upon tremendously. For instance the power machines 
installed in the workshop are due for renovation or outright 
replacement, construction tools and materials are inadequate 
compared to the number of student productions that occur weekly. 
This has put a lot of burden on technical theatre students interested 
in set design and construction as they are made to either provide or 
improvise tools needed to accomplish their task, thus, frustrating 
their interest and causing a decline in their output. 
 
University of Port-Harcourt CRAB 
The University of Port Harcourt arts theatre commonly known as 
CRAB (Creative Review of Articles and Books) was established in 
1982 under the Headship of late Ola Rotimi. The theatre structure 
houses a thrust stage which can be concluded to be due to the 
influence of Ola Rotimi in a bid adopt a performance space that 
will accommodate typical African play performances in which the 
audiences is always a participating spectator. However, there was 
no scene shop constructed as part of the theatre structure when it 
was constructed. Practical aspects of scenery making were carried 
out either at the back foyer or inside the Arts Theatre (on the 
stage), depending on the weather condition of any given day and 
the availability of space inside the theatre itself. According to 
Njokwu (2006),  

When the combined factors of adverse weather 
conditions and ever increasing students’ 
population brought tremendous pressure to bear 
on the use of the little available spaces in the  
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CRAB Theatre, the department under the 
leadership of the pioneer head of department, 
Ola Rotimi saw a need to erect a shade behind 
the Arts theatre to serve both as workshop for 
set construction and space to sustain class 
activities. 
From findings, the improvised workshop was initially 

constructed on woods, riverine native mats and sheets of 
cellophane. Under successive heads of department, the workshop 
has undergone several renovations to what it is today. The 
workshop presently is a zinc canopy standing over a half raised 
wall, which also serves as a lecture theatre. It could be concluded 
that, structurally, the University of Port-Harcourt CRAB did not 
cater for set design and construction in the provision of the needed 
spaces like scene shop, scene dock etc. The reason might not be far 
from the fact that it was intended to be a temporary studio. 
According to Juliana Okoh (2005:406), she asserts that: “The 
CRAB, which was built in the early 1980s as a temporary studio 
for experimental programmes, has now become a permanent 
theatre space, even though all the equipment are dilapidated and 
the building itself is in need of renovation”. The University of Port-
Harcourt CRAB has no functional scene shop. What is available is 
a make shift called a workshop with a part of it acting as the scene 
dock and lecture room. The said workshop is porous and prone to 
theft as well as adverse weather condition because it is a mere zinc 
canopy open on all sides. Its small size and its multipurpose nature 
act as a limitation to the type of set pieces that can be constructed 
in it. It is not cheering that, the department that is about 30 years 
old, cannot boast of a permanent Theatre structure that 
encompasses all the needed backstage space, coupled with the crop 
of theatre scholars and student population. The lack of a Scene 
shop permits the lying about of set pieces which the students have 
provided with their hard earn money. This is not a welcomed 
development as, the area of Set design and construction is treated 
with no importance thus, theatre productions are usually done with 
sparse set pieces. 

Consequently, the current situation on ground is not 
encouraging when it comes to Technical Theatre practice in Set  
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Design and Construction. In this era where theatre technology has 
gone beyond the usual, the CRAB Theatre is still caught up 
struggling with obsolete equipment and dilapidated structural 
facility.  
Delta State University Theatre Arts Studio (TAS) 
Delta State University was founded in 1992 from the then Bendel 
State University Abraka campus, after Edo and Delta states were 
created in August 27th 1991. Theatre Arts was founded as a unit 
under the Department of Performing Arts, the other being Music. 
This was in the 1992/93 academic session. Professor Sam Ukala 
who came from Edo state University Ekpoma now known as 
Ambrose Ali University Ekpoma on sabbatical was the pioneer 
Head of Theatre Arts unit. In 2005, after the full accreditation of 
the Theatre Arts Unit, it was separated from the Department of 
Performing Arts; to the full autonomous status of the Department 
of Theatre Arts. The Delta State University Theatre Arts studio is 
not a purpose built theatre plant. What they have was formerly a 
multi-purpose hall now improvised as a theatre structure that make 
available a platform now used as stage and an auditorium which 
Dr. Martins Tugbukorowie the lecturer in charge of technical 
theatre courses in an interview says “they have been managing 
right from the inception of the department”. However, backstage 
spaces, which include the scene shop, scene dock and others, are 
not available. The only space available is a back room toilet that 
was converted to a store and a room carved out of the auditorium 
for the storage of props and set pieces. 

Practical aspects of set design and construction are carried 
out either on the stage, the auditorium or outside the theatre 
building, depending on the weather condition of any given day and 
the availability of space inside the theatre. The unavailability of a 
workshop and scene dock has created a technically challenging 
environment. Hence, the department cannot boast of adequate 
construction tools, not even the basic hand tools needed by 
technical students for the construction of set pieces. In a rather 
painful note, Dr. Tugbokorowei submits that: “It has not been very 
easy because things we need to properly execute technical phases 
in a production are not there in terms of space and facilities for set  
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construction, and storage of set pieces”. From on the spot 
investigation and observations at the Delta State University Theatre 
Arts studio, its shortage of backstage spaces for technical theatre 
practices has dealt a blow on the training of technical theatre 
students. Flats and set pieces lay about the theatre because of lack 
of storage facilities which makes them vulnerable to destruction, as 
they are not well handled by students through the process of 
moving them from one place to another. According to Dr. 
Tugbokorowei, “This has caused the over stretching of budget for 
production because they have no stock of flat to fall back on. So, 
for every production they construct new flats and set pieces”. 
Students that are interested in set design and construction are 
discouraged because the facilities are not there to practice with. 
The ones who make the effort to involve in practical theatre 
participation are commissioned to pay artisan carpenter outside to 
help construct set pieces for a production, which places strain on 
the student’s budget and distorts the learning process. Those who 
want to delve into the endeavour of building their sets, go to the 
extent of getting tools for the work, which later get stolen because 
of lack of safe storage facility.  
 
Conclusion 
It will not be out of place to say that, students of technical theatre 
are short changed in terms of practical training in most Nigerian 
university theatres. Theatre arts is a discipline that is more of a 
practical dimension and demands a lot of technical input, hence, it 
should be provided with all the necessary facilities that will at least 
aid the teaching and practical execution of scene design which, on 
the other hand, will guarantee learning and skill development. 
However, reasonable effort need to be put by management of the 
Nigerian Universities to make available adequate structural and 
technical facilities because the situation on ground as regards to 
technical theatre practice is detrimental to the development of 
contemporary Nigerian theatre. Hence, something drastic needs to 
be done to salvage the future of academic theatres. 
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Recommendations 
Based on our findings, we therefore want to recommend the 
following: 
1. The management of Nigerian universities should provide 

the required space and technical theatre facilities that will 
engender the smooth running of university theatres, as this 
will maximize their output and enable them contribute 
meaningfully to national development. 

2. A sizable scene shop with basic hand and power tools for 
the fabrication of wood and metal works should be 
provided in adequate number, as this would enable 
technical theatre students have the variety of tools to 
translate their creative ingenuity to meet the demands of 
productions, and thus, be a master of the craft while 
improving theatrical aesthetics. 

3. University management as the principal source of finance 
being an educational theatre, should improve funding of 
theatre arts departments to enable frequent upgrade of 
facilities, tools/equipment to modern standards, and also for 
the support of students practical productions. 
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An Overview of Somatics (Body-Mind) Approaches in Dance 
Therapy 

 
*Samson S. AKAPO 

 
Abstract 
Dance has been a huge part of the human cultures long before 
civilization, however, with time, extensive use of dance beyond 
entertainment and ritual evolved, one of which is dance therapy. 
Dance therapy, a branch of creative therapy, has been a very 
relevant field of study for quite some time. Aboriginals have 
always used this medium as a way to help individuals through 
physical, spiritual and psychological challenges which is evident in 
shamanistic practices. The field of dance therapy has been 
expanding and around WWII, the work of psychoanalytic pioneers 
such as Freud and Jung made their mark on it. Afterward, Mary 
Starks Whitehouse, who would become a Jungian analyst, 
developed a process called “movement-in-depth” based on her 
knowledge of dance, movement and depth psychology. This form 
of dance therapy is also known as ‘authentic movement’, a process 
where patients dance their feelings about an internal image that 
provides insight into issues in their past or current life. Somatic 
studies promote claims that the human body and mind work 
together to form a composite structure. Hence, somatic studies 
have had significant influence on dance since the 1970s when 
dancers and choreographers sought newer ways to incorporate 
“body-mind concept” into dance training which has worked 
successfully in the area of therapy. Beyond its fundamental 
function, which is entertainment, this article explores the use of 
dance in therapeutic settings with emphasis on the approaches of 
two pioneers of dance therapy: Marian Chace and Mary Starks 
Whitehouse, stating how their works reside, particularly, within the 
confines of somatic studies. 
_______________________ 
*Samson S. AKAPO of the Department of Theatre Arts, University of Ibadan, Ibadan   
Email: akaposamson44@gmail.com 
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Introduction 
Eddy observes that “somatic studies also have been referred to as 
body therapies, bodywork, body-mind integration, body-mind 
disciplines, movement awareness, and movement (re) education” 
(197). Dance serves many functions today for many people. It is 
entertainment, education and worship. Beyond these fundamental 
functions, dance serves other purposes in today’s cultures and 
societies, both in health and wealth. Dance, in some cultures is a 
major part of religious liturgies and processions. People come 
together to create a dance for themselves or the divine. Through 
dances the religious aspect of a person or culture is projected 
through their movements. The creativity displayed in dance as an 
art form ultimately highlights the function of dance as an exposure 
and expression of the human body.  The art, the concepts, 
sensations and movements that are generated make an audience 
appreciate the malleability of the human body:  the elasticity and 
force of the body moving through space without any limits. 
  A sucessful dancer, with countless, extensive and rigorous 
exercises, must have perfected his/her body and has come to a 
definitive awareness of his/her body, which is a complete 
understanding of how the body works. Therefore, the body moves 
with such consciousness it looks simple and effortless. Movements 
in dance are the bedrock of a dancer’s work be it in practice or in 
performance. All of the movements are part of the language of the 
dancer, it is with movement through the body that intents are 
communicated.  These movements are revealing to the audience 
and are revealing to the choreographer who has created them.  The 
choreographer and dancers are a team, revealing dance as an art 
form.  The expressions of the dancer can find the audience within 
his/her soul, while the choreography can locate the thoughts and 
emotions of the audience within a story. Dance ultimately exposes 
the dancer and the recipient (the audience) of their movements to  
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gather an understanding from one another.  The body is the vehicle 
for this understanding.  It is exposed to the world providing a tacit 
language for all to understand.  Doris Humphrey, according 
Ambrosio, states that“when you move, you stand revealed for what 
you are”(2). Dance reveals a whole lot about individuals: whether a 
professional dancer is performing a choreographed piece of work 
or an amature dancer is moving to the rhythm of a song. We learn 
something about them. Dance is a revealer of the person and by 
extention functions as a communicator in every aspect of its being. 
  Despite the different benefits of dance, this article will 
focus on the body-mind as the core of dance therapy. The 
American Dance Therapy Association (ADTA) conceptualizes 
dance/ movement therapy as “the psychotherapeutic use of 
movement to promote emotional, social, cognitive and physical 
integration of the individual” (www.adta.org). A more 
comprehensive definition is presented by Payne. She sees dance 
therapy as: 

…the use of expressive movement and dance 
as a vehicle through which an individual can 
engage in the process of personal integration 
and growth. It is founded on the principle that 
there is a relationship between motion and 
emotion and that by exploring a more varied 
vocabulary of movement people experience 
the possibility of becoming more securely 
balanced yet increasingly spontaneous and 
adaptable. Through movement and dance each 
person’s inner world becomes tangible; 
individuals share much of their personal 
symbolism and in dancing together 
relationships become visible. The dance 
movement therapist creates a holding 
environment in which such feelings can be 
safely expressed, acknowledged and 
communicated. (4) 

Dance therapy is based on the principle that a vital 
connection exists between personality and the way in which one 

http://www.adta.org/
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moves, and that changes in movement affects the emotional, 
intellectual, and physical health of the individual. It is practiced by 
trained dance and movement therapists who have been certified as 
dance movement therapists by necessary bodies like The American 
Dance Therapy Association (ADTA) in the United States. Dance 
Movement Therapy is a body-based therapy grounded in the 
relationship between physical movement, mental and emotional 
functioning, and using movement analysis and dance techniques to 
enhance functioning. Dance/movement therapy may include a 
variety of methods and is characterized by a goal-oriented, 
systematic treatment process. “It is therapeutic and offers a journey 
of self-discovery and appreciation” (Lloyd 13). Dance/movement 
therapy focuses on the link between the mind and body to promote 
health and healing. Dance therapy is considered an expressive 
therapy which ultimately explores the human mind through the 
extensive use of the body. 
  It is difficult to know exactly when and for what purpose 
dance came into existence. However, scholars have recorded that 
dance started with the primitives and the purpose was basically 
religious. For instance, among the Shamans, dance was used for 
religious purposes and this informs also how it has been used as a 
tool for healing, thereby, laying emphasis to the importance of 
traditional theatrical forms. Artistic expression has been used to 
heal traumatized individuals since ancient times. Archibald et al 
observe that “the age-old tradition of integrating creative arts, 
especially music and dance, into celebrations, ceremonies, and 
healing rituals continues in contemporary Aboriginal cultures” (29) 
which, suggests that there had been an age-long practice of arts 
therapy, one way or the other, in traditional contexts as noticed 
among the Shamans. Dance therapy borrows a lot from the 
aboriginal form of therapy as in the case of shamanism which 
according to France Schott-Billmann, “is an extension of the 
traditional therapies of oral cultures, which were in the form of  
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rituals and where dancing and music played an important role” (2). 
Waboose posits that  

Art therapy has been a tool used by Aboriginal 
people since time immemorial. For Aboriginal 
people, arts and crafts have always been an 
intrinsic part of our communal culture. We used 
art in every part of our daily lives; from making 
clothing to decorating ceremonial objects. We 
took great pride in our uniquely designed 
moccasins, clothing and tipis. Therefore, in an 
aboriginal persons eyes using art as a tool for 
healing would not be a foreign concept. (4) 

 Few scientific studies have been completed to evaluate the 
effects of dance therapy on health, prevention and recovery from 
illness. In a recent study by Gurbuz and Filiz, a group of breast 
cancer survivors took part in a twelve-week dance therapy and 
movement class. Regarding its unique connection to the field of 
medicine, many researches have been undertaken on the effects of 
dance/movement therapy in special settings with physical 
problems such as amputations, traumatic brain injury, and stroke, 
chronic illnesses such as anorexia, bulimia, cancer, Alzheimer’s 
disease, cystic fibrosis, heart disease, diabetes, asthma, AIDS, and 
arthritis (408). 
 Clinical reports by Karin Thulin (1997) on Colitis and 
Irritable Bowel Syndrome (CIBS), and Pert et al. (1985) on 
Neuropeptides suggest that dance therapy may be effective in 
improving self-esteem and reducing stress.  Deihl, corroborating 
the reports as stated above, opines that “these are very real medical 
problems that originate in stress” (5). “Studies have shown that 
physical activity is known to increase special neurotransmitter 
substances in the brain (endorphins), which create a state of well-
being. And total body movement such as dance enhances the 
functions of other body systems, such as circulatory, respiratory, 
skeletal, and muscular systems.”(Gurbuz and Filiz 15). There are 
extensive relevancies of dance therapy. According to Cohen et al: 

Dance therapy is offered as a health promotion  
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service for healthy people and as a 
complementary method of reducing the stress of 
caregivers and people with different health, 
emotional and psychological challenges. And, 
for its unique connection to the field of 
medicine, dance/movement therapy is a 
recognized form of complementary therapy used 
in hospitals and comprehensive clinical cancer 
centres. (33) 
The tools of dance movement therapy can be especially 

useful because they unify the body and creativity as healing 
resources when words are not enough. The use of dance as a 
healing tool is rooted in the knowledge that body and mind are 
inseparable. Dance provides a direct experience of shared emotion 
on a preverbal and physical level, providing feelings of unity, 
harmony, and empathy. Physically, dance therapy can provide 
exercise, improve mobility and muscle coordination, and reduce 
muscle tension. As a form of exercise, dance therapy can be useful 
for both physical and emotional aspects of quality of life. 
Emotionally, dance therapy is reported to improve self-awareness, 
self-confidence, and interpersonal interaction, and is an outlet for 
communicating feelings. Some promoters of expressive therapy 
claim that dance therapy may strengthen the immune system 
through muscular action and physiological processes and can even 
help prevent disease. Although dance, it is thought that people can 
identify and express their innermost emotions, bringing those 
feelings to the surface. It is thought that this can create a sense of 
renewal, unity, and completeness and 

There has been a gradual recognition of the 
importance of the interrelationship of the 
“bodymind” and how it affects human 
behaviour psychologically, physically, and 
socially. The concepts of embodiment and 
attunement are becoming commonplace in 
the literature of various psychotherapeutic  
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disciplines as well as related fields. 
Understanding has evolved of how illness, 
both physical and psychological, is by 
emotions. The body relays information—our 
emotional history—that remains stored in 
our musculature and other physiological 
systems. It is manifested in the individual’s 
postures, gestures, use of space, and 
movements large and small. It became clear 
that we cannot discard the body as a source 
of information, whether analogical or 
symbolic, or ignore it in the process of 
healing. The bodymind as one entity became 
clear to many involved in dance in 
conjunction with the role of creativity as a 
means of bodily expression.  (Chaiklin and 
Wengrower  xv) 

The quotation above emphasizes the explanation that the 
body and the psyche work together. Therefore, dance therapy can 
only be made complete and whole with both the mind and body 
working holistically to get to a definite and workable solution to a 
patient’s ailment. Dance/movement therapy is holistic; the 
individual is viewed as an integrated unity with mind and body 
reflecting and affecting each other. Inherent in this integration is 
the premise that muscle tone, or a balance between relaxed and 
tense states, affects the psychic attitude and vice versa. 
Dance/movement therapy theory posits that the health 
dysfunctional scale is reflected somatically, in the body. The 
theoretical foundation of dance/movement therapy is influenced by 
several perspectives from the field of psychology: somatic, 
psychodynamic, transpersonal, and interpersonal perspectives. This 
work, however, explores somatic practices as applied to dance 
therapy (DT) or dance movement therapy (DMT). In 1970, 
philosopher and Feldenkrais practitioner Thomas Hanna coined the 
term ‘Somatics’ from the Greek word ‘soma,’ meaning ‘the body 
in its wholeness’. The definition of somatic, and the explanation of 
the philosophy behind it, implies that the field understands and  
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explores experience as lived and from an inner perspective (Hanna 
14). The term somatic was first used by Thomas Hanna in 
reference to the connection between the body and the mind. 
Therefore, while a somatic approach recognizes that experiences 
can be objectively observed, these experiences must first and 
foremost be considered and examined from the perspective of the 
individual who embodies and lives out his or her own experiences 
(Johnson, 1995). Somatic was introduced into dance studies 
through extensive research and publications of Martha Myers, and 
further emphasized through Mary Starks Whitehouse, who through 
the Carl Jung’s psychoanalytic theories created her principles of 
dealing with clients of varying needs. This further enhanced other 
practitioners to develop methods in approaching dance therapy. 
“Somatic practices that have been integrated readily into dance 
curricula include Ideokinesis, The Feldenkrais Method, the 
Alexander Technique, and Body-Mind Centering”. 
(www.DanceEducation.org ) 

From a somatic perspective therefore, the integrated unity 
of an individual is the result of healthy development, broadly 
defined as the successful sequencing of the basic neurological 
actions that make up our earliest developmental movements. 
Viewed in relationship to the environment, humans develop in an 
organized, sequential manner. Each phase in this developmental 
process has somatic and physiological elements as well as 
psychosocial aspects. The successful and satisfactory completion 
of each of the phases supports healthy development and a state of 
health that is reflected in the body. However, body languages and 
gestures offer a route to mind of an individual which inadvertently 
gives an indication about such a person. This perspective is an 
important one in the treatment of traumatized individuals because 
of the disruption to their ability to sequence experience. 

Dance movement therapy based on this premise addresses 
the question of identity like “who am I” and self-awareness like 
“where am I?”  Such questions channel individuals towards self-
awareness and may help individuals realize the state of their 
psychological or physical stand-point.  Through the use of 
movement therapy a client may gain a better understanding of  

 

http://www.danceeducation.org/
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being ultimately alone and awareness of the self as an individual 
(Lewis 18). Dance therapists are saddled with the responsibility for 
people to develop a semiotics that offer information about what is 
going on in the bodies and psyche of their clients. The therapist 
observes a person's movements to make an assessment and then 
designs a programme to help the specific condition. The frequency 
and level of difficulty of the therapy is usually tailored to meet the 
needs of the participants. 

Dance therapy is used in a variety of settings with people 
who have social, emotional, cognitive, or physical concerns. These 
people can be individuals or groups, including entire families. 
Dance/movement therapy involves dealing with the conscious and 
the unconscious; they are dealt with separately and subsequently 
merged together. Consciously, it is easy to quantify time and 
different from the form time takes when not fully conscious: for 
instance when in trance or in dreams.   

Although individual accounts provide most of the support 
for the value of dance therapy, there have been reports on how 
dance therapy has been used to help individuals and groups 
overcome issues both mentally and physically. Dance therapy 
helps in developing body image; improving self-concept and self-
esteem; reducing stress, anxiety, and depression; decreasing 
isolation, chronic pain, and body tension; and increasing 
communication skills and feelings of well-being. Physical activity 
is known to increase special neurotransmitter substances in the 
brain, called endorphins, which create a feeling of well-being. 
Total body movement also enhances the functions of other body 
systems, such as the circulatory, respiratory, skeletal, and muscular 
systems. Regular aerobic exercise helps with glucose metabolism, 
cardiovascular fitness, and weight control. Jennifer Caputo opines 
that: 

Physiologists have examined the functional 
responses and structural adaptations of the 
cardiovascular, respiratory, muscular, and 
endocrine systems to different types of 
physical activity. Recently, research  
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interests have focused on the responses of 
the reproductive, skeletal, and immune 
systems to acute and chronic exercise. There 
is a branch of exercise physiology closely 
linked to biochemistry e.g., the chemistry of 
living things. (297) 

Dance or movement therapy, when done regularly can 
confer the same benefits as other types of exercise physically. 
Moderate, vigorous exercise for thirty to forty-five minutes on 
most days of the week can reduce the risk of heart disease. Dance 
therapy can help people stay physically fit and experience the 
pleasure of creating rhythmic motions with their bodies.  

 
Marian Chace’s Approach  
Chace, an experienced dance teacher began to apply the healing 
potency of dance to work with people who had severe mental 
illness (Levy, 1992). In the 1940’s Marian Chace, a staff member 
at the St. Elizabeth’s hospital in Washington D.C., began to notice 
benefits in clients exposed to modern dance. Chace viewed 
individuals with mental illness as unique; capable of genuine 
interpersonal interactions and, like all human beings, long to be 
understood.  The tenet of Marian Chace’s approach included: 1) 
Body Action; 2) Symbolism; 3) Therapeutic Movement 
Relationship 4) Rhythmic Activity.    

Chace believed that mentally ill patients communicated 
emotions by movement of their bodies. Bodily languages used are 
the suggestive actions therapists look into as a map to the mind. 
Certain types of movement reflect emotional blocks or expression 
that can be seen by a trained eye.  These include musculature 
rigidity and movements in a rhythmic pattern. She believed that 
work could be done on a symbolic level.  In dance therapy, the use 
of symbolism is to create a bridge between the familiar and the 
unfamiliar. Various theoretical approaches consider symbolic 
material differently. For those allied with psychoanalytical 
approaches, symbolic movement is seen as representing 
unconscious experience, conflicts, and defenses (Stanton and Jones 
2). 
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To assist with symbolism, Chace used techniques such as 

imagery, fantasy, recollection, verbalization and dance action to 
stimulate the unconscious through the conscious.  With the 
knowledge that events of the body are stored kinesthetically in the 
body, this becomes possible. In order for symbolism to be 
effective, the client needs to be supported and accepted on an 
empathic level. One example of this may be taking images of trees, 
animals or flowers as symbols related to self, conflict or growth. 
Through dance, Chace perceived, reflected and reacted to her 
client’s emotional expressions. Chace described the therapeutic 
movement relationship as a deep connection of emotional 
acceptance, or mirroring which can be placed under the auspices of 
kinesthetic empathy. Fischman opines that:  

 
Empathy is the ability of one person to 
understand another. It attempts to experience 
somebody else’s inner life and implies 
knowing what the other one feels, having 
information about the other’s situation and 
acting accordingly. It arises out of elements 
that are common in the experience of both 
individuals who are involved in the empathy 
process. (35) 
 
Kinesthetic empathy therefore is the ability to understand 

suggestions and body languages of a client. In order to reflect the 
client’s movement Chase used mirroring.  In this process she took 
clients’ nonverbal movement seriously to connect with them and 
genuinely accept their emotionally states.  In other words, she 
communicated to her clients in such a way as, “…I hear you, I 
understand you and I accept you” (Levy 60). Fischman observes 
that: 

Chace empathically involved herself in the 
subjective experience of the patient, joining him 
“where and how he is”. They jointly create an 
environment of trust and safety that helps in  
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unwinding defensive behaviors, exploring 
conflictive aspects of the patient’s life, and 
allowing spontaneous expressive movement to 
emerge. In this way the dance therapist is able to 
facilitate fluid communication with the most 
cut-off aspects of the client’s self, facilitating 
awareness of being and becoming alive that 
gradually enables a socialization process. 
(Fischman 35) 
 
Chace exaggerated some of these rhythmic patterns to 

assist the client with awareness of body language.   In extreme 
cases Chace found that the client may slowly modify their own 
behaviour and ultimately be able to verbalize underlying conflicts 
within their self.  In a nutshell the rhythmic movement relationship 
provided a structured environment for the clients to release 
genuine thoughts and feelings within a group.  Chace would use 
her intuition to get a feel for the group by making a direct 
communication with each client in the beginning of the group.  
Chace used three interventions during her sessions. One was 
mirroring or empathic reflection, another was clarifying and 
expansion of expressive movement and the third was discussion 
movement.  These specific techniques were used in Chace’s work 
to help guide clients in a natural progression from one stage to the 
next (Levy 78). 

 
Mary Whitehouse’s Approach  
Mary Whitehouse was another dance movement therapist who 
began her work in the 1950’s. Whitehouse worked with individuals 
who were functioning quite well in society. Many have previously 
been exposed to therapy. Such clients had some basic knowledge 
of both psychotherapy and movement. Whitehouse facilitated both 
group and individual sessions to assist clients with self-discovery 
through movement. She used improvisation as a tool in therapy 
and believed that clients were who came up with the way they 
wanted to move expressed creativity in the session. Whitehouse 
valued the use of creativity through dance as a form of self- 
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expression, communication and self-disclosure. Whitehouse 
facilitated both group and individual sessions to assist clients with 
self-discovery through movement.  She used improvisation as a 
tool in therapy and believed that clients were allowed to move 
however they wanted to move and allow for expression for 
creativity during therapy sessions.  Whitehouse valued the use of 
creativity through dance as a form of self-expression, 
communication and self-disclosure. Mary Whitehouse’s approach 
consists of several themes including: “1) kinesthetic awareness 2), 
polarity 3), active imagination 4), authentic movement and, 5) 
therapeutic relationship/intuition” (Levy 71).   

Whitehouse believed that kinesthetic awareness is the 
internal awareness of one’s physical self.  She believed that 
kinesthetic awareness is different for each individual and that 
sometimes individuals may have never developed a kinesthetic 
sense.  In these cases the kinesthetic sense may become part of the 
unconscious. Kinesthetic awareness is very much concerned with a 
high degree of sensitivity and an understanding of how the body 
works and how all parts of the body connect to make and allow for 
synchronized involvement of all body parts. Kinesthetic awareness 
is concerned with the idea of understanding the movements that are 
being done and the fundamental knowledge of how body parts 
exist in relationship to each other. It is not necessarily dealing with 
the sensations of how the body feels or of movements, but rather 
the active search, through attention and sensitivity, to where the 
body is in space and how the body connects to itself. She refers to 
individuals who do have strong kinesthetic sense as being able to 
identify how he or she feels from one movement to another. This, 
Dosamantes-Alperson refers to as “kinesthetic imaging” (19). 

This approach beams a searchlight into the psyche of 
clients and allows for proper evaluation of the individuals 
situation. It encourages dance therapists to help clients see 
themselves in the wholesomeness of their being both of the present 
and the past by telling them to pay particular attention to innermost 
feelings and purgation of these feelings through movements. 
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Whitehouse stressed the presence of polarity in the body.  In the 
human body one body movement is the use of two set of muscles.  
For example while one set of muscles is contracting the other set is 
extending.  Whitehouse believed that while a client is moving she 
is automatically expressing herself in polarity.  Whitehouse also 
believed that as one type of movement is chosen by a person, the 
expression that was not chosen does not simply go away; it only 
goes unrecognized.  An example of this is that a client does not 
stop to think of a straight movement as opposed to a curved 
movement. 

Invisible movement is the unconscious thoughts and 
feelings that are expressed through the authentic movement.  
Whitehouse believed for a person to achieve full awareness, the 
individual must be able to include both conscious (authentic) and 
unconscious (invisible) movement (Levy 72).Whitehouse believed 
that the dance movement therapist needs to trust his or her own 
intuition, and then teach the client to trust his or her own intuition 
as well.  She felt that the key to this approach was to meet the 
client where he or she is at and allow the client to forge his/her 
own path.  The therapist needs to refrain from telling the client 
what he or she thinks they “should” do and instead take a non-
directive role allowing the client to choose.  Mary Whitehouse 
developed what is called the Wigmaninan improvisational 
approach to dance.  She applied Jungian thought to the therapy and 
was a key pioneer of dance movement therapy.  She was empathic, 
encouraged self-awareness and self-expression through movement 
(Levy 78). This subsequently led to what is referred to as active 
imagination 

Active imagination can be traced to Jungian concept of 
free association. It is “a natural process, a manifestation of the 
energy that springs from the tension of opposites, and it consists in 
a series of fantasy-occurrences which appear spontaneously in 
dreams and visions” (Jung, 1917:79).This method is to bring both 
unconscious and conscious levels of thinking into the session.  
Whitehouse describes active imagination as allowing impulse to 
take form through the use of movement.  She believed that one of 
the goals of dance movement therapy was to assist the client in  
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releasing unconscious emotions that are buried in the body of the 
individual.  These unconscious emotions are specifically located in 
the client’s joints, muscles and tissues.  In addition Whitehouse 
believed that for a client to be able to participate in the use of 
active imagination there needs to be an empathic environment. 
Active imagination therefore is the ability to consciously explore 
the ‘would-have-been’ world to easily connect with the very 
person a client is. Clients are, most times, subdued by the pressure 
of the present therefore finding themselves in impossible positions 
and states which stop them from being whom they have always 
hoped to be. Clients are carefully guided through imaginative 
process which allows for fantasies and expressed as they are felt. 
These are unconscious emotions which she believed became 
"buried in the body, in tissues, muscles, and joints..." (Wallock 
50). As stated above, Whitehouse being a Jungian encouraged the 
exploration of the conscious and unconscious in order to connect 
with the “self” of one’s being. Jung according to Chodorow “re-
establish a relationship to that inner child” (1991:102) in order to 
be able to discover himself and look for possible ways out of the 
predicament which constantly bridled his thoughts and state of 
mind. 

Remarkably, both approaches share some similarities in 
terms of the structural details of their works. Both Mary Starks 
Whitehouse and Marian Chace, through their different approaches 
acutely position their works within the theoretical framework of 
somatic studies. On the premise that the body and mind work 
together, these approaches lead to the definitive therapeutic 
process through integrating the conscious and the unconscious 
which are the tenets of dance therapy. Dance therefore being a 
revealer of an individual by the manner of movement gives the 
dance therapist the chance to accurately peek into the psychic of 
clients and proffer possible ways through which issues can be 
confronted. However, sensitivity to cultural inclinations is of great 
importance in movement therapy.  As Johnson states: “My body – 
its sensibilities, movement styles, reaction patterns, and health – is 
not simply an individual reality governed by its own biophysical 
laws and idiosyncratic effects of my personal history. I am also a  
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result of the ideologies within which I move” (1993:10). Somatic 
approach in dance therapy is highly sensitive to the environment in 
which the client and the therapist may have been configured as this 
affects how movements are accepted and interpreted both by the 
client and therapist. 
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Abstract  
No doubt, film has become a potent agent for social change in 
societies through its continued transition of historical, socio-
political, religious and educational lessons channeled through its 
audio visual properties. In African societies for instance, film has 
captured the realities of existence thereby making its audience 
conscious of themselves and proffering a leeway out of so many 
misconstrued philosophies of life. But due to the unsatisfying and 
the rising audience’s taste or superfluous directorial interpretations, 
African film makers principally those of Nollywood and 
Ghallywood have continued to trample on some hallowed African 
cultural heritage thereby promoting “anti-African” norms and 
behaviours such as pornography, indecent dressing, vulgarity and 
uncultured sexual behaviours that are found in some Western films. 
Using the tenets of media content analysis of selected 
Nollywood/Ghallywood films, this paper believes that African 
films particularly those of Nollywood and Ghallywood should not 
be a means of promoting violence, “gangsterism”, promiscuity, and 
sexual immorality. Instead, it should be seen asa viable tool for 
satirizing evil and promoting good in the society. The paper 
concludes that African filmmakers should strictly respect African 
culture and use film as a weapon for social change while 
entertaining their audience. It advocates also that film should not 
be used as a tool to showcase shame by debasing female gender in 
the name of meeting the demands of realism, making quick money  
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or gaining cheap popularity by portraying African women as 
“professional sex objects” in an attempt to please their audience.        
 
Keywords: Pornography, Sex object, Debasement, African film, 
Womanhood, Sexual behaviours 
 
Introduction 
It has become seemingly impossible for anyone to separate man 
from arts in any given society. This is because every work of art is 
made by man and by implication, no other being produces art. 
Certainly, the arrangement of forms or materials in nature may 
have the same appeal to man’s senses as art does, but such 
arrangements are not usually organized as art. The reason for this is 
not farfetched. Among all other features accrued to art, art is 
known to involve a conscious or deliberate arrangement; it is 
composite, eclectic and communal in nature. Art is also known to 
be perceived by the senses. With the aforementioned, art is placed 
on the same pedestrian as being a highly creative rearrangement of 
nature which involves conscious efforts to bring to limelight.  
Art is presented in multifaceted dimensions; it can be verbal, 
literary and through performance. Likewise the expression of art 
can also be in plastic, visual or in media format. Suffice it to say 
that paintings, sculptures, songs, dance, film/cinema for example, 
is unique products of art and it (art) has specific functions to play 
in the society. Film is an art that is considered to be “inspired, 
imaginative, expressive, formally significant creative”… it 
possesses the rare attribute of being “detective technically, morally 
and socially” (Adeleke, 2003).  Invariably, it means that film is not 
just a piece of art but it is a tool of social reform as it expresses the 
feelings of humans by retelling the past, showcasing the present 
and foretelling the future.  

Arguably, it can be said that film generally has become a 
microscopic lens in the hands of the artists with which they see and 
capture the minutest social issues and suggest ways out of the 
identified dilemma. From the foregoing, it is clear that film has  
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acquired great popularity with the masses as it has become a 
powerful tool and an effective means of communicating important 
message(s) to all categories of audience in a language that is 
appreciated and understood. As a result of its audio-visual 
properties, film is said to have acquired great mass appeal. Thus, 
professional film makers make use of its rare properties to channel 
“hallowed” multifaceted lessons. This feature makes film to stand 
out as a powerful platform for public awareness and co-operation 
in a task for nation-building.Since film is expected to perform all 
the aforementioned obligations to its audience, African film 
makers should make use of this medium to transmit change. With 
film’s language (audio and visual), laudable religious, political, 
socio-cultural and moral messages are channeled through it while 
audiences are being entertained at the same time.  

Gone are days when the media audiences are said to be 
neither hapless nor passive to communication content (Trenholm 
1995; Bowman and Willis, 2003; Folarin, 2005; Bruun, 2007) but 
with the advent of recent studies, media audiences are beginning to 
be aware of the impact of the media on their everyday lives. And 
since inculcation of educational lessons is part of the major reasons 
why people participate in communication such as film, it is no use 
for “nonprofessionals” who are caught up in the “web” of making 
“cheap fame” to debase African valued cultures in the name of 
producing films. To these few, film making has become a 
“licensed” and innovative avenue to unleash their long conceived 
“anti-African” behaviours such as nudity, vulgarity and uncultured 
sexual acts. And through their actions African values and culture 
are seen as barbaric in the minds of the innocent audience 
especially children and young adults, who may be incapable of 
separating good from bad. With their actions, these “quasi-
professional” film makers “…embarrass their viewers with 
debased culture by creating characters that constantly rain abusive 
words and curses on whoever comes their ways” (Adeleke, 2003).  
This kind of behaviour is definitely “an abuse of art”. Suffice it to 
say that the problem of assessing the social role and worth of art 
such as film/movie in society derives from what art itself is.  

 

http://en.wikipedia.org/wiki/Hans_Henrik_Reventlow_Bruun
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Thomas Mann in Bamidele (2003) notes that: “so many of 

us conceive of art (film) as a dreamer’s idling fancy; it is for fun 
and game and more delusions and at best useless and meaningless 
without any validity to the moral or social”. Contrary to this claim 
in literary parlance, film has so much to offer the society. It will 
only take the African film-makers, particularly those of Nollywood 
and Ghallywood to “deculturise” film by discontinuing using film 
to “experiment” and “showcase popular behaviour” as dictated by 
audience to the detriment of African culture.  Using the exact 
words of Opubor (1979), 

If Black and African people are to intervene 
successfully in the protection of accurate 
images of their heritage (culture) in the 
media of the world, they must use the 
technology of the media in a way that is 
compatible with their ethos.           

       With the above, therefore, this paper tends to examine two 
Nollywood and two Ghallywood films respectively. It also 
examines how the selected film makers have debased womanhood 
and a few other African hallowed values for selfish purposes in 
spite of Opubor’s warnings.  
 
Brief History and Ideology of Ghanaian/Nigerian Films 
Industries 
The emergence of popular film/video industries in Ghana and 
Nigeria represents the most important and exciting development in 
African cultural production in recent history. Since its inception, 
African filmmaking has been a “paradoxical activity” (Barlet, 
2000: 238). Born out of the historical struggle of decolonization 
and having an obligation to represent “Africa from an African 
perspective” (Armes 2006), African film makers have continued to 
generate large audience on the continent.  
 
In spite of the aforementioned achievements, film industry in 
Africa has become locked in a relationship of dependency with 
funding sources and distribution networks located around the  
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world. As Sama, (1996) puts it African films remain “foreigners in 
their own countries”. Consequently, most African films are found 
in Europe and North America on film festival screens, on the 
internet and in university libraries than projected in cinemas or 
broadcast on television in Africa. This act is best described as 
“going to see oneself in another man’s museum”.  In another 
instance, most established cinema houses are found closed down 
for witnessing constant low patronage and not having enough films 
to show to the few audience members who visit the cinema houses. 
As a result, this has turned the few surviving cinema houses to 
religious worship centers and venues for social events giving way 
to people to stay more at home instead of going to the cinema to 
watch films made with celluloid.  

Although the film medium has failed to take root in Africa 
due to several reasons, video has flourished. An inexpensive, 
widely available, and easy to use technology for the production, 
duplication, and distribution of movies and other media content, 
video, has radically transformed the African cultural landscape. In 
its most consequential manifestation, video has allowed video 
makers in Ghana and Nigeria, individuals who in most cases are 
detached from official cultural institutions and working outside the 
purview of the state, to create a tremendously popular, commercial 
cinema for audiences in Africa and abroad: feature “films” made 
on video. Freedom from the requirements of cultural and economic 
capital imposed by the film medium, ordinary Ghanaians and 
Nigerians started making and exhibiting their own productions in 
the late 1980s.  

In Ghana for instance, the tremendous success of William 
Akuffo’sZinabu(1987), a full-length feature shot with a VHS home 
video camera, sparked what those working in the Ghanaian video 
industry call “the video boom.” Local audiences, who had been 
watching scratched and faded foreign films for years, responded to 
Akuffo’s video movie with enormous enthusiasm. They crowded 
into the Globe Theatre in Accra for weeks to watch the video on 
the large screen. In a few years, film projectors in all of the major 
film theaters were replaced with video projection systems and 
hundreds of privately owned video centers, of various sizes and  



331 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  322 
structural integrity, sprung up throughout the country to meet the 
growing demand for video viewing. Within ten years of the first 
local video production in 1987, as many as four videos in English 
were being released in Ghana each month, and over twenty years 
later, in 2009, Ghanaian movies appeared at the rate of 
approximately six per week, one in English and five in Akan, a 
Ghanaian language spoken across the country (Garritano, 2014).  

Although, Ghanaian film industry which later became 
Ghallywood had it rosy in the beginning with the collection of 
nationalists and film professionals who took turns to build the 
foundation of film in Ghana before and after independence. But the 
influx of mainly amateur, from the late 1980s to date, whose 
motive was profit rather than using the medium as a tool for 
national, social and cultural emancipation, further complicated the 
concept of film for development within the Ghanaian context.  
In the case of Nigeria for instance, what is today christened as 
Nollywood started from the pioneer effort of Yoruba film makers. 
Although we have some scholars who recognize Living in Bondage 
produced in 1992 by Kenneth Nnebue as the first video film in 
Nigeria. Adeoti (2014) asserts that AladeAromire had earlier 
produced a video film in 1986 titled Ekun and as such Kenneth 
Nnebue cannot be said to be the first video film produced in 
Nigeria. What can be deduced from the argument above is to assert 
the pioneer effort of Yoruba film makers.  

The Yoruba travelling theatre remains the nucleus of the 
development of cinematic culture in Nigeria. Practitioners of this 
theatrical practice move from one village to another, from one 
town to another. Having established the culture of touring 
performances, Hubert Ogunde made a landmark by resigning his 
appointment as a policeman and later established himself as a full 
fledge theatre practitioner.  Along this period, there were other 
theatre practitioners that joined the terrain of travelling theatre. 
They include JimohAliu, OyinAdejobi, IsolaOgunsola 
andDuroLadipo (Ogunbiyi 1981, Adedeji and Hyginus,1998). With 
the introduction of television station in Western Nigeria, the 
WNTV, the theatre practitioners of this era grabbed the opportunity 
of this new medium. The television medium began to deplete the 
theatre show of its patronage. Having a better understanding of this  
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impending danger, the best practitioners of this era took solace in 
the much more glamorous audio-visual medium.  

In some academic quarters, the introduction of video films 
was traced to the period of the oil boom. During this period, the 
price of oil radically increased in the stock market. This led to an 
increase in the revenue which was generated by Nigerian oil. The 
salaries of workers were reviewed upwards by commended 
committees. The increase was termed the “Udoji Award”. The 
working class was given fat wages and allowances, because of the 
excess disposable income and workers started acquiring properties. 
A lot acquired electrical and electronics goods such as radio sets, 
refrigerators, televisions. Many made extra effort to purchase video 
sets, because it was a new product then, but the cost was a bit high 
and only few people could afford it. As time went on, there was an 
increase in types and makers. This caused a reduction in the cost 
and brought it within the reach of the working class. Ownership of 
a video set is a sign of “arrival” among the young and the educated 
and nearly every home in the cities sought to own one (Okome and 
Haynes.1995; Ekwuazi 1991; Balogun, 1987 and Ogazie, 
2009).While in another quarter it is believed that the early theatre 
practitioners who went into film encountered economic challenges 
in the production of motion picture films mainly because of the 
introduction of government’s policy on Structural Adjustment 
Programme (SAP). This problem made them shift their attention 
from producing celluloid films to video film production which has 
less financial burden than the former, because they could not stop 
doing what they know how to do best. As a result, an alternative 
was found in home video production and since then it has become 
a household name in the Nigerian film industry. Not minding 
which origin is true, one important thing is the fact that home video 
in Nigeria could be described as a child of circumstance which was 
birthed as a result of Nigerian economic situation. At a glance, it 
can be said that to understand African cinema is to interrogate 
issues of ideology, narrative, aesthetics, the economics of 
ownership and the role or social value of the cinematic product. 
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Concept of womanhood debasement in Africa 
Images of women occupy a central place in Nollywood and 
Ghallywood home videos and its scholarship. This is not because 
this discourse has remained an area that public analysts, 
commentators, feminist activists and academics have examined, 
but more because the misrepresentation of women’s role in the 
society in general has become increasingly prominent in the 
thematic concerns of contemporary home video producers. Some 
home video producers view women’s body as sex symbol through 
which their video films can record high patronage. To some critics, 
the misrepresentation of women in African films, especially in 
Nollywood and Ghallywood, should be blamed on the patriarchal 
structure of the society. 
The portrayal of pornography has taken a new dimension in this 
contemporary age. The media is a veritable means through which 
the woman figure has been denigrated in recent times. In order to 
please the gaze of male viewers/readers of the mass media, 
producers, most especially male producers, find the portrayal of 
women’s sexuality in a degrading manner as a selling point of their 
products. (Films and Videos) 

In African traditional oral performances, for instance, it is 
only during performance that the oral artiste has the license to 
discuss sex openly. Though the Yoruba people for instance frown 
at the open display of sex, it usually features in the performances 
of traditional oral artistes who have the license to say such things 
during their performances. According to Okediji (1991) 

The male genitals are called okó, the female 
are òbò, while the buttocks are called ìdí. 
People, however, do not feel free to mention 
okó and òbò in public, because the genitals 
are not regarded as play things or common 
place objects. The genitals are, therefore, 
euphemistically called ìdí, the name for the 
buttocks, but the context of the usage still 
indicates if reference is made to the genitals 
and not the buttocks. Mention of the real 
names of the genitals in public is regarded as  
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loose talk, permitted only among the very 
old and careless characters. 

The representations of women in popular culture as opined 
by Adeleye-Fayemi (2008) are a direct reflection of how they are 
perceived in the society. It is important to note that both the 
producers/controllers of technology play vital roles in the 
representation of women in popular arts such as home videos. This 
important function is carried out while entertainment is on the way. 
It must also be noted that entertainment provides the context within 
which home videos can easily be understood, experienced and 
enjoyed. In fact, film producers inject their messages with 
entertainment and it is only the thinking audience who can unravel 
the mysteries embedded in films. Adeleye-Fayemi (2008) opines 
that “… the use of sex broadens the commercial space of 
producers. Through their sex stories, it is noted the male film 
producers utilize the inordinate amount of space they have to 
titillate and excite the imagination of their audiences. Apart from 
this, they also find legitimatisation in doing so” (emphasis ours). 
The use of sexual imageries in African (Ghallywood and 
Nollywood) video/films especially those produced by male film 
producers, help producers gain much popularity in the society.  
This reality clearly highlights the relationship that exists between 
films and depiction of women as sex symbols.  

In a study which examines how Nigerians especially the 
women audience interpret the representation of their gender in 
Nigerian Home Videos, Adesina (2010) opines that “the 
representations of women in Nigerian films appear to be subtle 
images that negotiate and create “normal” gender identity for 
women as inferior subjects and as “immoral” people that are 
morally corrupt”.  According to him, women are mostly 
represented as inferior subjects when compared with their male 
counterparts. The most striking and revealing part of the issue is 
the attitude of male viewers to these films. It is believed that most 
men do not see anything wrong with the films, but on the contrary 
they see the films as didactic, as a means of stimulating women to 
change their ways of life.” 
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In another development, Kwenda (2007) asserts that the 

most over used themes in African cinematographic narrative is the 
portrayal of women as witches. Although the images of women as 
witches also exist in both Nigerian and Ghanaian home video films 
but whenever it is compared in relation to that of men, it is always 
in the lowest proportion. Concerning the images of women as 
mother-in-law in films, Kwenda (2007) comments that the 
“mother-in-law in the video films may bewitch her daughter-in-
law by causing her barrenness so that her husband would leave 
her”. The way women are portrayed in Nigerian and Ghanaian 
home videos, therefore, calls for a serious attention in the sense 
that there needs to be a review of roles towards positive portrayal 
of women.In the world of advertisement, women are also used as 
sex objects in order to catch the attention of the audience to a 
product. The woman’s body is often used as a target through which 
the message in the advertisement gets to the audience especially 
the male audience. To corroborate this, Akpabio and Oguntona 
(2005) assert that “the advertising world probably because it is 
mostly dominated by the men folk appears to be perpetuating the 
same stereotypes that have elicited the questioning of the status 
quo in the use of language.” It has also been observed that women 
are also collaborators in this act. In a similar manner, Okunna 
(2012) submits that “men still produce an overwhelming majority 
of the messages in the mass media”. Most of the times, in 
advertisement, women’s photographs are used as mere decorations 
in advertisements even when the advert does not have anything to 
do with them. 

Hip hop music videos have also been used as an avenue for 
the flagrant display of women as sex symbols. They are displayed 
as dancers partially or completely showing sensitive parts of their 
bodies. This is achieved through the help of the camera. The 
camera is used to zoom in on cleavages and gyrating hips of 
women especially young ladies who most especially do it for 
monetary gain. It is in this sense that Oikelome (2013) opines that 
Nigerian hip hop music for instance is an avenue for the flagrant 
display of women as sex symbols. This is done in order to promote 
the status and enhance the commercial strength of the musician. 
He traces the misrepresentation of women in Nigerian hip – hop  
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music scene to the influences of American music culture. 
Generally, this is applicable to African hip – hop music wherein 
these musicians want to behave or portray themselves as 
internationally recognized artists. 

Ibie (2002) while examining the effects of colonialism on 
Nigeria’s cultural production asserts that “imperialism, on the 
cultural front, is about relationships, the unequal exchange of 
cultural products and the super-imposition of an imperial over a 
dependent value”. By the virtue of colonialism and assimilation of 
foreign values, people in the ex-colonies, such as Nigeria, are now 
products of cultural hybridisation. Women’s role in the foreign 
programmes as shown on local television stations gradually fires 
the impetus for media producers to re-create such roles in their 
own production. Ibie (2002) captures the situation thus: 

Women columns in newspapers and 
magazines contain feature articled from 
foreign sources and which celebrate issues 
that range from achievement to sex. 
Elements of Western values are to be found 
even in analyses by female writers who 
sometimes find it fashionable to use foreign 
celebrities as models for their audience. 
Apart from that, musicals featuring known 
female sex symbols and other major actors 
on American and European television are 
always on air. 

         Even the local celebrities used in advertising their products 
are usually dressed provocatively in sexy wears. The pressure on 
musicians to market their products for public acceptance has 
brought about a re-conceptualisation of the goal of music in the 
society. Therefore, musicians are “torn between the need to be 
socially responsible and to remain financially solvent.” Fashion 
and entertainment are now the two major components of 
contemporary songs. African proverbs also constitute one of the 
means through which gender stereotypes are constituted and 
perpetuated. In Africa’s oral tradition, proverbs are the most 
commonly used means through which values, norms and 
knowledge are transmitted from one generation to the other. To  
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understand a proverb, one must have the basic knowledge of how 
language operates in the society. According to Hussein (2004) 
“African proverbs perpetuate gender legacies and ideology; they 
associate maleness with respect, firmness or strength, while 
associating femaleness with meekness, indignity inconsistency and 
powerlessness.” Proverb is a means through which the notion of 
maleness and femaleness is developed. Usually, men use proverbs 
to legitimise their control over women. The following Oromo 
proverbs clearly illustrate women’s portraiture as sex objects: 

1. A woman carrying a vagina would ask to 
be sexed, that the vagina is her own, but it 
causes trouble, the (real owner of the 
vagina) would be looked for.  

2. One cannot be afraid of the wide vagina 
because it cannot sex itself. 

The underlying assumption in these two proverbs is that 
women can at any time be used for the sexual gratification of men. 
Invariably it connotes that women cannot do without men. From 
the above, it is clear from the discussions that the way women are 
been portrayed in the media particularly in African films/movies 
have generated a lot of arguments in so many quarters without an 
adequate solution.   

Whenever anyone picks up a video to watch either at home 
or in the office, one will be welcomed by a montage written as 
“rated PG”. One may however wonder if the audiences of these 
films are restricted in the real sense of the matter. In this era of 
internet age, there are no restrictions as to whether the audiences of 
these films can be restricted. Every now and then, home videos 
laced with sexual imageries can easily be downloaded from the 
internet. 
 
Analysis 
In Hot Sex, a Ghallywood movie, sexual imageries take a frontline 
in the movie pictures. The movie is rated PG 18+. This means 
children below 18 years of age are not expected to watch this film. 
From the title, one would have suggested that the film is totally  



338 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  329 
 
based on pornographic contents. This title is one that attracts the 
youths. Youths are usually fascinated to anything that has sexual 
imagery in abundance. As such, this movie in question here is 
based on the subject of a love that is lost between two couples. 
Jerry and Linda live together as husband and wife. Jerry is a 
working class who is so full of his job. He nearly has the time for 
his wife. In other words, he fails to fulfill the sexual needs of his 
wife. Thus, his wife finds sexual fulfillment with the driver who is 
always available to satisfy her sexual needs. In the other way 
around, Jerry also engages in an illicit affair with their house help. 
He uses this as a counter reaction against his wife he caught in the 
act. The other couple got separated on the basis that they do not 
understand each other. In this movie, foreplay and sexual 
intercourse are given vivid visual display.  
Such scenes last for three to four minutes, especially the sexual 
encounters between the driver and Linda, Tony and Linda and the 
one between Jerry and their House maids. The camera is also used 
to zoom in on the scenes that deal with sexual intercourse. Erotic 
language is also used in the movie to capture the sex. Examples are 
“I give a good fuck”, “I fuck him” and “Let’s make love”. This 
type of language is capable of corrupting young minds in the 
society. Also, in terms of language, moaning during sexual 
intercourse is also given prominence in this film.  

In Lagos Housewives, a Nollywood movie, we are 
confronted with women whose husbands travel abroad in search of 
greener pastures. These women are left in Nigeria to take care of 
their children. For this set of women to satisfy their sexual pleasure 
denied them by husbands who have travelled abroad, they engage 
in lesbianism. These house wives establish a sisterhood where they 
pick themselves one by one. Their slogan is “Lagos Housewives, 
we make it happen”. Mike approximately went to the village to 
pick a wife because he could not trust his properties with city girls. 
Nora and her partner engage in lesbianism because their husbands 
are not in town. Nora then advises her lesbian partner not to get 
pregnant again for her husband. Nora notes that Tony, her husband 
is her “ATM machine, bank, withdrawal slip, and Cheque book”. 
Thus, after giving Tony, her husband, a son, she does not care any 
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longer. She therefore advises her lesbian partner to follow suit. In 
this film, lesbian acts are given prominent display in such a way 
that the scenes last for about two to three minutes. Romantic scenes 
between two lesbian partners are also given prominence. Films like 
this give the audience, especially the youths; the idea of what it 
takes to be a lesbian and does not augur well when morality is 
concerned. 

In I am a Virgin, a Nollywood movie, Johnny does not 
believe in pre-marital sex and therefore wants to stay a virgin till 
his wedding day. This is contrary to the popular belief that women 
are the ones who have to stay as a virgin till their wedding night. 
Tina who is a fiancée to Johnny never believed in this moral 
sanctity. She continues to pester Johnny but all to no avail. 
However, she is ready to continue with the relationship as long as 
Johnny is sponsoring her education in the university. Wilson, 
Johnny’s brother takes interest in Tina. He deceived Tina by giving 
her false information that his brother is impotent because he had 
contacted a sexually transmitted disease. Wilson later takes her to a 
hotel where they both had fun. She later got pregnant along the 
way and was sent packing. Johnny later got married to another 
woman. The scene in which there was vivid display of sex was 
given prominence in the play. This is also unhealthy for the 
audience, especially the young minds. 

In Bait of Doom a Nollywood/Ghallywoodmovie, Sophia 
(Mercy Johnson) was in love with Raymond because of his riches. 
Raymond gave a testimony in church that he won a huge contract 
which will fetch him several millions of naira. Sophia, a member 
of the church, sought out ways to connect Raymond which she 
actually achieved at the end of the day. She was employed as a 
secretary in Raymond’s company. This gives her an ample 
opportunity to seduce Raymond. This she did by seductively 
opening up her breast. Raymond eventually succumbed and he was 
doomed for it. Seductive wears dominate this movie. This is one of 
the avenues through which the audience learns fashion. In this 
contemporary age, we are daily confronted with all kinds of dress 
culture among youths which practically gives room for the display 
of their breast and other seductive parts of their body. 
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Conclusion  
There is no doubt in the fact that the producers of 
Nollywood/Ghallywood movies have gone a step further to portray 
women as sex symbols in most of their films. This is inimical to 
the positive projection of African women to the outside world. 
Though this set of films is always tagged with parental guidance, 
no strict guidelines have been followed in pursuance of this claim. 
The development of technology has also aggravated the means 
through which the audience can get access to these films. As such, 
the society is in the danger of promoting all forms of immorality. 
In this regard, the Nigerian Video Film Censor Board needs to take 
a decisive step in combating this menace.  
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An Examination of the Festival Motif in Femi Osofisan’s 
Morountodun 
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Abstract 
This article examines the African traditional theatre which is 
interwoven into the daily life of the African. It affirms that festival 
theatre flourished in Africa in the distant past and has become the 
bedrock of modern theatrical productions on the African continent.  
The opulent and robust performance ethos of traditional theatre has 
continued to provide resources for contemporary African 
dramatists. It is in this context that we closely look at how Femi 
Osofisan assertively leans on the aesthetic apparatus of the African 
traditional theatre to create Morountodun. In Morountodun, the 
rich elements of the traditional theatre are used as motif(s) to create 
a vintage and delightful play, which is very aesthetic and 
scintillating, yet possesses a strong and radical socialist message.  
 
Keywords: Festival motif, Morountodun, Dance, Music, 
Traditional theatre, Femi Osofisan   
Introduction 
Ruth Finnegan describes drama as the enactment or representation 
through actors who imitate persons and events (500). To her, it also 
involves other elements such as linguistic content, plot character, 
specialized scenery, music, and dance. Drama has been severally 
described as a potent tool in the remodeling of behaviour and a 
revolution of human psychology and mentality. Aliu opines that 
drama seeks to apprehend the truth of the universe and catch the 
decisive phase of social development in an immediate, spontaneous 
and effective manner in a way that the novel and poem cannot (6). 
The development of drama and theatre in Nigeria and indeed  
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Africa has taken a very interesting turn. As a result of the political 
climate it found itself, African theatre developed quite uniquely 
distinct forms from those in the western world. Theatre has 
developed along the socio-political experiences of the Africans, 
trudging the pre-colonial, colonial and the post-colonial eras in 
Africa. Many westerners believe that theatre did not exist in Africa 
in the pre-colonial era of the continent; because Africa had little 
performance that resembled the theatrical forms they knew. This is 
very erroneous and demonstrates a display of little knowledge of 
what theatre entails. A robust and a rich theatrical practice and 
tradition had existed and is still existing in Africa. 
 Before the coming of the colonial masters, the African 
continent was teeming with performance activities in forms of 
ceremonies, festivals, religious rites, oral storytelling and various 
kinds of celebrations, all interwoven into the daily life of the 
African (Brockett 568). The African is a very expressive and 
religious person, who believes in the interference of the gods in the 
daily ‘reality’ of the people. This has been a controlling impulse 
that gives impetus to celebration of many kinds and a ritualistic 
and devotional lifestyle, as a way of appeasing the gods of the land. 
 Ruth Finnegan tries to discuss the existence of drama in 
Africa in ancient times. According to her, the masquerade, which 
thrives throughout Africa, contains elements of drama which lay 
great emphasis on costume, music, dancing with little or no 
linguistic content and sometimes a rudimentary plot (501). This 
makes the focus of African traditional drama distinct from modern 
European drama. The emphasis is on music and dancing which 
overshadow all other aspects of the drama. A good example of this 
kind of performance is the Egugun of the Yoruba and the Igue of 
the Benin. 
 
The Traditional African Theatre 
The average African is very religious and very superstitious. It is  
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an inborn star that guides his or her path through life. He or she 
believes in the existence, superiority and superintendence of the 
spiritual realm over the physical. To the traditional African, we are 
in the hands of the gods as grasshoppers are in the hands of wanton 
boys. The gods control every aspect of life and existence. So to live 
a normal, happy and fruitful life, one must seek the favour, the 
intervention and the benign nature of the gods and the ancestors. It 
is religion, more than anything else, which colours their 
understanding of the universe and their empirical participation in 
that universe, making life a profoundly religious phenomenon 
(Mbiti 262). lyeh and Aluede add that: 

Religion permeates deeply into the fabric of the 
African’s earthly life and is in all facets of their 
life and endeavours. Africans are religious 
people who go everywhere with their religion, 
hence, they are always in touch with their gods. 
Africans communicate individually and 
collectively with their gods, and this accounts 
for why ritual and ceremonies pervade the 
rhythm of life in African traditional settings. 
Such rituals, ceremonies are observed both 
individually and collectively. When such 
ceremonies and rituals are observed collectively 
by a people at a set time of the year, it is called a 
festival. (86) 
 
From the foregoing, it is clear that festivals, the major and 

the most opulent kind of theatres in Africa are undergirded by 
utilitarian purpose. In accordance with their subconscious drives of 
communicating, interacting and liaising with the supernatural 
world, and propitiating the gods, African peoples birthed diverse 
kind of festivals according to their diverse needs. Life is complex 
and so are the seasons and cycles of life. The complex nature of 
life and the impulse to seek supernatural intervention is clearly 
manifested in the various festivals taking place at various times of 
the year and at various locations on the continent. Ekwueme paid 
tribute to the spectacular aspect of festivity in Africa when she  
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describes it as: a celebration of a feast or an event that features 
music, dance, theatre masquerades, and many others usually 
organized in the same venue once in a year…to commemorate 
community events in the society (158). Issuing from this, we could 
say that the concept of festival in Africa entails events, activities, 
ceremonies put together by a people in commemoration, 
acknowledgement and celebration of blessings, favour, and 
goodwill hitherto enjoyed. It is also an avenue to negotiate and 
request for more favour, grace, protection from God almighty and 
the gods and ancestors of the land. 
 It must be understood here that festivals are only 
commemorated amidst heavy cultural spectacles, ritualistic 
observance and lavish social entertainment. Art, therefore, 
constitutes the focal points of festival in Africa. It is a union of 
cultural, religious and artistic expressions. During festivals, the 
community deploys its best in artistic expression. It becomes an 
exhibition of artistic talents through drama, music, dancing, 
costume design, decorative and other creative arts. African 
festivals are a fusion of the religious/ritual and entertainment/arts. 
No festival can exist without music and dance in Africa. Music and 
dance set the mood and tempo of activities during the ceremonies. 
In fact, a typical African festival is dominated by artistic display 
and expression. In this regard, Okafor affirms that: 

The myriad traditional festivals in the 
traditional calendars of the various ethnic 
groups in Nigeria are virtually all associated 
with music, dance drama, the arts, and of 
course the culinary arts. In a way, it could be 
said that since music and dance is the 
hallmark of every traditional festival, then 
every traditional festival is also a festival of 
traditional music and dance. (4) 

Agreeing with this Vidal believes that music plays a lot of function 
in a festival, including providing signal and announcement 
(publicity); the role in the procession and outing which subsumes  
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the evocative functions; the panegyric and historical function; the 
satirical and the entertainment function and so on (27). Music 
begins and ends every festival in Africa. It sets the space and 
character of the festival. Akpabot believes strongly that African 
gods are music loving, manifesting themselves in situations in 
which ritual activities at festivals are performed. It is through their 
human mediums that the gods come down to participate in the 
ceremony (87). He believes that the gods and spirit demand an 
atmosphere physically elevated and ionized above human 
frequencies to become frenzied with men and women (Akpabot 
87). In the same vein,  Ehiwario contends that folk music is the 
prime agency through which the bond between the living and gods 
and ancestors is articulated, reaffirmed and reviewed. During and 
after satisfactory offering and sacrifices if you remove the 
functional presence of folk music from the organization of festival, 
there would be neither atmosphere nor mood for a community 
involvement (65).  

Arguably, music and dance constitute the heart of any 
festival. It is like the soup with which pounded yam is swallowed. 
Without music and dance in any festival, the flavour, the effect and 
the objective of such a ceremony cannot be achieved. Ehiwario 
noted further that: 

Music is the festival itself because music 
describes the mood (sad or joy) of the vehicle of 
communication. It is music that announces the 
beginning and end of the festival... the success 
of any festival is evaluated by the amount of 
music and dance employed in the celebration, 
such music type moves, evokes, expresses, and 
inspires the people to action either in the 
Entertainment sector or in the ritual or worship 
performance. (65) 
A true application of the features of festival in a drama is 

clearly seen in Morountodun. The play Morountodun is based on 
the history and myth of Moremi, an Ile-Ife heroine, who saves her 
people from the incessant attacks of the lgbo marauders in ancient 
Ile-Ife. She tactfully infiltrates their camp by deliberately allowing 
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the lgbos to capture her as one of their victims against the 
passionate pleas of her best friend, Niniola and her husband, 
Oronmiyan. She undertakes this brave act in order to uncover the 
magic of the lgbo warriors. The Moremi myth is superimposed on 
the Nigerian Agbekoya uprising of 1969 in Oyo State, in which 
poor farmers who were docile and peace-loving revolted against 
the exploitation and oppression of the ruling class. The uprising 
starts with the refusal to pay tax (either overrated or overtaxed 
depending on the context of usage) in the face of hunger, poverty 
and deprivation.The people take up arms to fight against the 
government. Baba, Marshal, Bogunde and others are characters 
epitomize the farmers’ collective will to protest. They also 
represent the downtrodden that rise against the bourgeoisie. They 
fight to overthrow the pinnacle of capitalism with brute force 
which is eloquently represented by Alhaja Kabirat and others. 
Although, Titubi, the wayward daughter of AIhaja Kabirat agrees 
to serve as a police informant for the protection of her bourgeois 
class she allows herself to be taken to the camp of the revolters in 
order to learn their secret and expose the head of the group. 
However, in trying to achieve this objective, Titubi undergoes a 
radical transformation. She is transformed into a position of 
affirming a bond and solidarity with the peasants in their revolt 
against tyranny of the government. She comes face to face with 
their sufferings, pains, deprivations, and oppression which fuel the 
spirit of revolution in them. This radical transformation is 
contrasted with the ancient Moremi legend whose mission was to 
protect her race from her bourgeois status. Titubi starts like 
Moremi, but through the process of reorientation and 
indoctrination, she undergoes a radical change to denounce what 
Moremi stood for: 

Titubi:.. I knew I had to kill the ghost of 
Moremi in my belly, I am not Moremi! 
Moremi served the state.... the state was the 
spirit of the ruling class. 

 Titubi’s level of awareness and change represent the 
socialist spirit, which makes her to commit class suicide. She  
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comes to the realization that the peasants are pursuing a just and 
egalitarian cause. She joins forces with them and becomes the 
epitome of their struggle. This drastic turn of Titubi leads to 
negotiation for peace and equity between the two opposing camps. 
Osofisan uses the festival motif to realize the theme of 
Morountodun. He combines verisimilitude with the cinematic 
device of flashback in presenting the Moremi ancient myth. The 
festival technique of narrating Morountodun inspired the copious 
and eloquent use of dance and music as akin with festivity in 
Africa. 
The Festival Motif in Morountodun 
Music and dance are used in Morountodun to achieve the play’s 
radical and revolutionary objective. The fabrics of the play are 
built on the festival motif of the Yoruba people of Western 
Nigeria. It provided the legitimate platform for the abundant and 
creative use of music and dance in the play. In Morountodun, 
music and dance are skillfully employed to create a rich cultural 
atmosphere, flavour and festive mood. They serve as intermissions 
between scenes; they are used to comment on the actions of the 
play and involve the audience emotionally; they are used to 
achieve aesthetics, spectacle and to enhance the play’s visual and 
aural qualities and significance. 
 The festival motif is used to achieve the radical objective 
of Morountodun. It imbues the play with the cultural, communal 
and festive atmosphere associated with African societies. Festivals 
in African communities provide occasions for unity, merriment 
and joyous celebration amidst singing, dancing and drumming. The 
play draws its roots from the Moremi myth of Ile-Ife. The 
Yorubas, like most traditional Africans, are well known for the 
veneration of their gods, resulting in a myriad of festival and 
ceremonies. These activities are motivated and given momentum 
by music and dance. The cultural, communal and festive nature of 
the Yorubas, are eloquently expressed in the variety of songs, 
dance and festive air in Morountodun. In the play, people come 
face to face with war music and dance, music and dance of 
celebration, of protest, or of work and of the celebration of love, 
life and history. 
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Titubi: ... If I offer you cash now... you won’t 
dance for me.... Dance, Ijimere! Dance for me! 
(She starts the rousing song again, and her 
followers join again and again clearly 
intoxicated now...). 

 This incident which occurred in the first scene between 
Titubi, her crowd and the director is reminiscent of a typical 
energy filled ceremony in Yorubaland. Scene seven opens with a 
war song, setting the mood of antagonism: (...simultaneously, a 
war song fills the air in sudden violent upwelling...). Scene fifteen 
presents a group of women (peasants) in the stream washing. 
Afterwards, they play and joke in solidarity and finally the 
atmosphere changes to that of war. The capricious nature of this 
scene is well captured in the five songs weaved into it. It opens 
thus: (...Dancing silhouette celebrate harvest and gradually 
disappear... The peasant women again by the stream side. They 
have finished their washing.... Now they are relaxing, singing, 
washing their feet in the stream....). When Marshall and Bogunde 
appear in the scene - they are playfully prevented from seeing 
Titubi. As they sing: (she flees behind another woman who also 
runs till finally they form a circle by linking hands and dancing 
round Titubi, so that she is still inaccessible to Bogunde. They 
improvise a short song). 
 In professing his unending love for Titubi, Marshall 
presents her with costly beads and names her Morountodun! The 
ceremony is skillfully presented thus: 
 

Marshal:... I name her Morountodnun! 
(Ovation! The women begin to sing the praise 
Song: ‘Morountodun eja Oson! They beat out 
the rhythm on their hands and feet. Marshal 
Drinks from the gourd and hands, it to 
Titubi... Kokondi sings a love song. The dance 
and Merriment are at a peak when Baba 
enters…) 

The scene climaxes in Marshal’s resolve to fight to finish along 
with his peasant warriors. The mood swings and modulating  
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tempo of the play are achieved through song and dance: (Marshal: l 
Kokoundi! Kick me awake! Let me have a song of fire to rouse my 
spirit! (Kokondi starts a war song which they all pick up). The rich 
communal life style of the African, the deep spiritual union with 
music and dance and extravagant display of cultural splendour is 
well captured in the play through music and song. It is worthy of 
note that all the songs in Morountodun save two are rendered in 
Yoruba. This gives the play a sophisticated traditional and cultural 
Yoruba flavour which is to be savoured. Music and song also 
function as intermission work songs between scenes. Their brisk 
nature is meant to aid the set changes. An example is in scene one 
where Titubi volunteers to assist the superintendent in infiltrating 
the camp of the peasants: (...Meanwhile on stage, the actors 
rearrange the furniture of their dressing area, singing a prison 
work song. The set now approximates to a prison cell. They salute 
the officer with the mock song of prisoners). Also, the song ‘lyawo 
nfo so’ at the stream side scene is used for intermission between 
the stream side scene and the Deputy Superintendent’s office. 

Most of the scenes begin and end with one song or the other 
and sometimes endure throughout the scene. This is a calculated 
technique to set the mood, tempo and climate of the play and 
ensure a connection with the audience. They also help to heighten 
dramatic effect and to engender audience involvement and 
participation. This way, the audience can better appreciate the 
views being presented in the play. The music and dance in 
Morountodun are utilized effectively to comment on the action on 
stage. In the eighth scene, the director celebrates the spirit of 
courage, revolt and revolution in Moremi and by extension all 
those who dare the consequences and react against exploitation. 
 

Hail Moremi! The huge sacrifice that wards 
off death.The big offering that prevents 
diseases. O! like the Ikoyi, you fearlessly 
faced battle.   Moremi! You dared death to 
bring peace to the World. You braved war 
that Ile-Ife might be peaceful. No kind deed  
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is ever forgotten. Moremi has become a 
deity (worshipped yearly) Moremi is like the 
sun, You shine so brightly. 

As well, the songs are injected in such a way so as to lessen 
the audience’ resistance to the political message being espoused. 
The image of fruitfulness expressed in the song of the harvest in 
scene eight symbolizes the metamorphosis of the seed from death 
to regeneration and then bounteous harvest. This imagistic 
expression predicts the positive outcome of every resistance 
against evil which is symbolized by Moremi and Titubi’s 
adventure. The festival motif in Morountodun adds to the quality 
and aesthetic significance of the whole play. The music and dance 
create beauty, entertainment and direction which are some of the 
paramount reasons why anyone would visit the theatre. The 
cultural and traditional atmospheres created by their performance 
make the play a spectacle to behold, giving extravagant visual and 
aural pleasures. In the lush atmosphere of music and dance, the 
audience loosens up and swallows willingly the bitter socialist 
ideologies which Osofisan intends to pass to the unsuspecting 
audience.  

Morountodun is laced with local songs, music and dance 
steps projecting the Nigerian culture and the consciousness of 
negritude. This style must be embraced by stakeholders if we must 
salvage our culture, values, and identity from extinction. Extinction 
is possible if we do not consciously preserve and historicize our 
culture via a delightful agency such as the theatre. We must capture 
and transmit our cultural idiosyncrasies in our theatre, just as 
Osofisan has succeeded in doing in Morountodun. Because of the 
passion and energy of the festival motif contained in the play, it 
possesses participatory qualities that evoke responses from the 
audience. This technique pulls from the audience that yearning to 
participate. The songs evoke responses from the audience, who 
either, shake their heads or tap their feet or make unconscious 
movement or even sing along. This participatory style of 
Morountodun should be emulated and practiced by younger 
Nigerian playwrights and theatre makers. After all, the objective of  
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the theatre is not passitivity but correlative responses and purgation 
of emotions. This participatory technique will only make drama 
more accessible to the people and more potent in effecting the 
desired change that the society deeply needs. 

 
Conclusion 
Aiwodiya has aptly described Osofisan as an intellectually versatile 
artist (80). This is consequent upon the robust emotional, 
ideological and aesthetic quality of his dramaturgy. Osofisan has 
artistically applied the total theatre technique to lend a provocative 
and evocative mien to Morountodun. His effective use of the 
theatre motif in Morountodun makes the work a master piece and a 
delight to behold. In his desire to thrill his audience, Osofisan has 
embarked on a tireless odyssey of adventure and experimentation 
which have resulted in such quintessential and vintage work as 
Morountodun. Dramatists in Nigeria and Africa should borrow a 
leaf from this Nigerian theatre virtuoso in order to make African 
theatre more prolific and scintillating. Morountodun is not a static 
mirror of society, but rather an instrument that provokes the 
audience to action. In it, Osofisan delicately and consciously 
connects the audience to history by using familiar mythical 
artefacts in the ancient Ile-Ife heroine, Moremi and the Agbekoya 
uprising of 1969 in Oyo State, Nigeria, which has come to 
represent the symbol of revolution and the will of the people to 
enforce good and egalitarian governance by any means necessary. 
When Osofisan artistically envelopes these monuments in the 
atmosphere of music, dance and the festive energy to create 
Morountodun, he creates a blend of myth, fact and artistic prowess, 
one that Nigerians and indeed Africans can easily and clearly 
identity with and thus is absorbed in the theatrical world of 
Osofisan and his radical ideology. Other playwrights and theatre 
practitioners must borrow from this tireless passion to infuse 
creativity and novelty into the theatre. The beauty of the theatre 
must be summoned to correct the moral decadence and spiritual 
banalities of contemporary African leaders. 
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The Language of Satire in Nigerian Politics: A Study of the 
Syntactic Parameters in Wale Okediran’s Tenants of the House 
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Abstract 
In every society, language serves as the means of human 
communication and interaction for establishing and maintaining 
social relationships. Language is the literary and linguistic tool 
which literary artists deploy for the conveyance of their individual 
artistic visions and sensibilities in literature. Political corruption is 
the major cause of the socio-political problems in Nigeria. The 
contemporary Nigerian literary artists deploy the language of satire 
as a means of exposing the socio-political problems responsible for 
poverty and underdevelopment in Nigeria. Moreover, they advance 
the measures to proffer lasting solutions to the socio-political 
problems, in order to usher in growth and development. Nigerian 
political leaders are exploitative and corrupt. They are not only 
exploiting Nigerians, but have plunged them into abject poverty 
and hardship through corrupt practices and bad governance. Unlike 
what obtains in many developed countries, politics in Nigeria like 
in most African countries is characterized by corrupt practices due 
to avarice and greed associated with political leadership. 
Employing content analysis, this article examines Wale Okediran’s 
satirical use of the language of politics in Tenants of the House for 
aesthetic as well as communicative purposes.  
 
Keywords: Language, Nigerian politics, Satire, Wale Okediran, 
Corruption, Tenants of the House 

 
Introduction 
Generally, literary artists deploy language as a literary tool to 
convey their artistic visions in literature. The artists draw upon  
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their personal experiences in the society to reflect the lives of the 
people in their literary works through language. Osunkentan 
affirms that literature is the window, through which the writer 
projects into the totality of human experiences (313). There is, 
therefore, a close and complex relationship between literature, 
language and society. Every writer deploys language resources in a 
manner that his or her messages are best conveyed. In this regard, 
Widdowson claims that there is always a struggle by the creative 
writer to devise language patterns that will convey his or her 
individual artistic vision (15). Syntax involves the way words are 
arranged in sentences and every language has its way of word 
ordering. Chomsky defines syntax ‘’as the study of the principles 
and processes by which sentences are constructed in particular 
languages’’ (1). A writer utilizes syntax in fashioning out his or her 
works according to his or her message.  

Satirical language is a literary tool through which literary 
artists expose and condemn the vices in the society aimed at 
correction and engendering positive changes, for a better society 
and development. Adeoti and Elegbeleye assert that satire is an 
acceptable expression of anxiety felt by the satirist at the encounter 
of deviation from norms and a means of coping with it (310). The 
contemporary Nigerian artists such as Wale Okediran, Joseph 
Edoki, Bamdele Thomas, Chimamanda Adichie, among others, 
employ the language of satire in literature, to address the socio-
political problems in Nigeria. They advance suggestions aimed at 
proffering solutions to the problems in order to promote growth 
and development in the country. This accounts for the relevance of 
literature and the literary artists to every society. 

 This article examines how Wale Okediran deploys the 
language of political discourse replete with political features 
satirically in Tenants of the House to expose political corruption 
and the atrocities of Nigerian political leaders. In many of his 
literary works, Okediran mirrors and exposes the ills in the 
different areas of the Nigerian society. As a former member of the 
House of Representatives in Nigeria between 2003 and 2007, he 
portrays in Tenants of the House, the vices in Nigerian politics 
based on his personal experiences. The major thematic 
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preoccupations of Tenants of the House are corruption in politics, 
tenure prolongation, greed, betrayal, deception, retributive justice 
and political awareness. Wale Okediran displays a linguistic and 
stylistic craftsmanship in his various texts, matching different 
situations with appropriate language codes to convey his artistic 
visions. In Tenants of the House, the novel under study, he deploys 
the language of politics which is specifically for political discourse. 
It is characterized by peculiar features subsuming propaganda, 
persuasion, as well as deception structured to X-ray the Nigerian 
political system. The ability of a writer to deploy appropriate 
linguistic features to convey his or her artistic visions in literary 
texts makes him or her good writer. Therefore, the need for 
appropriateness in language use to serve different purposes in texts 
cannot be over emphasized. This gives credence to the assertion of 
David Crystal and David Derek that there are appropriate linguistic 
‘manners’ for the different types of situations in which language is 
used (4).  

Tenants of the House is about Nigerian politics generally 
regarded as a ‘’dirty game’’. In the text, Okediran paints an ugly 
picture of Nigerian politics which is characterized by diverse forms 
of corrupt practices all of which are inimical to the progress of 
democracy and the development of the country.  No wonder then 
that Nigeria, formerly acclaimed ‘’The Giant of Africa’’ has 
nothing to show for its acclaimed greatness. Okediran exposes and 
ridicules the corrupt Nigerian political leaders, the perpetuators of 
political vices, corruption and bad governance. Since the novel 
satirizes the ills in Nigerian politics and advances suggestions on 
the way forward, it can possibly prick the consciences of political 
leaders in Nigeria in particular and African corrupt politicians in 
general, thereby salvaging African politics. Moreover, as a 
linguistic approach to the study of a literary text, this article would 
serve as a springboard for further studies in the linguistic analysis 
of African literary texts.   

A Syntactic Analysis of Tenants of the House 
Although, the language of a literary text is studied at the 
graphological, phonological, syntactic and lexico-semantic levels, 
this article is limited to the study of the significant syntactic  
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features in the text and their artistic functions. Halliday asserts that 
syntax ‘’weaves into a single fabric the different threads of 
meaning that derive from the variety of linguistic functions’’ (346). 
It forms the root of the novelist’s creative productions. We begin 
the study of the language of political discourse in the novel under 
study with the analysis of the functional sentence types deployed 
by Okediran to convey his artistic visions. In the course of this 
discussion, the characteristic features of the language of politics, 
and how they are deployed to convey meanings and messages are 
highlighted and explicated. This study hinges on the Neo Firthian 
systemic model of grammar for its analysis.  

Functional Sentence Types  
 
Declarative Sentences  
Quirk sees a declarative sentence as a sentence with a compulsory 
subject preceding a verb (386). Declarative sentences are deployed 
to convey information. Below are some instances where Okediran 
deploys declarative sentences in the text for communicative 
purposes.      

 The road here was hard. To get my 
nomination confirmed at the constituency 
level had been a fierce struggle. I had to cough 
up half my annual income for the nomination 
but it was not enough. (3-4) 

  Elizabeth had told me what to do to win 
future elections. “Fertilizer,” she whispered 
to me urgently... Hugh! Loads of fertilizer 
is what you North need. Money, money, 
money is the fertilizer of politics. Sam, 
don’t be a small boy... ‘’How many Reps 
make it back? Only two out of ten. Sam, 
Sam, Sam, and how many times did I call 
you? You want to make it back? 
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The sentences above are a few instances of Okediran’s 

deployment of declarative sentences, which serve communicative 
functions to convey his artistic visions in the novel.  He vividly 
paints an ugly picture of the Nigerian political system, exposing 
and ridiculing the corrupt Nigerian political leaders and their 
nefarious activities. With the declarative sentence in samples 1 and 
2, the author portrays the role money plays in Nigerian politics. To 
get nominated at the primaries or elected into any political position 
at the constituencies or the various levels of government in Nigeria 
requires huge sums of money. Therefore, only the rich can afford 
political positions. For instance, in extract 1, Hon. Samalu 
representing Kaduna State  in the Federal House of Representatives 
states that he has to pay the sum of half a million naira, to get his 
nomination confirmed at the constituency level. Moreover, votes 
are cast for the highest bidders during elections. The implication is 
that such political leaders who spend so much money during 
elections are bound to recover their money by all means when they 
eventually occupy political positions. They resort to looting the 
treasury and siphoning public funds and constituency allowances to 
the detriment of the citizens. The consequences of this trend are 
inimical to growth and development of any society, and must be 
checked.  

 The irony of the place of money in Nigerian politics is that 
the patriotic Nigerians with the interest of the country at heart, who 
would have performed well in government for the growth and 
development of the nation, are denied the opportunity to occupy 
political positions. The reason is that they cannot afford to buy 
their way through financially. In Nigeria, political leaders do not 
play politics to serve the people, but for the selfish interest of 
amassing wealth. That is why they are never committed to the 
people.  The implication of the corrupt practices in government is 
that Nigeria has remained underdeveloped and the people are 
subjected to poverty and hardship. In X-raying the Nigerian 
politics, Okediran portrays the neglect of the rule of law and due 
process in taking important decisions on issues of national interest. 
He condemns in totality the incessant impeachments of political 
leaders in Nigeria without concrete evidence and due process. He 
lampoons the corrupt leaders who conspire to impeach others,  
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especially those of the opposition parties. As prevalent in Nigerian 
politics from experiences over the years, the corrupt leaders plant 
their stooges in important political positions for their selfish 
interests. Cases abound in Nigeria where Presidents, Governors 
and even Local Government Chairmen influence appointments into 
positions. The few members of the opposition parties who occupy 
important positions are subjected to victimization. In the novel, 
President Oneya, the Nigerian President tries to plant a stooge that 
he can manipulate as the Speaker of the House of representative, in 
order to actualize his nefarious activities in office. To achieve his 
aim, he conspires with some dubious members of the House such 
as Hons. Winike, Elizabeth, Kasali among others, as conveyed in 
the declarative constructions below. 

While some members such as Hon. Kasali 
suggested that we could go ahead and fabricate 
some ‘’sins’’ against the Speaker, Hon. Winike 
observed that the    term found guilty of acts 
inimical to the interest of the House in the 
constitutional provision for the impeachment was 
enough cover for us. (41) 

She told me, “we have flushed out Yaya. It’s just a 
matter of time. His replacement” ...is this handsome 
man. He will take care of us.’’ There are powerful 
forces behind us. The President, Sam, The President 
is behind us.’’ (10- 11) 

However, I reminded the meeting that we had no 
concrete evidence against the speaker to warrant his 
impeachment. ‘’Don’t forget that that Section 5 
subsections (1) and (3) of the constitution is clear 
on the conditions that must be met before a speaker 
can be impeached.’‘ (40) 

House in extract 3, they are bent on impeaching Speaker Yaya. In 
these excerpts, Okediran ridicules Nigerian corrupt leaders, and 
clearly paints a clear picture of Nigerian politics generally regarded  
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as a dirty game.  However, he calls on Nigerians to rise up and 
resist any corrupt government and all forms of oppression, 
deploying persuasion, and an important feature of the language of 
politics put into use in the excerpts below. The Deputy Speaker 
manipulates and convinces the demonstrators, especially the youths 
invited to demonstrate against the impeachment plan. He highlights 
the reasons why the President’s attempt to impeach the duly 
elected Speaker should be resisted at all cost saying: 

...what we are witnessing in our own 
parliament is of great concern   to  all. We 
call ourselves giants of Africa but what we 
are doing to ourselves in the name of 
democracy is, to say the least degrading. The 
tragedy of it all is that our President, who is 
supposed to be an impartial umpire in the 
whole situation, has chosen to take sides. 
(104-105) 

 ... This is in pursuit of his selfish interests.’’ 
The President has personally taken over the 
attempt to sack the speaker illegally. This is 
where you come in. You are now the only 
people who can save the country from 
ignominious descent into chaos and 
instability. You alone can lead the country in 
the march to the promise land of peace and 
prosperity. Ladies and gentlemen, your finest 
hour has come. You dare not fail, the whole 
world is watching and Nigeria is waiting... 
(106) 

In above samples, the deputy Speaker deploys persuasive 
language in his speech. He manipulates, convinces and moves into 
action the demonstrators, especially the youths invited to 
demonstrate against the impeachment plan against the duly elected 
Speaker. Highlighting the reasons why the President’s selfish plan 
must be resisted at all cost, he succeeds in inciting them against the  
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President and his cohorts. In these excerpt, the author encourages 
Nigerian youths, emphasizing the fact that as the leaders of 
tomorrow they should stand up to their responsibilities, and resist 
any acts capable of disrupting Nigerian democracy. Moreover, he 
admonishes Nigerian political leaders to give democracy a chance 
to survive for the interest of the general public and national 
development.    

Deploying declarative sentences with their informative and 
assertive functions, Okediran also exemplifies how the language of 
politics can be put to manipulative use by politicians. We observe 
this in President Oneya’s speeches in the excerpts below. The 
author deploys this to portray deception, characteristic of Nigerian 
politics and the corrupt leaders. Let us examine the following 
excerpts.   

You see, many people are blind to the fact 
that our democracy is...is...like a premature 
baby. It needs intensive care, incubation, 
nurturing .(68) 

...For a strong democracy ...continuity is 
the word... Rather than change the     
current government, the position of many 
Nigerians is that, we good people should 
continue the good works for a good four 
more years. We shall be in office for 
another four years. (139) 

In these samples, President Oneya deceitfully and 
indirectly introduces to the Speaker his plan to remain in office for 
additional four year tenure as the President of the country. He tries 
to convince the Speaker of the need for the continuity of his 
administration since according him it would give him the 
opportunity to execute his party’s manifesto. In this extract, the 
author utilizes the informative nature of the declarative 
constructions to ridicule and condemn the corrupt Nigerian 
leaders, and portray their deceitful, greedy and avaricious 
characters. The President’s reason for the proposed tenure  
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prolongation is deceitful. It is only an attempt to further enrich 
himself and his cohorts; there is no guarantee that the programmes 
his administration could not execute in his two tenures in office 
would be executed within an additional tenure.  The President 
further ridicules himself in the following extract, saying: 

... I also want you to know, my dear 
Speaker that we shall all be beneficiaries of 
the continuity agenda if it sails through 
(139-140) 

In this excerpt, Okediran depicts the desire of African 
leaders to plant themselves as life Presidents in office to 
continually amass wealth. This is an ugly trend in Nigerian/African 
politics, borne out of greed and materialism that must be addressed 
and eradicated to move democracy forward. 

Moreover, the author exposes and condemns in the novel 
under investigation the atrocities in Nigerian Houses of Assembly, 
the Federal House of Representatives and the Senate where 
corruption, deception, betrayal and lies are prevalent. For instance, 
the Speaker confirms the acts of deception and lies in Nigerian 
politics when he asserts that there is no truth in Nigerian politics, 
but only compromise. This is in response to Hon. Samuel Bakura’s 
question whether he wants to know the truth about the tenure 
prolongation Bill. Acts of deceit abound in Nigerian politics. For 
instance, during campaigns prior to elections into the different 
political positions, Nigerian politicians make lots of promises to 
the electorates whose hopes they dashed as soon as they occupy 
political positions, because such promises are never fulfilled. 
Rather, the citizens are plunged into more problems by the same 
political leaders they vote into political position due to the greed 
and corruption prevalent in Nigerian politics. Little wonder then 
that the country has remained underdeveloped despite the 
abundance of petroleum, the most valuable mineral that has led to 
the development of other oil producing countries of the world.  
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   However, Okediran expresses hope in African democracy 
in the text deploying declarative sentences. He commends the 
efforts of the patriotic legislators in the Houses of Assembly, 
Representatives and the Senate, especially Hon.Samalu for their 
patriotism. Hon. Samalu gives the idea of passing a bill geared 
towards resolving the incessant perennial conflicts between the 
Kachia farmers and the Fulani cattle rearers in Northern Nigeria. 
Despite the people’s loss of faith in the deceitful and corrupt 
political leaders, and initial suspicion of Hon. Bakura’s motives as 
stated in the excerpt below, they become excited by Hon. Samalu’s 
patriotic gesture. In the words of Hon. Bakura:   

The Fulanis surveyed me warily, answered my 
questioned tersely and held their bodies rigidly. 
They saw me as a stranger and wondered at my 
motives. But, when my colleague, Hon. Baba 
Muhammed, a Fulani, came and talked to them, 
they warm to me. They thanked me for the 
sponsorship of a bill to put an end to their clashes 
with the farmers.  The meeting was an eye-
opener. I had not guessed the Fulani was so hard 
done by. They were a people beset with troubles 
and oppressed by the authorities.  Little wonder 
they so aggressive. (150) 

The farmers, elated that their dire plight had 
finally come to the fore hunter of legislative 
activity, promised to attend the event in large 
number. (141) 

It is important to state here that the initiative of Hon. 
Samalu is a step in the right direction towards proffering solutions 
to the nagging problem of perennial conflicts in Northern Nigeria, 
and ushering in lasting peace in the area. This idea is very 
necessary considering the losses that Nigeria has incurred in terms 
of lives and properties in Northern Nigeria over the years, due to 
such conflicts. With declarative structures, Okediran does not only 
commend the patriotic law legislator, but encourages other African  
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politicians to emulate his patriotic gesture, rather than seeing 
political positions as avenues of amassing wealth. The author also 
reiterates the need for the political leaders to pay regular visits to 
the people at the grass root. Such visits will give them 
opportunities to be acquainted with the needs of, and the problems 
confronting the people in order to alleviate their sufferings. 

The Interrogative sentences 
The author also deploys interrogative sentences, which Jayanthi 
Murthy opines are sentences used for asking questions (76). 
Okediran advocates peace and condemns acts capable of causing 
chaos in the society in Tenants of the House. Below are instances 
of the author’s use of interrogative sentences to stress the need for 
peace in the novel.     

1. Do you want the country on fire? (167)  

2. What will our people say when they hear you have given 
their right on a platter of friendship to a President who does 
not really like you and but for God’s mercies would have 
thrown you off the Speaker’s chair? 

Samuel, are you really a politician? Have you forgotten the saying, 
No permanent friendship, only permanent interests?  Let me tell 
you, it is a truism. (167) 

3.   What? I thought; A gun here? (1) 

4.   Lizzy, ah, ah! Why? The speaker is your friend. Why do 
you want him out? I don’t get it. (10).  

In sample 1, Hon. Bakura expresses his anger at the Speaker 
for his support of President Oneya tenure prolongation plan, and 
reiterates betrayal as a feature of African politics in excerpt 4. In 
Nigeria, there are cases where close friends and relatives become  
enemies due to their different political interests. They betray one 
another irrespective of their close relationships as depicted above. 
For example, in sample 4, Hon. Samalu expresses his surprise with 
an interrogative sentence due to Lizzy’s involvement in the plan to  
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impeach Hon. Yaya, the Speaker. He wonders why Lizzy, a friend 
of the Speaker could conspire with the dubious legislators to 
impeach him. Asked the reason for the betrayal of a friend, Lizzy 
reiterates the fact that there is no permanent friend in politics, but 
permanent interest saying: Samuel, are you really a politician? 
Have you forgotten the saying, No permanent friendship, only 
permanent interests? (167) 

In his attempt to proffer solutions to Nigeria’s political 
problems in the novel, Okediran condemns and discourages tenure 
prolongation, which has posed serious threats to peace in African 
countries in general. The interrogative sentence below has been 
made by the Speaker in his attempt to discourage President Oneya 
from the idea of constitutional amendment designed to prolong his 
tenure in office. This is because of the strong oppositions such 
move would generate, especially from the Northerners to whom the 
Presidency is zoned. The Speaker enumerates the problems and the 
resistance that tenure prolongation would generate, especially from 
the press and Northerners who are bound to resist the move should 
the Bill be passed saying: They will launch maximum battle 
against any force, movement, personality or amendment that want 
to deny them their Presidency. They will not agree. They will stir 
up things. They will work up a storm (141). Similarly, the authorial 
voice declares: 

The media attacked the third- term agenda in their editorial 
after editorial. 

Cartoonists had a field day satirizing the agenda and 
columnists saw no merit whatsoever in it. (192) 
 

But due to his greed, President Oneya ignores all warnings, 
and he justifies his plan for tenure prolongation when in an attempt 
to convince the legislators to support him, he says: 
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All over Africa, our leaders are very much 
aware of the urgent need of continuity. This 
is why, in Uganda and Algeria, Presidents 
Yoweri Muuseveni and Abdelaziz Bouteflica 
respectively were able to get their third-term 
tenure. In nearby Niger, the President is 
currently organizing mass rallies in all the p 
rovinces of the country to support the 
constitutional change which will give him his 
third term in office. (179)  

In above extract, Okediran portrays tenure prolongation as 
a serious threat to the democratic process and peace. He conveys 
the various problems associated with attempts at tenure 
prolongation by African leaders, Due to such attempts in the past, 
Sudan and Egypt among other African countries had been plunged 
into endless wars, which claimed precious lives and properties. 

Bribery and corruption are features of Nigerian politics, 
which the author condemns in totality. As earlier stated in this 
study, Nigerian politicians are so greedy, avaricious and money 
conscious that they involve themselves in terrible acts to amass 
wealth. This accounts for the sudden change of the corrupt 
legislators of the House of Representative in support of the 
constitutional amendment Bill initiated by President Oneya for his 
selfish interest. Even the Speaker who strongly opposes the 
President’s plan turns around over night to champion the same 
cause that he has earlier opposed. The gift of money President 
Oneya promises the Speaker and other corrupt legislators is 
responsible for their sudden change and support for his tenure 
prolongation plan. The Speaker himself confirms this when he says 
to Hon. Bakura who expresses shock at his sudden change towards 
President Oneya’s plan: Now, as the Tenure Prolongation Bill sails 
through, it’s honey for us all.We shall all smile (167). 

To justify his sudden change and support for the President 
despite his earlier attempt to impeach him, the Speaker says to 
Hon. Bakura: Samuel, are you really a politician? Have you 
forgotten the saying, No permanent friendship, only permanent 
interests (167). Another sensitive issue that poses threat to peace in    
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Nigeria, which Okediran satirizes in the text deploying rhetorical 
questions, is political violence. Here, rhetorical questions function 
as emphatic declaratives even though structurally they are wh- 
questions that require no responses. Generally in Nigerian politics, 
incessant cases abound where legislators who engaged in heated 
debates while sitting in political chambers resort to physical 
combats, the use of guns and other dangerous weapons. These 
often result in serious injuries and sometimes deaths in extreme 
cases. In the extracts below, the author expresses Honourable 
Samalu’s surprise on discovering a gun in Hon. Elizabeth Bello’s 
handbag in the camber of the Federal House of Representatives. 
Asked by Samalu whether she had had any occasion to use the gun, 
she responds also in a rhetorical question aggressively asking:  
“What the...what kind of question is that? Am I a bumbling starter? 
You think that I am a newcomer in politics like you?’’(3). 
Expressing the need for her possession of a gun in the chamber of 
the Federal House of Representatives, Hon. Elizabeth emphasizes 
saying:  “Hear this, and hear it well. To kill is a crime: to kill at the 
right time is politics’’ (3). In these samples, the author emphasizes 
the seriousness of political violence among Nigerian politicians 
and condemns it in its entirety.  

 In the text under study, Okediran also portrays cowardice and 
eye service as features of Nigerian politics as conveyed in the 
example below. As Hon. Bakura reluctantly honours the invitation 
by his State Governor, Alhaji Salusi Muhammed, the Governor 
seizes the opportunity to persuade him to support the President’s 
tenure prolongation Bill against his conscience. He confesses to 
Hon. Bakura that he is in supports of the Bill, not because he likes 
it, but to avoid victimization, since some Governors that are 
opposed to the Bill have been severely dealt with as depicted in the 
sample below. 

...I am sure you know what has been 
happening to some of my Governor 
colleagues who openly criticize the Bill?... 
You know, in politics, self-preservation is 
the first rule, so we need to safeguard our 
jobs first...In addition, Honorable, it is a  
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good opportunity to make a tidy half a 
million dollars. Think of what that kind of 
money will do for you. So, my brother, even 
though you don’t belong to our party, I 
advise that you to support this Bill. In fact, 
your bag of money is in my office across the 
lawn. Once you sign for the Bill, you can go 
home with the money.  (246) 

From the sample above, the Governor’s effort at persuading 
Hon. Bakura to support President Oneya is informed by his desire 
to retain his position as a Governor and his materialism. In this 
extract, Okediran lampoons African politicians who sell their 
consciences for positions and material gains. It is important to state 
here that Okediran does not only capture materialism in African 
politics, but portrays the poor image of African political leaders. 
Similarly, the author utilizes a rhetorical question to reiterate the 
poor image of Nigerian political leaders, referring to them as 
dangerous and unreliable characters as captured in the excerpt 
below. Batejo and Hon. Bakura fall in love and decide to get 
married. But Batejo’s declaration of her love for, and intention to 
marry Hon. Samuel Batura, a politician, earns her the wrath of her 
elder sister who asks: ...this fellow is also a politician, those 
dangerous and unreliable characters? (239). She rebukes Batejo for 
ever contemplating marriage to a politician, referring to politicians 
as dangerous and unreliable characters. Batejo’s sister’s violent 
reaction is informed by the poor image of, and general impression 
about politicians in the society. 

Exclamatory Sentences  
Exclamatory sentences are used to express feelings of surprise, 
joy, shock and excitement among others. Below is an example of 
the author’s use of this functional sentence type. 

You fool, you idiot, you brainless fool, you 
fell into a trap; now I am done for!’’ was all 
President Oneya could say as he stared at the 
television screen. (306)    
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In above sample, the author reiterates the biblical fact that 

everyone is rewarded according to his or her works. In the extract, 
President Oneya heaps insults on Senator Smollet as he watches 
him on the network news offering bribe to the legislators on his 
behalf, an action that spells the President’s final doom. Moreover, 
the newscaster has also announced the addition of the offence of 
perverting justice to President Oneya’s long list of impeachable 
offences. Senator Smollet who has been running the illegal errands 
for the corrupt President is also humiliated. With the use of the 
exclamatory sentence in this excerpt, the author ridicules the 
corrupt President and his cohort, Senator Smollet, to public 
disgrace and humiliation at the end of the novel. This is aimed at 
discouraging other political leaders from corrupt practices. 

Imperative Sentences 
Okediran utilizes imperative sentences, which are deployed to give 
orders or commands in the text. Below are few examples of the 
author’s deployment of imperative sentences as a stylistic strategy.' 

When Beatrice saw the gun, she let out an ear 
splitting. ‘’Put that thing away! ‘’she 
shouted. (305) 

You fool, you idiot, you brainless fool, you 
fell into a trap; now I am done for! was all 
president Oneya could say as he stared at the 
television screen.(306) 

In the imperative constructions above, Okediran also conveys 
the theme of retributive justice. Despite the huge sum of money 
President Oneya has spent bribing the legislators to vote against 
the motion for his impeachment, they disappoint him due to the 
bad image he has given to Nigeria with his tenure prolongation 
Bill. Humiliated and devastated, the President attempts suicide 
with a gun. In sentence 1 above, his wife, Beatrice, orders him to 
put away his gun as he attempts to shoot himself. The author 
makes President Oneya to reap the fruits of his corrupt practices in 
this extract.  
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Tenses 
This is a term used in grammar to indicate the time of an action or 
event (Murthy Dakshina 151). In a language, tenses are of three 
major classes, namely, the present, past and future tenses. Below 
are examples of Wale Okediran’s deployment of the different 
types of tenses in the text under investigation. 

Present Tense: the present tense is used to indicate 
actions which take place at present as exemplified 
below: 

Regrettably, seven years later, these expectations are 
far from being met. Corruption remains entrenched 
and endemic. (252) 

With the recently opened chapter in the political history in 
Nigeria and the swearing in of President Ambrose Oneya as the 
Nigerian President, as presented in the novel, Nigerians are 
hopeful for a better future. They expect uninterrupted power 
supply, improved and accessible healthcare system, improved 
infrastructure, job opportunities, security of lives and properties 
and quality education at all levels. But the corrupt political leaders 
dash their hopes because seven years later, none of their 
expectations has been met. Instead, the people are subjected to 
worse conditions due to the corruption that has remained 
entrenched in Nigeria. For instance, the roads and railway are now 
in worse condition, education has gone out of the reach of the 
people, and Nigerian Universities are poorly funded. Moreover, 
there is mass termination of employment, high cost of petroleum 
products and inflation generally. All these are consequent upon the 
corruption of President Oneya’s administration, which accounts for 
the strong opposition against the President’s tenure prolongation 
plan.  

Past Tense 

Dakshina opines that ‘’When a verb is used to show that an action 
was completed, it is known as past tense’’ (150). Okediran makes 
profuse use of sentences in the simple past tense in Tenants of the  
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House because it is the basic style of storytelling as the narrator 
recalls the event in the past, even though its present relevance is 
the focus of the narration.  We examine below some of the 
sentences in the past tense deployed for stylistic purposes. 

               Alhaji Musa Adamu, ardo Fulani, said ‘’ Allah be 
praised!’’(148) 

The Fulani Naborado spoke and spoke, 
pouring out their hearts in a litany of 
grievances. Their leader, the Seriki Fulani, 
Alhaji Adamu, expressed their anger and 
bitterness at what he considered their neglect 
by their elected leaders. His voice reached a 
high pitch. “All they wanted is our votes. 
Those Politicians. Vote for us! Have a good 
life! Vote for us! Milk and honey will flow! 
But once they are voted in, they become deaf 
and dumb to our plight...you wouldn’t even 
see them... only civil servants haunting us all 
over for cattle tax!...(150) 

The author deploys the exclamatory sentence in the past 
tense above to express the excitement of Alhaji Musa ardo, the 
Fulani leader on hearing that Hon. Samalu has sponsored a Bill to 
end their perennial clashes with the farmers. Moreover, the 
Honourable’s visit to their community gives the Fulanis an 
opportunity to put in writing, and send to the committee for public 
hearing in the House of Representatives, their grievances, 
demands, observations and recommendations. Okediran portrays 
the ill-treatment and injustice to which the Nigerian populace are 
subjected as a result of neglect and abandonment. Political 
promises are never fulfilled and public funds meant for public 
projects and programmes are diverted into the personal bank 
accounts of political leaders. The implication is that the same 
people who vote them into political positions face abject poverty 
and hardship. A Fulani leader narrates the bitter experiences and 
ill-treatment of his people by their political leaders who ought to  
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be their representatives and ‘’eyes’’ in government in the extract 
above.  

Future Tense 

The future tense is used to express future events as exemplified in 
following sentences.  

As he puts it, ‘’we shall follow due process 
because we want to ensure that Nigeria 
survives this crisis. Without due process, 
political conflict easily graduates to political 
warfare. (260) 

I will return the money, I said...you are 
joking Samuel, you can be killed.’’ I don’t 
care dying for my conviction, especially 
having realised that I have been misled all 
along. (62- 63)     

Despite the degree of moral decadence in politics, the 
author expresses hope in African politics. This is due to the fact 
that there are still some political leaders who exhibit exemplary 
qualities, and believe in following due process by upholding the 
democratic procedures established by the constitution, and the 
norms of equality, transparency and fair play. For instance, in 
sample 1 in the future tense, the Speaker and the Senate President 
promise to ensure that due process is strictly followed during the 
debate on the Constitutional Amendment Bill with the inclusion of 
the tenure Prolongation Bill championed by the President. That 
they stand their ground on the long run to ensure that the Bill is not 
passed is an indication of their patriotism.  

In the second excerpt, Okediran puts to stylistic use the 
informative nature of the declarative construction in the future 
tense, to emphasize the need for African leaders to shun corruption 
and embrace patriotism. In his discussion with the Hon. Speaker, 
Hon. Samalu realizes that he has been deceived into supporting the 
avaricious legislators sponsored by the President to impeach the  
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Speaker. Despite the threats from his friend, Hon. Elizabeth, he 
decides to return the bribe he had earlier collected in error, quit the  
corrupt group in support of the Speaker in his determination to 
move Nigerian democracy forward as declared in sample 2 above. 
His decision to quit the group of corrupt and materialistic 
legislators is borne out of his patriotism. Here, Okediran stresses 
the need for patriotism in politics to steer African democracy on 
the path of maturity and progress. 
 
Persuasive Language 
Another feature of political discourse put into use in the text under 
study is persuasion. In the sample below, the Deputy Speaker tries 
to manipulate and convince the demonstrators, especially the 
youths to stop the impeachment plan against the Speaker. He gives 
the reasons why they should resist the President’s attempt to 
impeach the duly elected Speaker at all cost saying: 
 

...what we are witnessing in our own parliament is 
of great concern to all. We  call ourselves giants of 
Africa but what we are doing to ourselves in the 
name of democracy is, to say the least degrading. 
The tragedy of it all is that our President, who is 
supposed to be an impartial umpire in the whole 
situation, has chosen to take sides. (104-105) 

The Deputy Speaker coughed slightly and 
continued. ‘’This is in pursuit of his selfish 
interests. The President has personally taken over 
the attempt to sack the speaker illegally. This is 
where you come in. You are now the only people 
who can save the country from ignominious descent 
into chaos and instability. You alone can lead the 
country in the march to the promise land of peace 
and prosperity. Ladies and gentlemen, your finest 
hour has come. You dare  not fail, the whole world 
is watching and Nigeria is waiting... (106) 
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In above samples, Okediran uses persuasive language to move the 
demonstrators into action. He also condemns the atrocities of 
Nigerian political leaders who plant their cohorts in important 
political positions for their selfish interests. Cases abound in 
Nigeria where Presidents, Governors and even Local Government 
Chairmen influence appointments into positions. The few members 
of the opposition parties who occupy positions are subjected to 
victimization. In the extract, the Deputy Speaker tries to 
manipulate and convince the demonstrators particularly the youths 
deploying persuasive language to incite them against the President. 
He advances the reasons why they should resist his attempt to 
impeach the duly elected Speaker of the House of Representatives. 
Moreover, the author encourages Nigerian youths, emphasizing the 
fact that as the leaders of tomorrow, they should stand up to their 
responsibility to resist any acts capable of disrupting Nigerian 
democracy.  

Conclusion 
This study has demonstrated that many contemporary Nigerian 
literary artists are preoccupied with issues bordering on the socio-
political problems in Nigeria, the consequences of political 
corruption in their works, with a view to proffer solutions to the 
problems for the growth and development of Nigeria. Wale 
Okediran, one of Nigeria’s prolific writers X-rays the Nigerian 
political system, ridicules and condemns the political leaders and 
their corrupt practices. He emphasizes the need for the leaders to 
be patriotic, shun corruption, and pursue people-oriented 
programmes and policies to promote the growth and development 
of the country. In doing this, Okediran deploys significant syntactic 
strategies, including functional sentence types and tenses, to 
satirically convey his artistic visions in the novel, Tenants of the 
House.  
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Abstract 
Gender study is a multi-disciplinary phenomenon just as gender 
imbalance and inequality cut across all facets of human life. The 
academic searchlight has beamed on gender studies in many 
aspects of human endeavours but with little or no attention on 
musical and administrative authority in the Christendom. Socio-
culturally, Nigeria is male-dominated and this situation plays itself 
out even in Christianity. The study looked closely at the activities 
of women in   Celestial Church of Christ (An African indigenous 
church), with a view to determining their involvement in music and 
music making leadership in the church. Data for the study is were 
collected through oral interview and participant observation. Key 
informants, drawn from selected church leaders, male and female 
choristers were interviewed. The findings revealed that the role of 
women in African culture as supporters of men rather than leaders 
also reflect in the activities of the Celestial Church of Christ. Only 
in exceptional cases are women (who demonstrate noticeable talent 
in singing) are allowed to lead praise songs. Men are always in 
charge of musical activities such as playing of musical instruments, 
choir and song leadership etc. It was noted that the cultural 
background and orientation of the churches and their leadership go 
a long way in determining the balance between culture and 
religion. 
Keywords: Women, Leadership, Musical authority, Independent 
church, CCC 
 
Introduction 
Christianity, was introduced to Africa by the early Missionaries 
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who also (as the founding fathers of the new religion), determined 
the mode of operation (including the music associated with the 
churches) at inception. With Christianity taking deep root in 
Africa, African worshippers felt the need to make Christianity 
more relevant to the culture of the land. This led to various 
doctrinal changes and variations in the way worshippers 
understand and worship God. While some churches are of the 
opinion that white garment should be worn before you can come 
before the Lord, some others feel different and express the opinion 
that one can wear anything convenient to the church, as God is 
only concerned with the mind. Some insist that women must 
always cover their head within the premises of the church while 
others think different and insist that head covering for women is a 
non-issue. Some churches forbid women from entering the church 
premises during their menstrual cycle and insist that women cannot 
conduct services in the church. Some churches simply discard all 
these and query the justification advanced by the churches who 
observe them. 

Historical and oral sources point to the vibrancy of music as 
an integral part of both traditional and orthodox religions in Africa. 
The functions of music include routine ritual as well as social 
function in traditional religion. It has been noted that much as the 
holy bible in Galatians 3:28, makes us believe that there is no 
discrimination in heaven and that both men and women will 
account for the role they play on earth in order to determine where 
they will spend eternity, there are disparities in the roles assigned 
to men and women in different culture areas of the World. In the 
Celestial Church of Christ, which is the main focus of this study, it 
has been discovered that women operate in the background 
because the church holds on to the portion of the bible, which 
arrogates leadership in all situations to men. This position tallies 
with the orientation and the African root of the church where 
leadership is traditionally reserved for the men and women are kept 
out of leadership roles where men are available. But as hinted 
earlier, there are pockets of instances exceptionally gifted ladies 
are allowed to lead singing when desired. 
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Gender Inequality Issues: The Yoruba Perspective 
The issue of gender and gender inequality is very sensitive among 
the Yoruba in western Nigeria in general and the handling of 
musical instruments in particular. Yoruba people believe that the 
woman is the vehicle through who we came to the world and that, 
care be taken in the way the woman and matters related to her are 
handled. This reflects in the various ways in which the concept of 
Iya (mother) is interpreted within the context of music and musical 
instruments in the daily living of the Yoruba people. The concept 
of abiyamoorun, who will never leave her offspring to suffer, is 
widely held on to by the people. There are also goddesses that are 
believed to be very strong and are worshipped too. The meaning 
given to the word, iya,among the Yoruba of Western Nigeria goes 
a long way in demonstrating that the concept is associated with 
respectable or fearful matters and can mean different things at 
different times, depending on the context or circumstance. Take for 
instance:  Iya (mother), Iya (witch) and Iya (my protector).   

In music, the mother drum (Iyailu) is revered as the most 
prominent instrument in ensemble groups. The Dundun, Bata and 
other traditional ensemble groups are led by the Iyailu as it plays 
the leading role, communicating and coordinating other drums and 
instruments in a bid to produce melodious and spectacular 
harmony. Iyailu, therefore, disseminates this spirit of unity and 
infuses it into the listening pleasure of all the hearers. Iyailu is a 
traditional lead-talking drum played uniquely by the Yoruba of 
West Africa.  Iyailu, literarily means a mother drum (a leader) in a 
talking drum ensemble. Iyailu is used to lead, instruct, encourage 
and support other drums in delivering and facilitating fun-filled 
and enriching cultural entertainment.  

The executive function of iyailu, apart from leading and 
prompting other drums in a performance, is its ability to 
communicate with the dancers, audience and the fellow drummers.  
The iyailu in any performance (through the player) often prompts 
and dictates the type of song to sing, dancing steps to take, tone 
and mood to display and actions to carry out in any given 
drumming performance.  Iyailu (mother drum) is the instrument 
that serves the purposes of improvisation and overall coordination  
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of musical performances for different occasions, both ritual and 
social.  
 
Gender and Gender Inequality  
The issue of gender inequality in every facet of the African society 
still remains a thorn in the flesh. Culturally, women are meant to 
operate in the background, supporting the male folk. Researchers 
and academics as noted in Bode Omojola’s (2009) “Songs of the 
King’s Wives: Women, Power and Performance in the Yoruba 
Public Sphere” have viewed the issue of gender discrimination 
from different directions and expressed their varied views on the 
need to offer women equal opportunity as their male counterpart. 
There is a common saying among the Yoruba that bi 
obinrinbafo’jubaoro, oro a gbe (the day a woman sees the oro cult, 
is the day she meets her waterloo). There are some traditional rites 
and masquerades that are not to be experienced or seen by any 
women. The ‘Oloolu’ masquerade in Ibadan, for instance, is 
notorious for the number of deaths recorded annually from issue of 
whether all women must go off the street or not during the yearly 
event. Oro festival is another cult that is associated with complete 
banishment of women from public appearance during cult outings.  
The woman is seen as the weaker sex and that she must not be 
exposed to danger.  
The Bible, Gender Equality and Women in Music 
The holy bible confirms the superiority of men over women. In a 
response to the issue of gender equality in the Christendom, 
Adetiran (2013), in an oral interview, opined that “The man was 
created by God while the woman was manufactured by man.” In 
the epistle of Paul to the Corinthians (II Corinthians, 11), Paul 
wrote: “But I want you to know that Christ is the head of every 
man, and the man is the head of every woman, and God is the head 
of Christ.” Much as the bible is silent on the position of women in 
music and music leadership in the church, there were references to 
a few instances where women were involved in musical activities 
in the church. One of such instances was the activity of Miriam 
(the sister of Moses) who functioned as somewhat worship leader 
(Exodus, 15: 20-21). 
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Male Levites were the ones who led services in the temple 

in the Old Testament (Numbers 8: 45-26; Chronicles 9: 33). Both 
Ecclesiastes 2:8 and 2 Chronicles 35:25 made reference to singing 
men and women. David appointed men who were skilled singers 
and used brass cymbals, harps, trumpets, and other instruments to 
accompany the singing from among the Levites (1 Chronicles 15: 
16-24). The Levites who led the music at the dedication of 
Solomon's temple were all men (1 Chronicles 5:12-13). When the 
temple was being rebuilt, the sons of the Levites were appointed to 
lead the music in the temple service (Ezra 3: 10; Nehemiah 
12:24). The documentation in the Old Testament shows that 
women were participating in, but not leading, the worship except 
for the single instance of the activity of Miriam mentioned earlier. 

The New Testament is silent on how women should 
function musically in worship. It does not document positive or 
negative record regarding female music ministers or worship 
leaders. Some people erroneously allude to the fact that a woman is 
not to teach or take authority over a man (1Timothy 2:12) as a 
prohibition against women leading men in worship. This text is 
better understood as focusing on the pastoral role of 
shepherding/teaching and not on other forms of leadership. Further, 
it is questionable whether leading worship involves any “authority” 
that would violate what is contained in 1Timothy 2:12. In what 
sense does a worship leader have authority over the worshippers? 
Could a woman lead with an instrument, but just not with her 
voice? Does not a woman playing piano/organ in some sense result 
in her “leading” the worship? 
On a generally note, it would seem that with the consistent pattern 
of male leadership in the church, it would be best for men to serve 
in the role of worship leader or music minister. In actual fact, there 
is no biblical injunction that forbids women from serving in the 
role. Many women are undeniably very gifted / skilled in worship, 
whether by voice or instrument. These gifts most definitely should 
not be ignored or neglected. 
Women in African Musical Tradition 
The question posed by Drewal (1992) in Omojola (2009) is very 
relevant and would serve as a good guide at this juncture.  
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According to the documentation, in order to move beyond a “social 
Darwinist” perspective on gender, it is necessary to ask whether 
“the construction of gender in African performances are always in 
fact asymmetrical and whether power always resides in the male 
half of that structure”. 

Sex and gender-related issues are often 
critical to the conception and organization of 
African musical ensembles. The intersection 
of gender and power in African societies 
often manifests itself vividly in bounded, 
formal performances. Drewal has observed 
for example that ‘there are more restrictions 
placed on women in performances organized 
by men than there seem to be in women’s 
performances’. Citing examples from Yoruba 
media art to further support this view, she 
explains that socially inscribed notions of 
gender are manifest both in the type of 
materials that men and women may work 
with as well as in the types of artistic 
formations those artists may create. For 
example, ‘while women work in clay, men 
specialize in wood, metal and beads’ 
(Drewal, 1992). 

Women in Africa are traditionally perceived as masters of 
the private domain, and   are often associated with informal and 
non-professional performances. The position above has also been 
noted by Mack (2004) in her discussion of Hausa Muslim women’s 
performances. She observed that although exceptionally gifted 
Hausa women in Kano may have the opportunity to perform in 
public spaces such as an emir’s palace, the practice of wife 
seclusion and the need for women to fulfil their responsibilities as 
mothers and wives in a predominantly Islamic environment often 
dictate that they perform mainly in private spaces located in the 
harems of their husbands and inside family compounds.  
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When one examines a comparative, though different 

situation that exists among the women of the KwaZulu iBandla 
lama Nazaretha (Nazareth Baptist Church), where, as Muller 
(1999) explains, “female performances, even within the context of 
a modern, syncretic religious organization, are restricted largely to 
the private homes of individuals and to meetings that are exclusive 
to women. There are tendencies and several examples that reflect a 
general tendency for African musical performances to be 
dominated by men at the professional and public sphere level. In 
many such situations women often complement male performances 
rather peripherally as creators of ululations and as cheerers.  

Handling of musical instruments are usually reserved for 
the men in Africa (though there are isolated cases of either full 
women ensemble as Omojola noted above), or established cases of 
men playing the musical instruments to accompany the women as 
they sing and dance. Omojola drew specific attention to cases that 
clearly show that men often dominate instrumental ensembles as 
reflected in some scholarly works (Euba, 1990; Agbekor, 2005; 
Sabar, 2007; Baakisimba, 2005). Nannyonga-Tamusuza (2005) 
narrating her experience with reference to Baakisimba, for 
example, claims that ‘roles ... were clearly distinguished; boys 
were restricted to drumming and girls controlled the dancing arena. 
Whenever I tried to “beat” the drums, my teachers outwardly told 
me “women do not beat the drums, they are dancers’. Reasoning 
along the same line as documented above, Ibekwe expresses that:     

Women are the birth-givers, as a result, 
musical practices around childbirth; weaning 
and other related activities are the sole 
responsibilities of women. Similarly, there 
are roles, which embody information or 
knowledge that men wish to possess or make 
exclusive to them. In such a situation, 
musical performances associated with such 
roles have some restrictions on women, 
which even extend to the use of some 
musical instruments. For instance, ritual,  
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cultic and esoteric affairs usually have male 
dominance and women are restricted from 
intruding or interfering (2009). 

 Idamoyibo (2008) and Omojola (2009) identify some 
isolated cases of women getting involved in beating the drums, 
though they both agreed that it is an aspect that is normally 
reserved for the male folk. Omojola (2009) further claims that 
female drummers, whose roles include setting the tempo and 
sustaining a pervading element of dance, do not belong to the 
traditional Yoruba drumming families. Their statuses as drummers 
thus challenges and deviates from the more conventional Yoruba 
belief that drummers must belong to endogamous hereditary 
drumming families known as ayan.  

In African tradition, the woman is also seen and treated as a 
weaker sex and she is given protection by her husband in every 
respect. There are restrictions in most African communities on the 
role women can play in musical ensemble. In as much as there are 
female performing groups led by women, men are in most cases 
given the responsibility of playing the musical instruments to 
accompany such performances. Idamoyibo in a study of musical 
activity of Okpe women of Nigeria observed that there are two 
Igoru female ensemble leaders. Idamoyibo (2008) confirmed that 
their ensembles comprise only female members (performers), but 
included male drummers for the reason that in Okpe women are 
not allowed to beat drums. The women in Okpe neither consider 
the restriction as a sort of evil, nor contend it, perhaps because they 
have deep understanding of its implications.  

Okafor (2005) also noted that in Igbo culture, there could 
be some discrimination in the musical instruments that women play 
in tradition. In his view, certain musical instruments are favourites 
of women performing groups in the Igbo culture (Okafor, 2005). 
He remarks that women do not play the flute (oja) and xylophone 
(ngedegwu), concluding that favourite instruments for Igbo women 
are those easy to play ones. It is, therefore, not strange to find 
women playing simple instruments such as the maracas in 
traditional musical performances. 
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Gender Issue in Musical Performance Discrimination 
Several reasons have been adduced for the possible gender 
discrimination against women in African culture. Idamoyibo 
(2008) identified protection of the women from risk and danger, 
etc., as some of the possible reasons why the role of women in 
general and participation in music in particular in most traditional 
African communities are limited. He specifically identified that: 
“In Okpe culture, all the dance genres such as ijurhi, egboto and 
akamagweare feminine. They are described as dances of young 
ladies. The involvement of few male performers in such groups 
may be only in the area of beating the musical instruments, with 
only two to four male dancers”. 
When our forefathers restricted women from being close or from 
participating in some rituals and ritual music, or from playing some 
musical instruments, it is not for evil but for protection. It is for the 
fact that women are specially created with certain spiritual powers 
to procreate and to defy.  

Thus, a woman’s touch in any form is capable of defying 
the potency of certain traditional medicine, particularly when she is 
in her period. Most musical-rituals that men perform are intended 
to protect the family and the entire community from danger. From 
the information gathered during fieldwork, it is probably because 
of the fact above that the Celestial Church of Christ does not allow 
women who are undergoing their menstrual cycle into any activity 
within the church premises (including musical activities such as 
choir practices and performances).   The sanctification process 
which precedes the re-admittance of female members into the 
church after their cycle takes place on the eighth day after she must 
have started the period. If the blood flows beyond seven days, three 
additional clear days must be given before she can come to the 
premises of the church for the sanctification process. 
 
Women in Leadership and Musical Authority in the Celestial 
Church of Christ 
The introduction of Christianity to Nigeria in 1842 has been traced 
to the arrival of freed slaves who agitated for the introduction of  
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the new religion they had contact with while they were in slavery 
(Omojola, 1995). With time, Africans felt the need to establish 
independent African churches. Since that first contact of Africans 
with Christian religion, the mode and means of reaching God 
through music have witnessed dramatic changes of unquantifiable 
magnitudes. The number and size of churches have grown 
phenomenally over the years. The music heard in such churches 
has also shifted from its purely unaccompanied style at the 
inception of Christian religion to accompanied music. All kinds of 
innovations have over the years, been introduced to accommodate 
the culture of the worshippers with a view to making Christianity, 
relevant to their cultural orientation. We, therefore, find shades of 
differences in the mode of worship, musical orientation, mode of 
dressing, hours spent in services and other related matters and 
allowances given to different gender and even language of 
worship.  

The Celestial Church of Christ (CCC), founded in 1947 is 
the main focus of this article. The choir of the church at the 
international and local levels have always been led by male 
members from inception except where no male member is 
available to lead the choir.  As shown below, though there is no 
difference between the overall choir attire referred to as the ‘cape’ 
worn by male and female members of the choir in the church. It is 
worthy of note that men are traditionally in charge of musical 
instrument playing and other leadership roles in the music and 
music making in the church.  

 
The Choristers in their Unisex Capes 
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It must be noted, however, that traditionally, music making 

in the West African region where the church started is usually 
“male’s business”. It is also worthy of note that musicians are 
identified as beggars (alagbe) in the culture. Musical performances 
were, therefore, reserved for the less privileged. Since the music of 
the CCC draws more on traditional and popular musical practices 
as identified by Adetiran (1987) who, looking into the origin of the 
music of the CCC, hinted that “all the elements of music in both 
the indigenous and orthodox churches seem to provide the 
foundation on which the musical system of the Celestial Church of 
Christ is built”. In his view, highlife music covers seventy-five 
percent of the CCC music. It is the opinion of Adetiran(1987) that 
“a large part of the music of the Celestial Church of Christ is 
rooted in highlife music” – a product of acculturation. According 
to Euba (1992), the Yoruba churches have become increasingly 
Africanized, giving birth to new denominations such as Cherubim 
and Seraphim, Christ Apostolic Church and Celestial Church of 
Christ. It is primarily among these new denominations that the 
definitive style of Yoruba church has been created.  

Furthermore, we observed that women have never had any 
chance as music leaders from inception of the CCC. Its 
headquarters has been led by different individuals at different 
times; the late Pastor Bada was the first choirmaster in the history 
of the church. With the growth of the church and difficulty in 
Bada’s combination of the choir work with the daily running of the 
church in Nigeria, the leadership of the choir was transferred to 
M.O. Are in 1964. Olu Ogunsanya assisted Are as a composer 
while he (Are) functioned as the choirmaster. Ebun Omobuwajo 
joined the choir in 1965 and became the bandmaster. In the year 
1966, Da Silva became the choirmaster and remained in charge, 
until the power tussle among the leading members of the choir 
erupted. The crisis led to the breaking of the choir into choirs I and 
II in 1975. Choir I was led by EbunOmobuwajo while choir II was 
led by Ogunname. The unhealthy rivalry continued until 1979, 
when senior evangelist Odeyemi took over the leadership of the 
choir. He combined his training, discipline and experience at the  
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Wesley College, Ibadan, with his exposure and training as a 
seasoned academic to revamp and re–position the choir.  

Odeyemi was in charge of the choir until 1984. It was 
during his tenure as the choirmaster that the national headquarters 
choir waxed the record entitled A bi Jesu siibujeeran, which was 
fully sponsored by Odeyemi and Justice Sogbetun. Only one 
thousand copies of the music produced were completely sold out. 
The glaring prudence in the management of the sales and the 
proceeds resulted in the utilization of the fund to buy a complete 
set of musical equipment and a bus for the choir. There has been no 
further reproduction of the record since then (in spite of the high 
demand for it and others that were waxed before it). Pirates have 
capitalized on this weakness to illegally reproduce and sell tapes of 
the record to the public. 

Before 1993, many of the instrumentalists that made up the 
Makoko national headquarters’ band enviable left for other 
churches in search of greener pastures.  Instrumentalists were, 
therefore, hired for unbelievable fees before another record was 
waxed in 1993. A popular lyric from the record is Sio (to you). 
While the church was contemplating on who could take over the 
leadership of the choir from senior evangelist Odeyemi, Papa 
Odelola, the erstwhile choirmaster of Yemetu parish, Ibadan, who 
was the choirmaster/composer and organist of the parish since 
1965, moved over to Lagos to start a full time church work. He 
was made the choirmaster in 1984 and remained in charge until 
1989 when he left. 

In 1990, the chairman of the parochial committee – 
Akinbobola - made senior evangelist Detrain the choirmaster. The 
choir members were not happy with the manner in which Detrain 
was brought in. They saw his appointment as an imposition. 
Therefore, though the capability of Detrain to effectively run the 
choir was not in doubt, the choristers refused to co-operate with 
him. He therefore left, after operating for about eight unsuccessful 
months. 
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Mr Adetiran – One Time Choir Master of Makoko Choir as 
well as The Director of Music CCC Central Choir in Action 

 
Taiwo Ogunyemi led the choir from 1990 to 1993. 

Arogundade led them from 1993 to 1995, Sunny Dedji from 1995 
to 1997, Michael Sanni 1998 to 2000. Steven Omopelemo (Bro-
Bro) was brought back to lead the choir from 2000 to 2003 while 
Peter Olasunkanmi has been in charge from 2004 till the date of 
collecting data for this research in 2005. Kehinde Ogunyemi Took 
charge from 2005 till 2008, PelemoBrobro was in charge from 
2008 till 2015; Kehinde Ogunyemi has since been in charge again 
from 2015 till 2017. The organist (organimos) of the church from 
1962 to 1974 was Karibi-Whyte. Kehinde Ogunyemi took over the 
organ playing in the church from Karibi-Whyte in 1974 and has 
steadfastly remained in charge till 2005. 
 
Further Discussion/Conclusion 
From the chronological description of leaders of music at the CCC 
above, it is clear that women have never been given any chance to 
lead the choir at the from inception till date. Looking at the 
lopsidedness in the role assigned to the male/female members in 
the church, attempt was made to determine the view of the women  
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to the situation. A questionnaire designed to evaluate the reaction 
of women to the second fiddle role they play in leadership position 
in the church and her activities revealed that: 

a. a very high percentage of the women in the church are of 
Yoruba descent; 

b. all the women interviewed agreed with, and see nothing 
strange in the secondary roles assigned to them in the 
church and its musical activities. The traditional view that 
women must submit to men captured in the popular 
saying, okonioloriaya (the man is the head of the family) 
is generally acceptable to the women; 

c. male domination, being the culturally approved practice 
in the area where the church is most deeply rooted is not 
seen as anything strange by the interviewees; 

d. leadership position for matters that concern women 
generally is  automatically ceded to the most senior 
person in order of approved ranking in the church ( 
determined by length of years of membership) ; and 

e. the men play both traditional and western musical 
instruments. An isolated case of a female saxophone 
player forming part of the ensemble was found at the 
Celestial Church of Christ, Lagos Central Parish, Osapa 
London, in Eti Osa local government area of Lagos State. 
The parish is an English speaking parish dominated by 
the elite. 

The culture and popular belief of a people determine whether a 
practice conforms to the norm of a people or not. What is seen as 
regular and approved practice in a community could be a sacrilege 
in another.  This study has clearly revealed the dominance of 
African culture in some practices in the Celestial Church of Christ. 
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Development, Underdevelopment and Poverty: A Linguistic 
Study of Joseph Edoki’s 

The African Dream 
 

*Grace I. OMO-OJUGO 
 

Abstract 
Historically, European countries: Britain, France, Germany, 
Portugal, among others, partitioned Africa at the Berlin Conference 
of 1884/1885. They colonized the continent for over a century 
before the countries gained independence, resulting from protest 
led by educated Africans who saw how their European colonialists 
exploited and bastardized the socio-cultural values of Africans. 
The exploitation of Africa was so obvious that a Guyanese activist, 
Rodney Walter, wrote a text entitled How Europe Underdeveloped 
Africa (1972) to historically situate its massiveness and set an 
agenda for Africa’s future. However, after independence, the 
expectation of most African countries have been dashed because of 
corrupt leadership, selfishness and lack of a philosophical focus, 
unlike the Asian Tigers such as Malaysia, Indonesia, Indian and 
South Korea which had their independence almost at the same time 
with many African countries. It is not surprising, therefore, that 
several coup de’ tats have occurred in many African countries after 
independence and unbridled corruption, ethnic jingoism and 
selfishness have mainly been responsible for the 
underdevelopment, poverty and misery on the African continent. 
This unfortunate state of affairs has provoked African writers, who 
have written novels, plays and poems, to expose the moral 
decadence and corruption in African countries, with a view to 
refocus the development agenda for the common good of Africans. 
Among such works is, Joseph Edoki’s The African Dream, which 
is pre-occupied with corruption and abuse of office by political 
leaders in Nigeria in particular and Africa generally. Employing  
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content analysis and historical approach, this article examines how 
Edoki’s text utilizes linguistic features to describe and expose 
some of the social vices plaguing Africa.  
 
Keywords: Africa, Development, Poverty, Socio-cultural 
structure, Politician, African society 
 
Introduction 
The continent of Africa before colonialism had a close-knit socio-
cultural structure. The partitioning of the continent at the Berlin 
Conference of 1884 to 1885 among the European countries 
(Britain, France, Germany, Spain, Portugal, Italy, the Netherlands 
and others) distorted this structure. This resulted in the devastation 
of the close-knit social cultural values of Africans. Chinyere 
Nwahunanya notes that in the pre-colonial era, the oral literary 
artist in such societies was vested with enormous social 
responsibility, especially with regard to his or her position as an 
entertainer and regulator of social behaviour (52). Thus, the literary 
artist was able to appreciate artifacts, music, anecdotes, proverbs, 
and moonlight stories by means of which the social cultural values 
and cultures were transmitted from generation to generation. This 
means that the social cultural values did not have to be written 
down before they were transmitted. Thus, the period of 
colonization witnessed exploitation and ruin of African economy 
and social cultural values.  

Edoki’s The African Dream exploits the effects of 
corruption on the traditional African society as the ancestors never 
tolerated it. He portrays the penalty of a corrupt person (male or 
female) caught to include “being fined, ostracized or sacrificed to 
the gods” (239). The imperialists on arrival set aside African 
values and imposed theirs – language and religion. This point is 
vividly captured in Walter Rodney’s How Europe Underdeveloped 
Africa. Rodney was a Guyanese who saw the injustices perpetuated 
against Africans, and took it upon himself to champion the African 
cause. Chika Ezeanyi in line with Rodney’s view posits that the 
colonialists were responsible for the underdevelopment of African 
countries. Regarding the above submissions, Omo-Ojugo and 
Okugbe view them as belated. This position is informed based on  
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the fact that there were other countries in the Diasporas and other 
continents that were also colonized but have long moved on by 
developing their countries, the examples of India and South Korea 
with which most African countries gained independence. These 
countries have joined the league of world power (253).  In fact, 
Ezeanyi later acknowledges Africans’ ability to transform Africa 
and further notes the significance of Africa’s indigenous 
knowledge – in all fields of human endeavour – is critical to the 
continent’s advancement (http://chikaforafrica.com/about 1) Otive 
Igbuzor argues that Africans are responsible for the 
underdevelopment of Africa. He relays the various theories that 
have been so far propounded to explain the challenges of 
development and underdevelopment of Africa. He tells Africans to 
stop shifting the blame of underdevelopment to “slavery, 
colonialism and imperialists”. He affirms that “our future has been 
placed in our hands long ago”.  He likens “blaming Europe as the 
cause of Africa underdevelopment to treating worms and leaving 
leprosy unattended. Igbuzo chronicles the various ways Africans 
have been truncating the process of development – selling of able 
bodied men of Africa to colonial masters, borrowing of foreign 
loans, brain drain, wars and conflicts, looting and plundering of 
limited resources, and to lend my voice, “abandoning our 
diversified agrarian farming for a sole economy (crude oil).” 
Igbuzor concludes that horror, inhumanity and injustice have been 
done to Africans by fellow Africans 
(http://joshuagbo.wordpress.com 1). Joseph Edoki, one of the new 
generation African writers, is on a crusade to sanitize the society 
and reverse the trend of injustice and inhumanity. His study abroad 
has enabled him to understand and appreciate what democracy 
entails. 

Edoki’s published literary text includes The Flight Ticket 
(1994), The Upward Path (2008), and of course The African 
Dream (2005).  Therefore, he is not a strange bed fellow in the 
field of literary studies. Jude Agho notes that The African Dream 
has been quite popular and has elicited from critics favourable 
critical commentaries. Edoki is peeved with the attitude of leaders  
whose reign of misrule has made “normal human beings: men and 
women and children, search for food at refuse dump, in Pearl  

http://chikaforafrica.com/about
http://joshuagbo.wordpress.com/
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Town” while the leaders engage in stupendous life style, leaving 
the masses to languish in penury (52). Edoki’s The African Dream 
is a post colonial novel that treats similar themes as some other 
post colonial novels, the examples of Ngugi’s A Grain of Wheat, 
Achebe’s A Man of the People, and others who have been 
dismayed and disillusioned about the turn of events after 
independence without proffering solution. Edoki did not stop at 
enumerating the evil caused the people due to selfishness and 
visionless leaders. Agho notes how the novel demonstrates 
“redemptive capacity of literature to become a channel to 
proselytize the tenets of democracy, good governance and good 
leadership in Africa. This article adopts the Halliday’s Systemic 
Functional model which is socially oriented, essentially concerned 
with describing the relationship of language, text, and social life. 
The approach focuses on language as a system and the choices 
available in any language variety using the representation tool of 
the system network. This study will focus on the syntactic and 
lexico-semantic structures of the text under review.  
 
Linguistic Approach 
As has been mentioned above, the study focuses on the syntactic 
and lexico- semantic analysis of The African Dream. Syntax, 
according to Abrams and Harpham is the study of the sequences of 
word order with a view to making phrases, clauses, and sentences 
(149). Lexico-semantics on the other hand is seen by Hartmann, 
R.R.K. and Stork, F.C. as the vocabulary items of a language as 
well as their lexical or semantics meaning in specific context (129). 
Utilizing these items, Edoki demonstrates a ray of hope for Africa 
nations, particularly Nigeria. The use of these linguistic features 
reveals that thorough well- researched and delicately knitted piece 
of creative writing could be used as a veritable tool for political, 
social and economic reforms (Omo-Ojugo and Omo-Ojugo 1). 
 

Sentence Types 
English sentences are sometimes classified according to the mood 
of their verbs (Coghill and Magedanz 9). Several structures of the 
mood system of the clause are realized from the text under study.  
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Eggenschwiler and Biggs affirm that verb moods are classifications 
that indicate attitude of the speaker (19). Mode enables the verb 
used in a clause to express a particular action. Simple sentences 
may be divided into four major syntactic clauses whose use 
correlate with different communicative functions – statement 
(declarative), questions (interrogative), command (imperatives) 
and exclamatory statement (Quirk and  Greenbaum191). 
Statements   (Declaratives) 
 Coghill and Magedanz note that “declarative is a sentence whose 
main verb is indicative. Most English sentences are declarative; 
they simply make statements” (56). Statements are sentences in 
which the subject is always present and generally precedes the 
verb.  Declarative can be a sentence or a phrase. Statements that 
are declarative usually assert or state ideas that are based on facts. 
The structure of a declarative is + subject, + verb with an optional 
(+object +complement and adjunct). Declarative structure is 
essentially to communicate information. Edoki employs the use of 
declarative to reveal the level of corruption perpetuated by leaders 
and their ineptitude and to state what he would do to improve the 
living standard of his people. Here are instances of declaratives: 
1)  I want to be president. (17) 
2)  This country is in dire need of exemplary leader. 

In extract 1, “I want to be president” is a statement by 
Fernando, the protagonist, who dreams that he will be president. 
When he first dreamt, he needed some time to think it over whether 
he heard himself right.  For all things considered, he did not have 
what it takes to be president. For instance, his study room was 
made up of a chair, table and a bookcase with different books on 
Philosophy, History, Religious, and Psychology, Administration, 
Politics and other disciplines. However, the voice of reason, a 
product of his intellect, convinced him that the idea behind the 
dream would work just as he has imagined. It was at this point that 
he became more convinced. However, when he broke the news of 
the dream to his wife, she derided him. She saw the dream 
laughable especially as he did not have what it takes to be 
president. Fernando could not adequately cater for his home, let  
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alone be president. When he told his friends, they mocked and 
made jest of him.  

The climax was that Darl Salam, an old friend, asked if he had 
taken anti-malaria medicine of recent. He asked the question 
because, to him, for a poor man to want to contest with all the 
“money bags” and emerge was far from being realistic. Fernando, 
who could hardly feed his family, was on a rescue mission to save 
the people of Savannah and so could not be distracted. Rather, 
everyday, “he finds justification for his cause” to become 
president. Era, another of his friend, believes that such positions 
are not meant for common people and wanted to know the person 
who sold such an idea to Fernando. Despite all odds and 
oppositions, Fernando was not dissuaded, he was more than 
convinced that he would become president,  Therefore,  he would 
re-enact,  “well, in case you don’t know, you are talking to a man 
who will be president” (21). 
The authorial “I” is more than convinced that he would be 
president. Fernando was on the long run, able to convince his 
friends who accepted to be part of the programme. 
Extract 2 is a statement by Fernando. This statement came as an 
insight to the issue of poverty bedeviling the country. The 
statement became necessary as there were visible legacies such as 
Schools, Hospitals, Factories and so forth. Apart from these 
legacies, every year, new budgets are announced and more and 
more structures were built. Therefore, Edoki could not imagine 
why the country of Savannah is still very poor. There are several 
primary schools, over ten thousand Secondary Schools, and so 
many tertiary institutions in the country which have produced 
teachers, artisans, technicians, scientists, engineers, doctors, and 
administrators to mention but are few.  

The writer observes that although there are thousands of infra-
structures – industrial structures, refineries, flour mills, paper mills, 
textile mills, assembly plants, breweries, pharmaceutical industries, 
scores of banks, export barrels of rubbers, cotton, cocoa, 
groundnut, export barrels of crude oil and so on, that structures are 
not enough to wipe out the misery of a nation, which is why the 
people are still among the most miserable human beings on earth.  
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The fundamental question which is rhetorical is “what is our 
problem”? Edoki does not leave the reader to go on endless search 
for what the problem could be but notes through insight that the 
problem is that of leadership and declares, “The country is in dare 
need of exemplary leaders” (58). He notes that the development of 
a country is measures by the quality of life of people who lives 
there and not by the quantity of structure laid town for them. He 
observes that past leaders focused on development without 
maintaining the misery index. 

 The author’s profuse use of structures as “ dregs of society 
eat from refuse dumb”, “living in the slum”, “children of the poor 
become : beggars, hawkers, prostitutes and thieves to live”, “Best 
brains go to foreign nation to work or waste at home”, “… 
enactment of laws and policies by leaders aimed at annulling future 
of children and children’s children”, reflect a country whose 
leaders have not been able to harness and put to use the potential of 
the country to the advantage of the citizens because of lack of 
focus. In a press briefing, when Fernando was asked what he hopes 
to achieve if elected president, his response was “ I will use the 
wealth of our nation to improve your living condition … I will 
serve my people with the fear of God ” (61). 

Edoki infuses Fernando who is an independent 
gubernatorial candidate of Greater Tomorrow Society with all the 
qualities of a dedicated, sensitive and focus driven leader to show 
that good governance is realizable. Therefore, when elected, 
Fernando did not waste time but swings into action to salvage the 
people by mapping out strategies as blueprint for transforming the 
lives of his people. In pursuance of his vision, he sets out to 
revolutionize the economy – monetary rewards and incentives are 
given to investors to encourage technological growth, and 
agriculture is given a boost under his Green Revolution programme 
in order to achieve bumper harvest and thereby solve the problem 
of hunger. Fernando also revolutionized education in Savannah by 
making the primary and secondary education tuition free so that 
many children can access education. The hospitals are not left out. 
They are refurbished and essential drugs made available in them 
all. 
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Interrogative Sentences 

An interrogative sentence asks a question. Interrogative always 
end in a question mark. Technically, “interrogative” is not a verb 
mood, although one common way of asking a question involves 
inversion, that is, placing the verb in front of the subject (Coghill 
and Magedanz 202). Hartmann and Stork note interrogative is a 
structure containing a question as opposed to one expressed in 
declarative – mood (117).  Interrogative is a word used in question, 
such as how or what. Here are instances of its use in The African 
Dream. 
3) What about all the people who have seen him? (135) 
4) How can an independent candidate become our president? (203) 

In extract 3, the question “what about the people who have seen 
him?” is a wh- type of structure, made by Darl Salem, Fernando’s 
friend, a lawyer and a party member who turned a betrayer. From 
the beginning when Fernando succeeded in convincing him of his 
dream to be president, he has supported him very faithfully.  It was 
after Fernando’s interview with the press, an interview for which 
professor Seba Mensa, congratulated him for his brilliant 
performance that Darl Salem began to withdraw for fear of 
Fernando losing and thereby put him on opposition. The press had 
manipulated the editorial of the interview in favour of Halle Bashal 
who had bribed them, thus, projecting him as the “messiah” “a 
genius” and advertised him with statement such as “a vote for 
Bashal is a vote for progress.” Darl Salam who has been studying 
the event from the perspective of the press began to nurse a change 
of mind. He decides to join the “supposedly winning team” 
because he did not want to belong to opposition. He is after what 
the nation can do for him and not what he can do for the nation. He 
convinces some members of Greater Tomorrow Society with 
whom he disassociate from Fernando’s camp with the hope of 
going into an alliance with the Conservative Convention Party 
whose presidential flag bearer is chief Ikoyiko.  

    When some members of the press rejected the bribe, Mr. 
Dickson Ander, the editor was forced to resign. This action reveals 
the level of corruption in the country. We find the press which is 
supposed to be the mouth piece of the society being compromised.  
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The action of Mr. Dickson Ander, the editor is commendable.   
Surprisingly, Darl Salam suffers humiliation in a bid to meet with 
Ikoyiko. He is prevented several times from seeing Ikoyiko, until 
the third day. Darl Salam in wonderment asks “what about all the 
people who have seen him?”The “what”  is interrogative. It wants 
to know why some people are permitted to go in and see the chief 
while he is prevented. The revelation of the gate man who spoke in 
pidgin after receiving the sum of twenty-pound note shows the 
level at which people are ready to divulge information and this is a 
form of corruption.  Salam suffers great humiliation in the hands of 
Ikoyiko. This treatment should be the lot of people like him - 
betrayals. 

The interrogative statement in extract 4, “how come an 
independent candidate become our president?” is uttered by Major 
Buma Donga, a member of the Supreme Ruling Council at the 
cabinet office where the election result that saw Fernando through 
as winner of the presidential election would be discussed. There 
were several dissenting voices against Fernando being declared the 
winner and subsequently sworn in as president. Apart from the fact 
that Bashal has bribed the members of the ruling council, they were 
also afraid of Fernando, who has been very critical of their 
administration and were naturally afraid of being jailed by him. 
The Head of State, Colonel Aile, was bent on handing over to 
Fernando, whom has been duly elected as president. The members 
of the Supreme Ruling Council did everything humanly possible to 
forestall the swearing- in of Fernando but failed. Even the Chief 
Justice, Madume whose duty it was to swear-in Fernando was 
intimidated and brought at gun point to Colonel Kufo Amatta who 
pressurized him to annul the election that was adjudged to be free 
and fair because the government had adopted the open Ballot 
system, a system that ensures voters knew the outcome of the 
voting exercise in each polling station as soon as voting is 
concluded.  Fernando, who has contested as an independent 
candidate under Greater Tomorrow Party was asked why he did not 
join already existing political party by a representative of the 
Statesman. His response was that he naturally was not a 
conservative or a socialist, and secondly, he recognized that the  
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parties were out to play traditional politics which he vehemently 
opposed to.  Fernando was not ready for either of the above. Edoki 
employs the use of lexical parallelism to recount Fernando desire 
to change the destiny of his society. 
      It is my desire to build a strong and virile nation. 
It is my desire to make our society worth living in. Therefore,  a 
man who is set to change the destiny of his society for good, could 
not have aligned with a people who are already used to the existing 
political order and societal values of bribery and corruption as the 
norm.  

This shows that Fernando cannot be manipulated and 
distracted from his mission and vision to improve the living 
standard of his people. 
Syntactic Parallelism 
Parallelism in sentences refers to matching grammatical structures. 
Elements in a sentence that have the same function or express 
similar ideas should be grammatically parallel, or grammatically 
matched Jean Eggenschwller and Emily Dotson Biggs, (280). 
Edoki utilizes parallel structures as balance and grace to his writing 
while conveying his message. Here is an instance of the use of 
parallelism. 

5).They used the money to build private mansions, buy luxury 
cars, marry many wives, and maintain many concubines. 
They used the money to buy airplanes and ships and yachts. 
They used the money to buy titles of nobility in palaces, 

churches, and universities. 
They used the money to lure single girls and married women 

to   bed (49). 
The use of parallel structures in extract 5 reveals that the 

people are not ignorant of how these political leaders 
misappropriate their funds, an act that has impoverished them. This 
is reflected in the introductory pronominal “they” plus the verb 
“used” which help to enumerate the various useless activities that 
the corrupt leaders spend the money meant to develop and enhance 
a good life for the people. 

 The irony is that, these same groups of leaders that have 
wasted the peoples’ funds are always applauded, honoured and  
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numbered among the richest people in the world, when in the real 
sense; they ought to be prosecuted and jailed. The fact that nothing 
is done by way of punishment, rulers, the like of Sir Afram Dodo 
and General Edgar Mollan, enrich themselves at the detriment of 
the people by acquiring monumental wealth comparable to the 
annual earnings of some African states put together. This was the 
situation that Fernando met on his return from abroad where he 
went to study. Thus, he could not recognize his country whose 
national anthem he used to recite with pride. On his return, 
corruption had become common place. The country had become so 
corrupt that the good people who make deliberate effort to stay 
uncorrupted were held hostage together with the bad people as 
reflected in the extract below: 

The good people who were inclined to do 
that which was good and who constantly 
strove to avoid evil were corrupted by the 
bad …and appropriating sugar and milk and 
honey inmeasures to the bad- badder- 
badddest. (50)  

The hyphenated ungrammatical italics “ bad- badder- 
baddest”  portrays the extent corruption has developed with 
impunity that God fearing people were beginning to wonder if 
Armageddon has come. 
Rhetorical Questions 
Abrams and Harphan see rhetorical question as a sentence in the 
grammatical form of a question which is not asked in order to 
request information or to invite a reply, but to achieve a greater 
expressive force than a direct assertion. This is relating to or 
concerned with the art of rhetoric (280). Repetition is a common 
rhetorical device. It is expressed in terms intended to persuade or 
impress. It is asked in order to produce an effect or to make a 
statement rather than to elicit information, Concise Oxford 
Dictionary. M.H. Abrams posits it is one which functions as a 
forceful statement. … a sentence in the grammatical form of a 
question which is not ask in order to request information or to  
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invite a reply,  but to achieve a greater expressive force than a 
question.  Here is an instance of the use. 
6.)  What is our problem? 

The above is a rhetorical question by Fernando during his 
speech at the main auditorium of Apex University where Colonel 
Allison invites all patriots who believed he could provide 
exemplary leadership to come out and contest the elections. 
Fernando enumerates qualities such as “we have skilled men and 
women”, “our people have ideas, vision and drive”. As potentials, 
the people are endowed with that which should make them trail 
blazers as a developed nation.  He wondered why in the face of 
these endowments, the people are hungry and miserable. Fernando 
explains how schools, hospitals, court, roads, dam, bridges, 
factories, airports and others have been built. He mentions how 
developed they are industrially, that their exports fetch tonnes of 
rubber, cocoa, cotton, groundnuts; they also export barrel of crude 
oil and tones of gold every week. Fernando wonders why 
Savannah, in spite of her developments, is still one of the poorest 
nations in the world and habouring the most miserable human 
beings on earth.  

Through insights, Fernando identifies what has been the 
problem, he says institutions and structures do not make nations 
great but that men and women do. He concludes that the problem 
has been the lack of exemplary leaders. He emphatically states “the 
country is in dire need of exemplary leaders” (49). He employs the 
rhetorical question as platform to sell his candidature to the people. 
Fernando has promised to reinvent democracy in the land, he 
promised to set a good example for every citizen to follow. This he 
demonstrates during his reign. 
Nominal 
Randolf and Greenbaum note that “a nominal element is a vocative 
added to a sentence or clause... denoting the one or more people to 
whom it is addressed (321).   The most prominent nominal in The 
African Dream is Dr. Amedumego Fernando, a 34 years old man 
who trained abroad and returned home to contribute to the 
development of his country, Savannah. Fernando signifies a loving 
husband to his wife, Angela. Despite Angela’s pestering to start a  
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fight because there is no money in the house for food, Fernando 
refuses to lay his finger on her. He rather pleads with her to let 
peace reign and subsequently resorts to borrowing money from his 
neighbor, Jeremiah who is a trader, to meet the demands of his 
family, as he hasn’t been paid his salary for that month. This is 
evident in the extract below: 

7)  . . . Are you ready to give me money, yes 
or no? . . .  How much do you want from me?  
Fifty pounds. The front door was open. 
Fernando walked through it and made   
straight for Jeremiah’s house. The man was 
one of his close neighbours and the only one 
who had never disappointed him anytime he 
begged him for money. (7-8) 

Fernando has explicit trust in God.  He doesn’t subscribe to 
diabolic empowerment to confront challenges he is faced with. 
Despite the fact that he has so many enemies, he entertains no fear 
but expresses faith in God. When past corrupt leaders and heads of 
state worked tooth and nail to make sure he was impeached, 
offering sitting legislators all sorts of outrageous allowances from 
the money embezzled from the coffers of government, Fernando 
was advised by Yvonne, his aid, to engage a diabolic means to 
subvert the judgment of the court but he refuses and says: 
Extract 8.)  I will overcome the trials. Yes, I will 
overcome the trials. I know that the God who has 
lifted me above the commonShoulder will never cast 
me down (327). 

When Yvonne tries to justify why he should compromise his 
faith, he advances further reasons why he should stick to his faith. 
9.)  If it is the will of God that I remain here, no 
amount of evil force will send me away, but if it 
isn’t, the wiles of Satan will not keep me a second 
longer on the throne. (329) 

Fernando’s selfless service is reflected in the above extract. 
The “if” clause is a conditional structure portraying the nominal as  
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not greedy and ready to relinquish power when occasion calls for 
it. At a rally, towards the end of his second tenure, an interviewer 
noted how the National Assembly amended the constitution such 
that a leader can serve a maximum of four consecutive terms 
instead of two. When Fernando is asked what informed his 
decision to withhold his assent. His response was that: 
10.)  No leader is indispensable… 

There are so many people who can do far 
better than what I Have done. After all, if I 
hadn’t the chance to prove myself, Nobody 
would have known I could do it. (434) 

         The nominal Fernando, according to Agho, is an instrument 
of audacious change (6). He represents a man who believes that 
what is wrong can in no way be justified as right. He is determined, 
principled, bold, and an orchestrator of good-will in the African 
Dream. He is an achiever. By the end of his second tenure, we have 
encomiums pouring in from far and near about the man (driver) 
who had succeeded in carrying a wondering people to the home of 
his dream. He is able to deliver on his campaign promises “to put 
smiles on faces of people of savannah and alleviate poverty” (220). 
This development attracted a famous European journalist who 
interviewed him at the Zenith Office on how he is able to transform 
Savannah so that other leaders will learn. 
Lexico-Semantic Analysis 
Edoki utilizes lexico-semantic features to communicate how past 
leaders have underdeveloped the country of Savanna in the text. A 
lexico-semantic analysis is an attempt to offer linguistic 
explanation to structure, and meaning of a given text as can be 
deduced from the author’s use of language. Prose fiction, unlike 
other genres of literature, is written with details in mind not to 
make complex the ideas in the narration, consequently making the 
volume of the work large and somehow elusive for the interpreters 
whose sole aim is to pick minute details for analysis and 
interpretation of the ideas in the story. Unlike the poets that 
communicate in few words, the prose writer believes in expressing  
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himself copiously. For a meaningful analysis of the lexico-
semantic features in the text, certain lexical categories exploited by 
Edoki are identified. Adagbonyin notes Leech’s view that says 
lexico-semantic analysis cannot ignore the meaning(s)  derived 
from lexical items and their combinations (364).  The focus here is 
on the nature and total significance of lexical item exploited. Thus, 
features such as metaphor, simile, irony, neologism will be 
examined. 
Figures of Speech 
Hartmann and Stock perceive figures of speech as a “device for 
extending the semantic meaning of a word or a group of words to 
achieve a desired effect” (302). This is achieved when the primary 
term and secondary term technically known as “tenor” and 
“vehicle” respectively are compared. The two types of figures of 
speech that will be examined in the paper are simile and metaphor. 
Edoki employs their use to communicate the import of his 
message. 
Metaphor  
 Abrams and Harphman assert that metaphor “is a word or 
expression that in literal usage denotes one kind, of thing is applied 
to a distinctly different kind of thing without asserting comparism” 
(102). Metaphor is a word that is applied to a distinctly different 
kind of theory, without asserting comparison. Halliday observes 
that metaphoric modes of expression are characteristic of all adults 
discourse and that metaphor and simile serve to animate and 
humanize what is inanimate (342). Here are instances of its use; 
 

11.)    They moved on, to the east; across the Iworiwo 
waterside,and moved,  on and on, through an empty 
space; The wide wild way to the bowel of the sea 
(99). 

12.)  I believed that going by the sail of events, my ship 
will berth at destiny Port (192). 

 
 The first instance of metaphorical expression in 11 is a 

reflection of what is involved in campaign. There are usually lots 
of movement, risk, intimidation, confrontation and the likes. 
Before this scenario, Fernando and his group had just been  
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humiliated in Dodokodo, a village by the bank of the river reed, 
where he and his group went to campaign. A group of hooligan 
would not allow Fernando to speak. They booed him as he spoke 
thereby preventing the crowd from hearing what he was saying. He 
is insulted and told to “shut up”. The peak was that he was smeared 
on his face with feces. This, Fernando accepts has been “the 
saddest experience in his life”. The following parallel structures 
portray the difficulty and the risk involved in campaign; 

13.)  They moved in the day light, under the lazy 
hazy rays of the September. 

They moved through the moribund raffia 
fields …They moved on- the voyagers- and 
on. 

They moved on- the crusaders- and on. 

They moved on to the east, across… and 
moved; on and on and on. 

Through an empty space: the wide wild way 
to The bowel of the sea (99). 

 Here, the use of the metaphorical expression “bowel of the 
sea.” represents the task involved in crusading for good life for his 
people. In order to be in a position to impart (impact should be 
used in this context as a verb to mean affect, influence or to have 
an on) positively on the suffering people; he has to be in a position 
(President). Fernando, therefore, is prepared to take all the risk on 
behalf of his people. The alliterative words “wide,” ”wild,” are 
used to capture and communicate the danger on the way to the 
throne of president – “bowel of the sea”. The person talked about 
here is Fernando and his group – tenor.  The common ground here 
is election. 
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Simile 
Abrams and Harphan see simile as a comparison between two 
distinctly different things is explicitly indicated by word “like” or 
“as”. Murfin, Ray and Supryia M. define simile as a figure of 
speech that directly compares two things (447). Although similes 
and metaphors are similar, similes explicitly use connecting words 
(such as like, as, so, than, or various verbs such as resemble), 
though these specific words are not always necessary. While 
similes are mainly used in forms of poetry that compare the 
inanimate and the living, there are also terms in which similes and 
personification are used for humorous purposes and comparison. 
Merriam Webster Dictionary defines simile as a figure of speech 
comparing two unlike things that is often introduced by “like” or 
“as”. Similes are generally easier to identify than metaphor but not 
always. Sometimes a speaker or writer may use the words “like” or 
“as” and not make any comparism. Simile like metaphor serves to 
animate and humanize what is inanimate. Edoki in The African 
Dream engages the use of simile for various comparisons and 
literary imaginative creations as evident in the extract below: 

14.  He doesn’t behave like somebody who has been to 
London. 
The extract is a comparison of Fernando’s taste for 
African food as against continental (foreign). Angela, 
Fernando’s wife and her friend Mary Agatha talk about 
her husband the president. The discussion is about 
Fernando’s love for African food. This, Angela and her 
friend mistook for primitivism. By utilizing features of 
the Nigerian English “Big man” which semantic features 
are (+ wealth, +Affluence, + Eating of foreign food), 
Mary Agatha concludes in pidgin “Big-man no fit your 
husband” (270). 

Angela did not anticipate that Mary Agatha was envious of her 
and would probably have done anything possible to be in her 
friend’s shoes – be first lady. Angela, ridicules her husband who is 
engaged with people oriented programmes and monitoring and 
ensuring the cost of foodstuffs is affordable. Angela and her friend 
have colonial mentality which makes them feel that the eating of  
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foreign food is civilization. Edoki employs the use of simile to 
admonish leaders to be themselves and be more concerned with the 
purpose for which they are elected. 
 
Neologism 
To Hartmann and stork, neologism is a newly coined wetting word 
or phrase which has not yet received general acceptance (150). 
Neologism is the name for a relatively new or isolated term, word 
or phrase that may be in the process of entering common use, but 
that has not yet been fully accepted into mainstream language. 
Neologisms are often directly attributable to a specific person, 
publication period or event (Solan Lawrence 36). Neologisms are 
usually introduced when an individual or individuals find that a 
specific notion is lacking a term in a language, or when the existing 
vocabulary is insufficiently detailed.  

In The African Dream, Joseph Edoki subscribes to the use of 
neologism in order to make clear expression and have insight into 
occurrences and happening in his story. He makes use of 
neologism in order to appropriately and accurately communicates 
the situation in the text. 

15.   Professor Seba Mensa devoted a chapter to what he terms 
mollanization. 
In extract 15 above, mollanization is coined from the word 

mollan. In The African Dream, General Edgar Mollan was an 
extremely corrupt president who ruled Savannah for three and a 
half years. During his reign, he stole over ten billion US dollars. 
He made the billions by diverting a major part of the World Bank’s 
loans meant for rural development, purchase of drugs and vaccines, 
supply of water and electricity. As a result, the projects which the 
loans were made for were either abandoned or poorly executed. 
The Governors, Ministers and Commissioners in his regime were 
not left out as they stole public funds and used part of the money to 
build mansions in their villages and major cities for all to see. 
Edoki protests against the above attitude of these categories of 
corrupt leaders who have impoverished a majority of the people. 
He therefore coins a new word “mollanization” from Mollan. 
“Mollanization” is a phenomenon whereby the leader of a country,  
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region or district steals a colossal sum of public funds while in 
office leaving his people grossly impoverished. He then uses the 
new word to communicate and paint the picture of General Edgar 
Mollan’s corruption which connotes evil and condemnation. 

The irony of it all is that these corrupt persons and leaders who 
have derived ill wealth from various corrupt practices are the ones 
who are respected in the African society. They are applauded at 
occasions and given special recognition in churches and even made 
to sit at the front rows. As a result of African mentality, people feel 
that when a man has money, he has it all, in line with 
Machiavellian philosophy that holds that the end justifies the 
means.  African people have become so poor in mentality that they 
worship and adore these corrupt leaders. For instance during 
elections, these corrupt leaders buy the consciences of voters who 
in turn chant their praise. In Africa, virtues such as uprightness, 
discipline, integrity and reputation have lost their place. All that 
people are interested in is how much one has in his or her bank 
account. The corrupt leaders embezzle monies meant for the 
development of their people and then donate peanuts to orphanage, 
churches, schools, and other organization in order to deceive. 
Edoki says this act of hypocrisy is unacceptable. 
Irony 
According to Williams “irony is a rhetorical device or literary 
technique in which what appears on the surface to be the case 
differs radically from what is actually the case. Irony is often used 
for emphasis in assertion of the truth” (183). Abrams, and 
Harpham, note “irony is a statement in which the meaning that a 
speaker employs is sharply different from the meaning ostensibly 
expressed. The ironic statement usually involves the explicit 
expression of one attitude or evaluation, but with indications in the 
overall speech situation that the speaker intends a very different 
and often opposite, attitude or evaluation” (49). Irony portrays 
some forms of sarcasm and may stir up some kind of contrast and 
contradiction. The African Dream is however an embodiment of 
ironies. Edoki engages the use of Irony to portray some bitter truths 
in the operations of the African government. The following are 
instances of its use: 
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16.) The irony of it all is that the leaders who ruled the people and 
stole their riches were numbered among the richest men in the 
world.57 

Extract 16 above is an ironic situation; Edoki utilizes features of 
irony to criticize the way and manners the world celebrates corrupt 
leaders and list them amongst the richest men in the world. These 
leaders who are recognized and celebrated, have converted public 
monies into their personal pockets, made the nation poorer, turned 
young ladies to prostitutes and young men to fraudsters, armed 
robbers and kidnappers, murdered innocent people, lured married 
women to bed and perpetuate all forms of crimes.  
         The youths who are potential leaders of tomorrow see them 
as role models and mentors, subscribe to their philosophies and 
cultures. This attitude has led to perpetuation of bad leadership in 
Africa, a merry-go-round, an activity that continues to increase 
misery. This is because as the years go by, these corrupt leaders 
constitute themselves as god-fathers who adopt political sons who 
allow themselves get fathered in line with the tenets of their god-
fathers. It is however a circle of irony, one which portrays the 
celebration of corruption and the engineering of the younger 
generation to follow suit. Here is an instance of the use. 
17. The civilians and military officers who have ruled us 
     Have done so much for us. Without them we wouldn’t be where 
we are today (299). 
From the above, Fernando satirizes the evil and havoc, perpetrated 
by the past leaders. The use of “so much” to portray “well-done” 
connotes positive.  It is an irony because on the faces of the 
common man on the street are: 
 +frustration 
+confusion 
+hunger 
+desperation for good leadership. 

The people express government’s insensitivity to their 
plight and therefore desire a change. They desire leaders who will 
give those jobs and put smiles on their faces. The use of irony in 
the text is to conceal but expose the atrocities of bad leaders who  
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have jettisoned their duty of servicing the masses to servicing 
themselves. 
Parallelism 
Coghill and Magedanz note parallelism “as a rule of style stating 
that parts of a sentence that have the same grammatical function or 
weight should have the same grammatical form.  Lack of 
parallelism commonly affects grammatical units joined by 
conjunction” (216). Parallelism according to Gary Black and 
Robert W. Bly “is a balance within one or more sentences of 
similar phrases or clauses that have the same grammatical 
structure” (71). The application of parallelism improves writing 
style and readability, and is thought to make sentences easier to 
process. The examples below show the use of lexical parallelism in 
The African dream. 
18) This useless administration. 

This stupid government. 

These corrupt people. 

19)   I am prepared to live and die for my father 
land.  

I am prepared to lead and leave behind a good 
legacy. 

         In extract 12, Edoki employs parallel structures to qualify 
past leaders who have impoverished and caused Africans misery. 
Fernando returns from abroad to meet that so much water had gone 
under the bridge. The country he left at the time when money 
realized from the sale of mineral deposits was used to improve the 
lot of the people had changed. Leaders stole money and 
impoverished the people. Edoki notes how the national anthem 
which Fernando used to recite with pride had changed so much 
while he was away. Funds which are supposed to be spent to 
provide basic amenities for the people and develop the overall 
Savannah nation are diverted to personal use.  
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This attitude leaves the people in an untold hardship and hunger. 
Since Fernando’s return, he has been very critical of the different 
government and has written series of articles condemning the evil 
that bedeviled the society as a result of misrule. It is to this that 
captain Eto Sundata refers in “we might as well take gun and shoot 
ourselves” (250). The statement presupposes that if as a common 
man Fernando could dare leaders by challenging them, it is better 
imagined what he would do if he is given power. The Captain 
likens handing over power to Fernando to suicide. In extract 13, 
Edoki utilizes parallel structures to express Fernando’s 
determination and conviction of how he would govern to ensure he 
leaves good legacies behind for others to emulate. The use of the 
lexical word “leave and die” is a portrayal of his willingness to 
sacrifice for his people. The structure reflects one who is patriotic 
and ready to deliver on his campaign promises. This attitude 
presents hope for democracy. 
 
Collocation 
 Hartmann and Stork define collocation as a technical term in 
linguistics which is an instance of co-occurrence of two or more 
words considered as individual lexical items, used in habitual 
association with one another in a given language (41). David 
Crystal defines collocation as a term used in lexicology by linguists 
to refer to the habitual co-occurrence of individual lexical items 
(471). Collocation is a type of syntagmatic relation. They are 
linguistically predictable to a greater or lesser extent. In The 
African Dream, Edoki utilizes collocation to signal insensitivity of 
some people to the plight of the common man in the text. 
20. He is always talking about the poor I think he is suffering 

from poor-man mentality. 
  In extract 20, the compound word “poor-man” is a 
combination of two independent words “poor” and ”man”. The co-
occurrence of “poor” and “man” creates a linguistic effect. Edoki 
uses the hyphenated words “poor-man” to depict a state of 
aberration to Fernando’s people oriented programs. Fernando’s 
concern for the poor is what Angela ridicules and calls a mentality; 
Fernando is prepared to serve his people and would not allow  
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anything to distract him from his vision. Fernando’s attention for 
Savannah infuriates Angela his wife especially as he says, “my 
country is my life”. The metaphor suggests that the country is his 
joy, and must therefore impart (impact) positively on it, so as to put 
smiles on the faces of the people according to his promises. There 
is a kind of symbolic relationship between him and the country of 
Savannah. Angela likens her husband’s love for his country to the 
love of a man for a woman, who should be loved, maintained, 
nourished, and protected. Therefore, Angela concludes “my 
husband has a second wife”. Edoki utilizes the extract to 
communicate commitment of good leadership. It is only through 
the selfless services of a leader can the dividends of democracy get 
to the less privileged and the voiceless in the society.  
          Fernando has explicit trust and confidence in God. He does 
not subscribe   to diabolic empowerment to confront challenges. In 
the phase (face) of enemies, he entertains no fear but expresses 
faith in God. An instance was when past corrupt leaders and   
heads of state walked (worked) tooth and nail to sabotage his 
administration and finally impeach him The legislature conspired 
and awarded outrageous allowances from the money embezzled 
from the confers of state government, when Fernado was advised 
to seek diabolic means to subvert court judgments, his respond 
was:                  
21)  I will overcome the trials.  

Yes, I will overcome the trials. 

I know that the God who has lifted me 

Above the common shoulders will never cast 
me down (329).                                                                                           

  The above extract portrays Fernando’s faith and hope in 
God. He says, “I will overcome the trials”.  The presence of the 
affirmative “yes” in line 2 above, complements the collocate 
“overcome”.  Therefore, when Yvonne, his aid persuades him to 
compromise his faith by going diabolical, he responds:  
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  22.)   If it is the will of God that I remain here, no amount of evil 

force will send me away, but if it isn’t, the wiles of Satan 
will not keep me a second longer on the throne (329). 
 The clause “if it is the will” is conditional, suggesting that 

God is the determinant of happenings. 

Conclusion 
Conclusively, this paper has been able to critically examine causes 
of underdevelopment and poverty in Africa. Through the use of 
syntactic and lexical semantic features, Edoki has been able to 
demonstrate that truly African leaders are responsible for the 
underdevelopment and poverty in Africa. Fernando is able to 
transform the country of Savannah through dedication and 
commitment. True to his campaign promises, he works relentlessly 
and selflessly to ensure that the people live a good life.    
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Costumes in Igogo Masquerade Theatre of the Ekiti People 
 

*Lilian Eguriase BAKARE 
 
 

Abstract  
This article analyses costume materials and designs as well as 
signs, symbols and their meanings in the masquerade theatre of the 
Igogo community in Ekiti State, Nigeria. This became necessary 
because of the need to make this indigenous art of the people 
relevant to their contemporary existence and realities by bridging 
the knowledge gap and invalidate the error of perception which 
causes a neglecting of this noble heritage and sellable 
entertainment commodity by the younger generations of Igogo 
people, especially the formally educated elite. Deploying the key 
informant interview (KII), semiotic analysis and direct observation 
methods, the study highlights and discusses the socio-aesthetic 
attributes of Igogo masquerade theatre, with particular reference to 
the costumes and their socio-historical as well as entertainment and 
tourism potentiality. 
 
Keywords: Costumes, Igogo masquerade theatre, Ekiti people, 
Semiotic analysis, Nigeria 
 
Introduction 
Igogo community has a robust masquerade theatre tradition that is 
proudly indigenous to the people. This art should naturally be part 
of this community’s offering to the modern/contemporary tourism 
and entertainment market as commodity for promotion and 
commerce both nationally and internationally. But, the case is 
different. This cultural phenomenon is rather perceived by those  
_______________________ 
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who should market it, as a backward expression of idol 
worshipping; an activity that should be extinguished for its non-
conformity to the dictates of the Abrahamic religions (Fieldwork, 
2014). This observation inspired this study, which is to analyse the  
aesthetics and semiotics of the masquerade samples in this 
community with the intention to highlight their socio-historical as 
well as entertainment and tourism values which make them 
relevant to the continual survival of the people in contemporary 
times. This shall be done through a discussion of the garments and 
the oral narratives that caused the existence of each masquerade.  

It important to note, however, that several other studies 
have been carried out on masquerades, their costumes (costume 
materials) and socio-aesthetic imports among different peoples in 
different parts of Nigeria. Ododo, Braimah and Sunnie-Ododo 
(2012) examined the use of costumes and make-up in Menwara 
festival of the Kanakuru people of Shani chiefdom in Bornu State 
of Nigeria by analysing their roles and the levels of changes that 
have occurred overtime. Okoye (1999) looked at masquerade 
performances, which subsume dance, music, costume and other 
visual and aural arts, as popular forms of communal cultural 
expression among the Igbo people of south-east Nigeria. As well, 
Omoera and Oseghale (2012) claim that the Esan people of south-
south Nigeria consider masquerade art – Igbabonelimhin (clapping 
for the ancestors) as a performative revue of communing with 
deified masquerades. While the healing potential of theatre 
constituted the crux of Rasheed Musa’s examination of the Ehoro 
Iba masquerade festival of Agbeyeland (2001), Agberia (2003) 
focuses on the socio-aesthetic values, boisterousness and colourful 
costumes of Adane Okpe masquerade festival of the Okpe people. 

Regardless of the clime or culture, the physical appearance 
of a masquerade is a great determinant of its perception, attraction 
and, therefore, acceptability or otherwise. It is in this context that 
this article focuses on Igogo masquerade costumes with an 
argument for their technological reproduction if the masquerade 
theatre must be mainstreamed into the contemporary global 
entertainment and tourism market. Igogo is a town in Ekiti State, 
Nigeria. It is one of the Ekiti towns which border Kwara State in  
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the northern region of Ekiti State. Igogo is a fairly large 
community which is continually being depleted by the daily 
migration of its formally educated indigenes to the cities. The bulk 
of those living in the community are farmers, petty traders and 
local herbal doctors. This is the group that has continued with the 
practice of the traditional masquerade theatre of the community 
(Bakare, 2017). The sample masquerades under discussion here 
are: Afisoke, Ajamolaya, Iyekiye and Eegun Elewe. Each of them 
shall be discussed here. 
 
Afisoke Masquerade of Igogo Ekiti  
The Afisoke masquerade was instituted for the continual 
remembrance of a great mythical war General, Afisoke, who was 
the Generalissimo of Igogo’s ancient army.  He was reputed to 
have won every battle for his people and always succeeded in 
warding off all external aggressions.  After his death, a masquerade 
was instituted in his honour and remembrance.  This masquerade 
called Afisoke is today the leader of all Igogo masquerades. 
According to information gathered from the field, Afisoke is the 
head of the pantheon of masquerades in Igogo Ekiti (Fieldwork, 
2014). Afisoke is a war masquerade.  It is believed to have 
mystical powers with which to rescue the people from war 
situations.  This is why it is always accompanied by this chant: 
   Yoruba:      Ke ma jogun ijulu eee X3 
Afisoke legiri 
Ke ma jogun ijulu ooo 
Meaning: He wards wars off the land X3 
Afisoke the powerful,  
he wards wars off the land. 

 In the absence of wars in contemporary times, the Afisoke 
masquerade is displayed once in three years.  Each time Afisoke is 
displayed, he moves about praying for the people and the land. The 
Afisoke masquerade of Igogo-Ekiti has a physical aesthetic 
appearance that quickly suggests to its audience a simple but 
technically accurate combination of colours into complementary 
splits.  Although the masquerade custodians might have been 
unconscious of any trace of formal techniques in their application  
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of colour, the large mass of red requires the presence of a smaller 
amount of green to generate the complementary combination 
accepted as valid by professional master-painters all over the 
world.   

 
 
 
 

 
 
 
 
 
 
 
 
Plate 1: Afisoke masquerade.  Note the axe held to the head. 
The palm fronds are tied to the wooden handle of the axe 
(Source: Fieldwork, 2014). 
 

 
 
 
 
 
 
 
 
 
 
 

Plate 2: Afisoke masquerade in performance. Note theoverflow 
of the costume being held by his acolyte (Source: Fieldwork, 
2014).  
 

In the same vein, a little amount of yellow is often required 
on a pallet that carries some substantial amount of purple. While  
 



420 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  411 
one may consider that the amount of purple being almost equal to 
the amount of yellow can also generate a discordant effect, the 
greenish temperament of the yellow dismisses any referral of 
proficiency in this particular masquerade costume. The 
masquerade’s hands are not quite visible because they are probably 
covered up in the surplus costumes giving the masquerade a single 
magnitude.  However, the anatomical forms suggest that the left 
hand is at the hip while the other hand bears an axe across the right 
shoulder to the head of the masquerade.  

One could notice that different materials are involved in the 
design while the dominant material is a large piece of cotton in 
plain red colour, the head of the masquerade is designed in pale 
cream or off-white colour with a net-like material for sight.  The 
net on the face and some long straps made in leather-like fabrics 
extending to the knees of the masquerade appear sufficient to break 
the dull expanse of red on the dominant background costume. The 
footwear of the Afisoke masquerade is a combination of leather 
and woven fabric hues serving as a transition from the leather 
straps from the face of the masquerade to its feet as required by the 
“unity” as a principle of design. We are informed that the current 
costume of Afisoke has existed for over a hundred years 
(Fieldwork, 2014). 
 
Ajamolaya Masquerade of Igogo Ekiti 
The word Ajamolaya means “intimidator” or “terrorist”.  This 
masquerade was established to frighten or scare the crowd away 
from obstructing the performances of masquerades during 
masquerade festivals.  As the masquerades perform at the centre of 
the arena, Ajamolaya goes round the circle frequently to guard 
against the incursion of the ever surging crowd into the arena so 
that every member of the audience can see the performance clearly 
from afar. 

Thus, Ajamolaya masquerade is the coordinator of the 
activities of men and masquerades during the masquerade festivals.  
He is like the provost marshal instilling discipline into everyone 
present.  He uses a walking stick to control the crowd.  Ajamolaya 
is highly feared by the people because of the belief that the nearer 
somebody is to the cowries ring on his face, the more the person is  
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susceptible to the effects of the masquerade’s curses.  So, people 
naturally run away as he approaches.  We are informed by the 
Priest of Ajamolaya that the cowries ring is over two hundred years 
old. 
 
 
 
 
 
 
 

 
 

 
 
 
 
 
 

 
 
Plate 3: Full view of Ajamolaya masquerade holding the long, 
pointed stick with which he harasses the audience (Source: 
Fieldwork, 2014).  
 
Aesthetics  
The Ajamolaya masquerade is clad in a simple completely red 
baggy costume made of red cotton and sewn in a manner that hides 
the identity of the bearer completely.  On the only visible hand of 
the masquerade is a staff ornamented with intricate carving of 
traditional patterns. There is a ring of cowrie shells round the 
boarders of the face of the masquerade.  Also there is a netted 
proportion of the face sufficient to make the masquerade see. 
 
Iyekiye Masquerade of Igogo Ekiti 
Igogo is a land of itinerant magical performers.  The Iyekiye 
masquerade is the masquerade representative of this robust 
tradition. Iyekiye masquerade is an embodiment of cultural  
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magical performance.  He is a displayer of performative magic.  
Sometimes, the masquerade dances and suddenly the performer 
inside the costume disappear, living the mask and the costume 
lying empty and flat on the ground.  Then after some minutes, the 
costume begins to move to music until it is fully re-inhabited by 
the performer and the masquerade is back on his feet dancing.  
Also, the Iyekiye masquerade, while performing, intermittently 
throws the axe he holds into the air and catches it with his mouth.  
He executes different magical acts when performing as an icon of 
the people’s itinerant magical display tradition. 
 

  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Plate 4: Iyekiye masquerade. Note that  feathers used to cover 
the entire inner clothing.  Many of the feathers have dropped 
off because of long years of usage (Source: Fieldwork, 2014).  
 
Aesthetics  
The Iyekiye masquerade is a combination of feathers and cotton 
materials.  There is blue on the background clothing with which a  
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massive covering is made for the masquerade’s entire body.  
Attached to the blue material are feathers of different types of 
birds.  The assorted combination of feathers, from which the 
masquerade got its name, generates a traditional pallet of mainly 
black, white and greys with no particular reference to any known 
formal application of colour.  However, save the presence of white, 
the application of black feathers on a deep blue piece of cloth 
would suggest deep feeling.  The presence of white feathers sends 
substantial sparkles to the eyes of the audience intermittently 
breaking any suggested emotion. 

The major aesthetic importance of this masquerade is in the 
plethora of feathers which when viewed in company of other 
masquerades with organised designs and smooth ornamentation 
cause deliberate disorganisation in order to create optical variation.  
This avant-garde approach has been used by masters over the 
years.  To distract the eyes from the boredom of watching similar 
elements for too long, they bring disorder into the picture to create 
activity.  This study reveals that the technique might have had a 
connection with traditional masquerading. 
 
Eegun Elewe of Igogo Ekiti 
Eegun Elewe is a masquerade instituted for dance entertainment.  
The expression “Eegun Elewe” means “the masquerade that owns 
Ewe”.  “Ewe” means rattles.  These rattles which are fastened to 
the legs of the masquerade generate melodious sound as the 
masquerade dances to bata music.  The main duty of Eegun Elewe 
is to dance round the village and entertain the people.  As he goes 
round performing he also uses the chant medium to pray for people 
and praise important persons.  The Eegun Elewe is virtuous dancer 
who has mastered the language and idioms of bata and dundun 
music. 
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Plate 5:  

The back view of Eegun Elewe (Source: Fieldwork, 2014), 
 NOTE THE SKIRT WHICH IS IN LAYERS OF WOOL 

BELTS  
 

Aesthetics  
Eegun Elewe is a physically complex masquerade because of the 
nature of its costumes.  The masquerade, which is divided into 
three broad parts, carries diverse accessorial aesthetics.  The first 
part is from the head of the masquerade to its waist covered in 
multicoloured clothing background.  The fabric is twisted in a 
fashion that tilts completely on the left arm, covering the entire 
loins, torso and head of the masquerade, saving only the right arm 
with which the masquerade carries additional costume accessories 
and theatrical props such as hand fans and horsetail. 

The second part is the combination of leather and wool 
woven and embroidered like flat garlands arranged in a manner 
that allows them to skirt around the masquerade as he dances.  
Probably suggested by the performative necessity of this 
masquerade, the bulging circumference of the masquerade’s skirt 
suggests a skeletal girdle underlying it. The third part is an 
arrangement of the “ewe” (metal conical rattleboxes) of about  

 



425 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  416 
thirty in number, around the two legs of the masquerade.  Each 
stringed set containing brass rattleboxes of about an adult toe each 
is tied to the legs of the Eegun Elewe as part of the musical 
accompaniment to the performance of the masquerade.  
 

Semiotic Analyses of the Masquerade Costumes  

Afisoke 
The predominant deep red colour signifies strength, power and 
fearsomeness all of which are socio-aesthetic attributes of the 
dreaded warrior which the masquerade represents.  The right hand, 
the only hand of the masquerade which is seen, perpetually holds a 
battle axe to the head of the masquerade.  This communicates the 
fact that the masquerade carries the people’s battles on his head.  
The masquerade is telling the people: “your battles, I carry on my 
head”.  The palm fronds fastened to the battle axe signifies the 
spiritual status of the battle axe. The brown long strands of leather 
that are fastened to the battle axe – like fabrics which runs from the 
head to the knees of the masquerade, depict the long dreadlocks of 
the warrior – Afisoke, who was said to be a Dada, a human born 
with natural dreadlock.  The dreadlocks are believed to be the 
source of his power. 
 
Ajamolaya 
The dominant red colour is a symbol of fear, terror and power.  
The cowries ring on the face heightens the fear that Ajamolaya 
creates in people’s minds.  But, more importantly, the cowries ring 
symbolises the ‘immortability’ and ‘untouchability’ of the 
Ajamolaya masquerade. Ajamolaya, being the provost marshal or 
chief whip who maintains discipline and order during festivals 
needed to be insulated against reprisal or retaliatory attacks.  The 
impression was therefore created in the consciousness of the 
society that Ajamolaya is indestructible, immortal and therefore 
untouchable.  The unbroken ring of white cowrie shells on the face 
is a symbol of these attributes.  The ornamented staff usually held 
by Ajamolaya symbolises authority and power to control people. 
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Iyekiye 
The name Iyekiye means “assorted feathers”.  The masquerade, 
therefore, derives his name from the multitude of feathers that are 
attached to the clothing background of his costume.  The design of 
Iyekiye costume derives from the bird, not a particular bird but all 
birds and that is why different manners of feathers are found on the 
costume.  A clothing attachment at the back also represents the tail 
of a bird. The bird motif is informed by two things: first is the fact 
that the bird is the Yoruba symbol for witches and witchcraft.  
Iyekiye is believed to be a witch because of its magical prowess.  
As earlier stated, Iyekiye masquerade is a representation of the 
robust magical prowess the Igogo people are known for.  This 
prowess is attributed to the power of witchcraft, and in Ekiti, the 
bird is the symbol of witchcraft.  This explains why Iyekiye 
masquerade is conceived as a bird with a multitude of assorted 
feathers that signify magical prowess and witchcraft (Abimbola, 
1970).  Second are Iyekiye’s acclaimed disappearing acts.  During 
performances, Iyekiye disappears and appears at will.  This is 
consistent with the character of the birds that fly to and fro at will. 
 
Eegun Elewe 
Eegun Elewe is also called Eegun Alare which means “the playing 
masquerade”.  The play here means dance.  This masquerade is 
exclusively for trained dancers.  The art of dancing is a highly 
revered art form in Igogo society.  Dancing, combined with 
acrobatics, is considered by Igogo people to be the king of all art 
forms.  Therefore, talented dancers and acrobats are held in high 
esteem and treated with awe.  In the Igogo pantheon of 
masquerades, this group of people are represented by Eegun Elewe 
masquerade.  This is why the entire costume is a replica of a 
typical dance costume. 

The clothing material which covers the masquerade from 
head to the waist including the left hand is to enhance dance 
movements.  The bare left hand holds the traditional hand fan or 
the horsetail, the props that are synonymous with professional 
dancing in Yoruba land. The skirt-like swirling leather and wool 
around the waist is also there to emphasise the waist dance  
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movements.  The name Eegun Elewe means “the masquerade that 
has ewe”.  “Ewe” is the traditional rattle, cast in alloy metal, which 
is fastened around the ankles of traditional dancers in this 
community.  These rattles are also conspicuous on the ankles of the 
Eegun Elewe masquerade.  This signifies Eegun Elewe as an 
itinerant virtuoso dancer. 

 
The Limitations of Masquerade Costumes in Igogo Zone 
In Ekiti State, Igogo is one of the most technologically advanced in 
the choice of costume materials.  For instance, instead of using 
perishables such as palm fronds and carved woods like most other 
towns do, they use clothing materials, metallic rattles, beads and 
cowries, seasoned leather from animal skin and feathers.  However, 
in spite of this seeming advancement in comparison to the other 
towns, the materials used in Igogo still have their own major 
limitations. 
 
Clothing Materials 
The clothing materials become worn out after some years of usage 
because it is believed that for reasons of efficacy, new masquerade 
costumes are not built for every season.  Therefore, a particular 
costume becomes faded and rag-like after some years of usage. 
Also, the use of clothing materials can cause health hazards for the 
wearer because of the choice of materials and fabrics used.  
Usually, materials of different colours are used, stringed with 
different types of ornaments, and after rigorous masquerade 
performances, these costumes  are kept in storage without any form 
of preservation, washing or any form of treatment because, it is a 
taboo to do so.  This makes the clothing materials to deteriorate 
fast making the masquerades to appear dirty, scruffy and 
unattractive. 
 
Beads and Cowries 
The type of beads used makes the costumes very heavy, too heavy 
for the masked performer to be as active as he ought to.  They 
inhibit the supposedly rigorous movements of the masked 
performer or masquerader. The cowrie, apart from being heavier  
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than the beads, is one of those materials that have invested the 
Ekiti masquerade with the ritualistic status and, therefore, make it 
unacceptable to the modern audience.  In Ekiti, the appearance of 
the cowry on anything conjures magical, sacred and occult 
feelings.  Its continuous use as accessory will make the 
masquerade art a hard sell in contemporary times. 
 
Feathers  
These are epidermal growths that form the distinctive outer 
covering or plumage of birds.  When feathers appear on 
masquerade costumes, they look aesthetically pleasing; however, 
because it is the natural birds’ feathers that are used, it is a 
perishable material.  It is only safe to use once, and that is when it 
is still fresh.  When kept for another masquerade season, they 
would have become worn out and smelly by the effects of attacks 
from insects and other parasites. 
 
Leather  
Seasoned leathers sourced from animal skins are also used as 
materials.  Even though they are durable because of the seasoning, 
however, they still do not have the finishing and the aesthetics of 
synthetic leather. 
 
Conclusion 
It is expected that the information provided in this study on the 
socio-historical significance of Igogo masquerades will diminish 
the disdain borne by the elite Igogo indigenes towards their 
indigenous masquerade theatre. It is further expected that new 
technological possibilities such as polymer will be introduced to 
the making of the masquerade costumes. The adoption of polymer 
materials will eliminate the ritual features and reduce the 
masquerades to art works, thereby making them more attractive 
and acceptable to the contemporary entertainment seekers. This 
will reduce the limitations of the existing costumes, in so doing, 
increasing the marketability of Igogo masquerade theatre in the 
contemporary tourism and entertainment circuits. 
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From the Theatre Phase to the Media Space:  Interrogating the 

Vocational Odyssey of Yemi Ogunbiyi 
 

*Tunde OLUSUNLE 
 

Abstract 
This article attempts an examination of the variegated professional 
career of Yemi Ogunbiyi (YO), one of the most prominent shapers 
of the contemporary media practice in Nigeria and his 
contributions to Nigerian theatre scholarship; literary criticism and 
new journalism in Nigeria. It traces his vocational origins as a 
theatre scholar and practitioner, through his venture into 
journalism, as an innovator and seasoned administrator in two of 
Nigeria’s largest newspaper conglomerates in their time, Guardian 
Newspapers Limited and the Daily Times of Nigeria Plc, and his 
more recent endeavours in public relations, advertising and 
publishing. Employing historical-analytic method, this article 
interrogates the career and enterprise of YO, a scholar, former 
university teacher, journalist, administrator, public relations doyen 
and publisher, in order to properly situate his contributions to these 
professions and to national development.   
 
Keywords: YO, Nigerian theatre scholarship, Media practice, 
Nigeria, National development 
 
Introduction 
It is not unexpected that contemporary engagers of the Yemi 
Ogunbiyi phenomenon will most readily define him within the 
context of his most recent endeavours in advertising, public 
relations and publishing. This will be most fitting for a man who 
has devoted the better part of the last three decades in the 
challenging terrains of these variegated, albeit mutually compatible 
vocations. For the avoidance of doubt, about 25 years ago, 
Ogunbiyi launched into advertising and public relations, when he  
_____________________ 
*Tunde OLUSUNLE of the Department of Theatre Arts,  
  University of Abuja, Abuja   Email: babatstone@yahoo.co.uk 
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established Tanus Communications Ltd, to compete in a market 
hitherto dominated by much older brands in the industry.  With 
pre-existing labels such as Lintas Ltd; Insight Communications 
Ltd; SO and U Ltd, and similar outfits, already setting the pace in 
the sector, Ogunbiyi’s creation was without doubt, a neophyte. 
Ogunbiyi’s Tanus Communications, which began operations in 
May 1992, started less than five months after his exit from the 
Daily Times of Nigeria Plc, where he had functioned as Chief 
Executive for almost three years.  Followers of his media odyssey, 
which began at the turn of the 1980s with the establishment of The 
Guardian, had, presumably looked forward to the extension and 
continuation of his career in journalism, the profession which had 
brought him so much fame and goodwill in the preceding years.  
His foray into these extensions of the mass media, without doubt, 
confounded many people. 

Not too many remember, however, that Ogunbiyi actually 
began his illustrious professional career, which has spanned the 
better part of the past five decades, in the theatre.  He earned a 
Bachelor of Arts degree in Literature in English from the 
University of Ibadan in 1971; attended the New York University, 
Brooklyn for graduate studies and received a Master of Arts and 
Doctorate Degrees, respectively, between 1972 and 1976.  His 
Doctorate thesis, supervised by the American scholar, Richard 
Schechner, was based on film criticism.  He subsequently returned 
to Nigeria to take up a lectureship appointment at the University of 
Ife (now Obafemi Awolowo University). As he turned 70, April 
13, 2017, however, it becomes germane to interrogate the career 
and enterprise of this scholar, former university teacher, journalist, 
administrator, public relations doyen and publisher, to properly 
situate his contributions to these professions and to national 
development.  This is critical so that salient aspects of these 
endeavours are not casually subsumed under the canopy of his 
most recent ventures in the Nigerian business and commercial 
sector. 
The Ife Days 
YO’s vocational origins are resident in the finest traditions of the 
academia, his ideological affiliation and scholastic temperament  
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distinctly of the left-wing Marxian hue, without genuflections.  He 
thus found good company in the Department of Literature of 
“Unife”, (the abbreviation by which the University of Ife was 
popularly known), with colleagues like the venerated Nobel 
Laureate, Wole Soyinka, and the younger Biodun Jeyifo, the fiery 
critic and theorist; Kole Omotosho, the prolific novelist and literary 
documentarist and the highly respected oral literature scholar, 
Godini Gabriel Darah. 

Ogunbiyi joined Soyinka, Omotosho, Femi Osofisan, Dapo 
Adelugba, Rasheed Onikoyi, Joel Adedeji and Femi Johnson, on 
the cast of the film adaptation of Kongi’s Harvest, written by 
Soyinka and co-directed by Soyinka and the African American 
film director, Ossie Davies, during those years preceding the 
eventual blossoming of a film and television sub-culture in the 
University of Ife. It was not any surprise therefore, that following 
the re-configuration of the Department of Literature and the 
subsequent establishment of the Department of Dramatic Arts in 
1977, Ogunbiyi was one of the very first members of the academic 
staff to be redeployed to the new creation, to join Soyinka. Ahmed 
Yerima in his keynote address at the Third Edition of the Ife 
International Film Festival, November 29 to December 2, 2012, 
notes the foundational role played by YO in the development of a 
film and television curriculum for the University of Ife: 

Film and Television did not come into the 
Department of Dramatic Arts curriculum 
until 1978, when the degree programme was 
started…The Ife curriculum was greatly 
inspired by Yemi Ogunbiyi (who) was 
seconded from the Department of Literature 
to assist Soyinka in setting up the 
Department of Dramatic Arts….  Ogunbiyi’s 
background in film gave birth to the course 
which was titled “Film and Television”. (1) 

Against the backdrop of his endeavours in film and indeed 
his facial resemblance to the revered African American film actor, 
Richard Roundtree, who was a household name in the 1970s and  
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whose stage alias was “Shaft”, Ogunbiyi was equally nicknamed 
Shaft by his numerous contemporaries and friends.  He later proved 
to be the critical shaft of many organisations and initiatives in 
which he was involved, over time. In 1981, Ogunbiyi released the 
seminal work: Drama and Theatre in Nigeria: A Critical Source 
Book.  The volume which was edited by him is an assemblage of 
rigorously researched academic essays by some of the most 
formidable names in dramatic criticism.  These include Soyinka, 
Jeyifo, Ossie Onuora Enekwe, MJC Echeruo, Ola Rotimi, Dapo 
Adelugba, Ulli Beier and Ebun Clark.  The work remains an 
invaluable resource material for teachers, students, researchers and 
enthusiasts alike, in the generational evolution and multicultural 
dimensions of drama and theatre in Nigeria, as envisioned by YO 
in the preface to the book.   

There he defines his motivation for the volume as one 
informed by the need to: …readily make available those essays 
which are not quite accessible to students of African theatre history 
in our universities and colleges.  It would also promote a serious 
starting point for the much needed re-evaluation of Nigerian drama 
and theatre (xiii). Side by side with his teaching pre-occupation, 
YO also teamed up with Jeyifo to co-found Positive Review, a 
journal of society and culture in Black Africa.  The journal 
encapsulated the thoughts and ideals of a generation of left-
inclined creative writers and scholars, including Omolara 
Ogundipe-Leslie, Odia Ofeimun and other more familiar names at 
the time. YO rose to the position of Senior Lecturer and Acting 
Head of the Department of Dramatic Arts, before he joined the 
Editorial Board of The Guardian newspapers on an initial one-year 
sabbatical, at the inception of the newspaper, in 1983. 
 
A Pioneer at The Guardian 
Recounting his first meeting with the founder and pioneer 
publisher of The Guardian, Alex Uruemu Ibru, in a December 12, 
2011 tribute, YO says: 

I recall clearly my first meeting with Mr. 
Alex Ibru.  It was in June of 1983.  After 
months of prodding from Dr. Stanley  
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Macebuh to join the nascent team at The 
Guardian, I accepted his offer to visit the 
premises of the organisation at Rutam 
House…And as was the tradition in those 
days, Dr. Macebuh took me to see Mr. Ibru 
first.  Coming from Ife, with my heavy dose 
of latent left wing biases, I was not sure that 
I wanted to meet Mr. Ibru just yet.  The 
meeting turned out to be brief….. 

 Ogunbiyi subsequently agreed to join the Editorial Board of 
The Guardian, the intellectual engine room of the organisation. In 
The Whole Truth (2004) a compendium of selected editorials of 
The Guardian from 1983 to 2003, edited by Reuben Abati, 
Ogunbiyi is listed in the top ten bracket of 72 full time members of 
the board; visiting members and consultants alike, among some of 
the most highly regarded names in the media industry.  His 
colleagues included contemporaries from the academia like 
Macebuh, Onwuchekwa Jemie, Chinweizu, Osofisan, Herbert 
Ekwe and core media professionals like Sully Abu, Sonala 
Olumhense and Lade Bonuola. Whereas his primary editorial brief 
consisted of generating editorial topics, canvassing them at regular 
sittings of the board, drafting editorials and sustaining regular op-
ed contributions to the newspapers, the creatively restless and 
expansively-minded YO spawned several editorial novelties. 

Consistent with his primary commitment to the 
development of criticism and the growth of creative writing, YO, 
in response to the challenge and encouragement of Macebuh, 
initiated the Guardian Literary Series (GLS), in conjunction with 
Osofisan.  The objective was to create a public platform for the 
appreciation of Nigeria’s very rich literary tradition. In his 
foreword to Perspectives on Nigerian Literature: 1700 to the 
Present, Volume One (1988), a collection of some of the essays 
published in the Guardian Literary Series, Macebuh notes that: 

The Guardian Literary Series began as an 
experiment. Creative writing in Nigeria had a 
long history.  But only a few older writers  
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were sufficiently well-known and this was 
mainly because most of their major works 
had been published before the economic 
slump of the late 1980s….The idea at The 
Guardian, initiated primarily by Yemi 
Ogunbiyi and Femi Osofisan, was to step in 
where book publishing companies could not 
and offer on a weekly basis in our 
newspaper, a series of critical appraisals of 
Nigerian writers. (viii) 

YO corroborates Macebuh in his preface to the second volume of 
the publication, Perspectives on Nigerian Literature: 1700 to the 
Present, Volume Two (1988), when he affirms that: it was quite 
clear from the inception of The Guardian as a serious daily 
newspaper in July 1983, that sooner or later, the newspaper would 
have to participate in the effort to help “popularise” our vibrant 
literature….It was clear to the founding fathers that the literary 
pages of a serious national newspaper, had an abiding duty to 
participate, initiate and even stir up debate in the all-important area 
of literature and culture.  In a broad sense that was the objective for 
starting the Guardian Literary Series. (xi) 

Giants in literary criticism who contributed to the project 
included Wole Soyinka, Abiola Irele, Dan Izevbaye, Isidore 
Okpewho, Biodun Jeyifo, Akinwunmi Isola, Ernest Emenyonu, 
Sam Asein, Chidi Amuta, Femi Osofisan, Olu Obafemi, Catherine 
Acholonu, Ibrahim Yaro Yahaya and Adebayo Williams. YO 
equally initiated a series of exclusive interviews with world 
leaders, which added diversity to the regular buffet of the editorial 
content of The Guardian.  He interviewed Presidents, Heads of 
State and Prime Ministers like:  Shimon Peres of Israel; Muammar 
Gaddaffi of Libya; Thomas Sankara of Burkina Faso; Julius 
Nyerere of Tanzania; Kenneth Kaunda of Zambia and Robert 
Mugabe of Zimbabwe. Reminiscing on his interview with Gaddaffi 
which he undertook with the founder of The Guardian, YO recalls 
that: 
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By far the most bizarre of our trips was our 
encounter with Col. Gaddaffi.  We had 
arrived on a Saturday for a scheduled Sunday 
appointment with the “Leader” as he was 
fondly called in all of Libya.  At breakfast 
the next morning, officials from the 
President’s office came for us, politely 
chauffeured us to the airport and flew us out 
without prior knowledge of our destination, 
to Benghazi, for what we were assured was 
to be a prompt interview with Col. 
Gaddaffi….With the private jet that flew us 
neatly parked at a nearby aerodrome, we 
ended up spending three days in Benghazi, in 
near seclusion, without our bags or change of 
clothing….The publisher never accompanied 
me to another interview! 

Upon completion of his one year sabbatical, Ibru brought a 
lot of pressure to bear in YO and subsequently appointed him 
Controller, Office of the Publisher in 1985.  In a manner of 
speaking, he became something of the Chief of Staff to the 
Publisher.  Not long after, he was elevated to the Board of 
Directors as Executive Director, Public Affairs and Marketing 
from January 1986 to February 1989.  In this capacity, he 
superintended over the Circulation, Transport and Advertisement 
Departments, the commercial and operational tripod of the 
newspaper. 
 
Rescue Mission at The Daily Times 
On March 1, 1989 YOi was appointed Managing Director of the 
Daily Times of Nigeria Plc, to replace Olusegun Osoba, who had 
just completed a five year stint on the job.  If YO’s six year 
sojourn in The Guardian enabled him to learn the ropes of 
newspaper administration and management, his appointment as 
Chief Executive of the Daily Times was an opportunity to put into 
practice the aggregate experience garnered and the lessons  
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learned.  It has indeed been argued that there is perhaps no chief 
executive of the Daily Times, after the iconic Alhaji Babatunde 
Jose, who impacted as much on the organisation, as Yemi 
Ogunbiyi (YO). 

The Daily Times of Nigeria Plc was a humongous 
conglomerate with almost a dozen diverse subsidiaries, notably: 
Times Publications Division, TPD, (Publisher of the Daily Times 
and a host of other publications); Nigerpack Ltd; Times Press Ltd; 
Times Books Ltd; Times Leisure Services Ltd, (organisers of the 
annual Miss Nigeria Beauty Pageant); Naira Investments; Naira 
Properties Ltd; Pilgrims Books Ltd and Times Journalism 
Institute, TJI.  The organisation equally owned 80% stakes in the 
London based West Africa Magazine, which had a complement of 
Nigerian and foreign personnel alike. The Chambers Twentieth 
Century Dictionary defines a Shaft, among others, as a “rotating 
rod that transmits motion”.  If YO’s longstanding nickname was 
thought to be just another alias, his exertions at the Daily Times 
gave credence to the appropriateness of the name, as he proved to 
be the engine room that drove development in the organisation. 
Niyi Osundare’s impressions of the Times before the Ogunbiyi era 
in the Daily Times as espoused in Dialogue With My Country 
(2011), was extremely scathing.  In his essay entitled: The 
Ogunbiyi Phenomenon, Osundare asserts that: 

I stopped reading the Times in June 1980 
(yes, I am very sure of the date!)  I stopped 
because what before then was the undisputed 
flagship of Nigerian print journalism had 
sunk to such an abysmal level of sycophancy 
and depravity that it soiled even the hands of 
groundnut sellers whose unpleasant job it 
was to use its unsold bundles to wrap their 
ware.  Truth rapidly took on a pale, partisan 
hue.  The Times became a pamphlet in which 
the time-serving gladiators and opportunists 
of the Second Republic daily stroked their 
afflicted egos.  Rational thought and a 
genuinely national discourse took leave of its  
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pages.  Obituary advertisements took over, 
bringing in tons of cheap naira, but 
systematically killing our national dialogue.  
What used to be a national dialogue became 
a national insult. (103) 

YO took up the gauntlet and resolved to reverse the trend.  
Recognising the fact that his vision for a radical turnaround of the 
fortunes of the organisation could only be steered by a very solid 
human resource base, he began the immediate re-organisation of 
the manpower content of the organisation. The Daily Times of 
Nigeria Plc was not without select top-rated professionals and 
intellectuals in its editorial arm, though.  There were household 
names like Onyema Ugochukwu, the economist-banker turned 
journalist who was one of the pioneers of contemporary business 
journalism, and Farouk Umar Mohammed, who had served 
variously as Editor and General Manager of the Daily Times. 
There were also younger bright minds like Ndu Ughamadu, Segun 
Ayobolu, Gbenga Ayeni, the late Femi Olatunde, Emeka Nwosu, 
Emeka Odo, among others.  Femi Sonaike, former Head of the 
Department of Mass Communication at the Ogun State 
Polytechnic and Kayode Soremekun, an international relations 
expert, were serving their sabbaticals in various departments in 
the organisation. 

The new chief executive, however, embarked on a massive 
and cross departmental overhaul of the organisation.  Femi 
Osofisan whose highly popular weekly fiction series, Tales the 
Country Told Me, was hitherto published in The Guardian, moved 
the literary column to the Daily Times.  Ken Saro Wiwa equally 
obliged to write for Sunday Times, the weekend publication in the 
stable of the Daily Times Group.  YO equally brought with him 
Chidi Amuta and G. G. Darah, his colleagues at the University Ife 
and on the editorial board of The Guardian, to help reshape the 
editorial board of The Daily Times.  Omar Farouk Ibrahim joined 
from the Faculty of Social Sciences of Bayero University, Kano, 
Ngozi Anyaegbunam from the editorial board of Champion 
newspapers and Ayo Olukotun, from the University of Ilorin. The  
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intellectual complexion of the Editorial Board of the “new” Times 
looked very much like the staff list of a serious academic 
department. Ndaeyo Uko, the columnist; Ejiro Onobrakpeya a 
highly regarded foreign affairs reporter; Afam Akeh and Dapo 
Adeniyi, who were both on the Arts desk of The Guardian 
relocated to Ogunbiyi’s Daily Times.  Dapo Aderinola moved 
over from The Punch while Tunde Ipinmisho who was a Senior 
News Editor in Nigerian Television Authority, NTA, Minna, 
became Rewrite Editor.  

The Rewrite Desk by the way was YO’s creation to check 
the dodgy grammar, atrocious tenses and sloppy constructions that 
could find their ways into the news pages of the publication. 
Tunde Kaitell, Sam John, Gboyega Okegbenro, Edwin Baiye and 
Lanre Adebayo, were some of the journalists who came with him 
from The Guardian.  Immediately he completed his post-graduate 
degree programme at the University of Ibadan, Hakeem Bello 
joined up in 1991. Editorial content and discourse under YO 
improved so rapidly and radically within a brief span, such that 
Osundare, who attended one of the typically lively and 
intellectually robust editorial board meetings under his watch, had 
this to say: 

I looked around the room, and what caught 
my gaze was the diversity, the insights, and 
commitment of many members of the 
editorial board.  Here were men and women 
whose political and ideological proclivities 
ranged from the fiery left, to tepid right, with 
a comfortable territory in the centre, that 
archetypal space for common grounds and 
compromise.  At the helm of this whole 
arrangement was Yemi Ogunbiyi, debonair, 
assured, affirming here, conceding there, 
smoothing out the jagged edges of a vibrant, 
vociferous discussion, like the liberal 
intellectual that he primarily is.  Almost 
instinctively, I asked myself: but how long 
can all this last? (102) 
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The overhaul of the aesthetics and visual quality of The 

Daily Times publications, engaged YO’s attention as much as the 
task of infusing the organisation with a new breath of 
intellectualism.  The graphic arts and cartoons department was re-
organised and the creative sensibilities of talents like Yomi Ola, 
Victor Ekpuk, Felix Omorogbe, Kayode Tejumola and Kayode 
Olagunju, was re-awakened.  New logos were articulated for The 
Daily Times and its sister publications, while their cover and 
inside pages equally had a brand new appeal. For YO, every 
department, every component of the newspaper production 
process was very important, which explains why side-by-side with 
the reinvigoration of the graphic arts section, the photography 
department was equally rejigged.  YOi did what was considered 
unthinkable in the industry, appointing Sunmi Smart-Cole as 
Photo Consultant to bring contemporary verve into the hitherto 
uncreative and monotonous photo journalism of the time.  He 
encouraged the recruitment of university and polytechnic 
graduates as photographers, which was revolutionary and 
innovative in the industry.   

Tumo Ojelabi, a 1984 graduate of dramatic arts from 
Unife, became the first university degree holder in the history of 
The Daily Times, if not newpapering in Nigeria, to be appointed in 
the photo section of the organisation.  Bayo Ewuosho and Jide 
Dehinsilu, both graduates of the Yaba College of Technology, 
were also head-hunted into the photo section, by YO. With the 
mammoth influx of foreigners or outsiders, generically described 
as “Ogunbiyi Boys” into the system, disaffection and friction was 
not unexpected, particularly in a system hitherto peopled by 
indigenes as the newcomers referred to the older staff.  But the 
suave and diplomatic YO ensured there was a fair balance which 
ensured accommodation and productivity. In The Leader at 70: 
How We Have Weathered the Storm: 1926 – 1996 (1996), ed. 
Sunday Olagunju), YO is credited with the computerisation of the 
operations of The Daily Times: He introduced the computer 
system and this no doubt quickened the production processes of  
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the company.  The introduction of computer also brought with it 
improved aesthetic value of the papers (102). 

The regular training and re-training of staff, and the 
improvement of emoluments and welfare packages of the 
personnel, as motivational strategy, also constituted highlights of 
the YO era in The Daily Times. As would have been expected, his 
dispensation gave luminous space for the flourish of literary 
productivity and criticism. Supported by Amuta and Darah, and 
the younger Akeh and Adeniyi, Times Review of Ideas and The 
Arts, a virtual facsimile of the Guardian Literary Series, was 
invented. He was an unconventional administrator who loathed 
protocol, abhorred bureaucratese and its red-tapism.  He knew 
virtually every staff in every department by name, perhaps a fall-
out of his years in the classroom. The circumstance of the 
engagement of this writer as a Staff Writer in 1990 was a case in 
point.   

Recommended to him by a highly-regarded schoolmate of 
his at the University of Ibadan, he asked to know what I had done 
as a journalist and why I thought I could add value to his brief at 
The Daily Times.  I came prepared and handed him a file with 
about 30 cuttings I had aggregated as a freelance contributor to 
The Guardian where he left from, the Daily Times and The 
Herald, among others. He flipped through the file and saw my 
contributions to the Guardian Literary Series which he created, 
among other credits.  He looked up from his file and asked if I 
was the person that goes by the by-line.  I answered in the 
affirmative.  I was about tendering my certificates when he sent 
for the General Manager, Times Publications Division, a position 
then held in acting capacity by Onyema Ugochukwu. Once 
Ugochukwu showed up in the MD’s holding area in the Agidingbi 
premises of The Daily Times, YO said to him: “Onyema, we have 
a new staff.  Please issue him a letter of employment”. The 
encounter was that brief, the outcome so magically confounding.  
And so I became a staff of The Daily Times. 

While on a visit to the Agidingbi offices of the Times early 
in his stewardship, Yemi Ogunbiyi (YO) asked to see the late 
Imoukhuede Ogunleye.  Ogunleye had created a weekly column  
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entitled Diary of An Unemployed Graduate, as a freelance 
contributor to The Daily Times, where he fictionalised the day-to-
day schedule and activities of a typical job-hunting university 
graduate. Over time, the column had caught on and became a 
much sought-diet for many Times readers who saw their own 
daily experiences in the daily regimen of the “unemployed 
graduate.” Typically, YO wanted to meet and commend the 
columnist and encourage him to aspire higher. He was informed 
that Ogunleye was but a once-in-a-week caller at Agidingbi 
during which he submitted his column contribution, since he was 
not on the staff of the organisation.  “Get me the General 
Manager”, was Ogunbiyi’s response. “GM, employ this 
Imoukhuede guy.  Send him to the features desk”.  And that was 
it.  That was the quintessential Ogunbiyi.  Ogunleye needed no 
godfather, no mediator. Ogunbiyi read everything published in 
Times publications. 

Under YO, at least two publications were completely 
repackaged and renamed.  Woman’s World, a general purpose 
women’s magazine, which was first published in February 1964, 
was rebranded into Poise magazine and was intended to challenge 
the hitherto dominant Classique magazine.  Similarly, Times 
International magazine which was first launched in August 1974, 
yielded way for Times Week magazine in April 1991, to rival 
African Concord and African Guardian magazine. Lawal 
Ogienagbon who joined the Times in 1991, recalls the larger-than-
life image of the organisation in the public consciousness, a 
reputation which subsisted and grew under YO. It was a 
conglomerate then in the real sense of the word.  The Times 
Publication Division (TPD) at Agibingbi, Ikeja, Lagos the 
publishers of Daily Times, Business Times, Times International, 
(later) Times Week, Sporting Record, Lagos Weekend, Headlines, 
Evening Times, among others, was at the heart of the business 
empire which the late Alhaji Babatunde Jose left behind, 
following his exit in 1976 (19). Despite the multifaceted 
innovations brought about by YO, it is worthy of note that he 
steered the organisation, on the path of economic profitability in  
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an era where several newspaper organisations were otherwise 
distressed.  Innocent Okoye, quoting Ukoha Kalu, asserts that: 

Under Ogunbiyi, the DTN was said to have 
recorded a princely N10m profit.  He was 
able to achieve the record because he was 
credited to have enlisted the services of some 
high profile journalists and a very vibrant and 
dynamic editorial board, made up of persons 
of great intellectual depth and versatility, 
mostly from The Guardian stable….He was 
said to be on the path of bringing about a re-
definition of what the paper was to become, 
before his term was cut short 
unceremoniously in December 1991. (14-15) 

The value of the Nigerian currency, the naira was much 
higher at that time; nearly three decades ago, where the average 
annual budgets of state government was in double-digit millions.  
For a media organisation to have grossed a huge N10 million in 
profits at the time was indeed remarkable. By the time he was 
removed from office on the eve of the New Year 1992, YO had 
barely spent 33 months in office.  But he left indelible footprints 
on the sand of time which became the benchmarks for his 
successors. Osundare recalls with a deep sense of nostalgia that: 

What Ogunbiyi and his team did was to 
rescue our country’s largest newspaper from 
the graveyard, give it back its tongue, so it 
could talk to us again….By far the most 
enduring of Ogunbiyi’s legacy in the Times is 
the re-inauguration of a vigorous literary and 
intellectual engagement.  Old hands were 
rejuvenated; new talents sprang up and 
blossomed.  Book reviews assumed a 
surprising regularity, while The Times 
Review of Ideas and the Arts, became every 
Saturday’s compulsory read.  A certain 
credibility developed around the Times,  
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certain integrity, a reasonable measure of 
civilised argumentation. (103 – 104) 

Continuing, Osundare hypothesizes on the possible reason 
for YO’s ouster from the Times, which was arguably linked to the 
air of liberal discourse and expansiveness which Ogunbiyi 
engendered in a hitherto pro-establishment media organisation, 
while also expressing deep concerns about the future of the new-
look Daily Times. His words: Now, that music has been stopped 
mid-tone.  All kinds of reasons are being conjectured for the 
stemming of the Times brief renaissance, one of them being that 
Ogunbiyi’s Times is not pro-government enough.  Will the new 
men at the helm lead the Times back to that abyss of sycophancy 
and abasement which kills national discourse by privileging the 
rulers’ fiction over the people’s truth?  Will the Times die again? 
(104). 

YO deployed the few months immediately after his exit 
from The Daily Times to plan his next vocational option.  He was 
already entrenched in the media and journalism by this time and 
public expectation favoured his rebound perhaps in another 
publication. It had become fashionable for journalists who broke 
away from their parent organisations to re-convene and start-up 
their own news outlets.  The example of Dele Giwa, Ray Ekpu, 
Yakubu Mohammed and Dan Agbese who broke out from the 
erstwhile Concord newspapers (Giwa, Ekpu and Mohammed) and 
Agbese (New Nigerian) to establish Newswatch in 1985, was still 
very fresh. The same was the breakaway of Nosa Igiebor, Onome 
Osifo Whiskey, Dare Babarinsa and Babafemi Ojudu, who also 
exited Newswatch to set up Tell magazine in 1991. 
 
Testing New Grounds 
His eventual recourse to advertising, public relations, advertising 
and publishing was something of a surprise to several YO 
admirers.  Almost 25 years down the line, however, he has made 
such a huge success of the initiative and his organisation has 
become a reference point in the industry.  Within this period, 
Tanus Communications Ltd has collaborated with several blue- 
 



446 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  437 
chip organisations, notably: the Nigerian National Petroleum 
Corporation (NNPC; West African Portland Cement Company 
PLC (WAPCO); Union Bank of Nigeria PLC (UBN) and 
Mainstreet Bank Plc (formerly Afribank Nigeria Plc), in media 
and public relations. The Central Bank of Nigeria (CBN); the 
Nigerian Communications Commission (NCC); Dangote Group of 
Companies; Bank of Industry (BOI); Berger Paints Plc and 
National Inland Waterways Authority (NIWA); also feature in the 
long list of the organisation’s clients.  

His Tanus Books Ltd which commenced operations in 
2008 can be rightly regarded as a bold attempt to reconnect with 
his primordial interest, contributing to knowledge.  The emphasis, 
however, has been on the production of school textbooks and 
instructional materials for the younger generations in primary and 
secondary schools.  Collaborating with educational experts, Tanus 
Books has produced textbooks for almost a dozen states across the 
country, notably: Cross River, Akwa Ibom, Bayelsa, Rivers, 
Lagos, Ekiti, Kano, Adamawa and Borno.  Tanus Books is equally 
a partner of the Universal Basic Education Commission (UBEC) 
on textbook production and distribution. In recognition of his 
longstanding service to educational development, YO was in 
January 2017 appointed Chairman of the Governing Council of 
the Obafemi Awolowo University, Ile-Ife.  This in a manner of 
speaking re-united him with the university where he first began 
his career as a university lecturer, over four decades ago.  It is an 
opportunity for him to bring his cumulative experience to bear, in 
the rejuvenation of the erstwhile model citadel. 
 
Conclusion 
Without any doubts, Yemi Ogunbiyi (YO) has had a very well 
rounded professional career, during which he has virtually 
traversed the entire gamut of the media and communicative arts, 
from the stage, through the media and thenceforth to public 
relations, publishing and advertising in Nigeria and beyond. It is 
hoped that he would continue to sustain his enterprise in literary 
intellection, media advancement and legendary scholarship in the 
same manner of front liners such as Professors Wole Soyinka and  
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John Pepper Clark Bekederemo, among others, and his 
contemporaries, Professors Femi Osofisan, Niyi Osundare, 
Biodun Jeyifo, Kole Omotosho, and other members of the clan for 
the younger generations of Nigerian pracademics to emulate and 
benefit from in the quest for national development. 
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The Dynamics of Directing for the Stage and the Screen 

 
*Yinka Smart BABALOLA 

 
Abstract 
Using historical-analytic method, this article examines the 
dynamics of directing for the stage and the screen. It argues that 
even though the process of directing is a tough one both on the 
stage and the screen, it can be very interesting and rewarding for 
the strong-willed, creative director (artist). It further posits that 
contemporary theatre is so sophisticated and highly technologically 
driven that a stage director must of necessity be artistically and 
technically savvy to be effective in play production in the theatre.  
As creative and interpretive artists, post-modern, multicultural and 
globalized directors constantly seek new means of creative 
exploration through a shared experience of experiments in 
multimedia, visual arts and cultural expressions of the performance 
theatrical traditions existing all over the world.  This is the key link 
in the works of creative high concept directors such as Jerzy 
Grotowski, Peter Brook, Eugenio Barba, Robert Lepage, Simon 
Mcburney, Lev Dodin, Elizabeth LeCompte and those of text-
interpreters and author-centred directors such as Max Stafford-
Clark, Katie Mitchell and Declan Donnellan.  Contemporary 
directors are seeking new ways of developing strong ‘physically 
embodied theatre’ and must continuously strive to work across the 
theatre/film/television divides, and feel be at home in the different 
media to bring their visions to bear on creative works beyond the 
confines of any single medium for the gratification of the ever 
‘hungry’ audience.   
Keywords: Directing, Stage, Screen, Multimedia, Contemporary 
directors, Theatrical traditions  
 
Introduction  
Directing as an art is very difficult to define. This is because most 
___________________  
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definitions fail to capture the full essence of the art and craft as it 
applies to the stage and the screen. For instance, directing is 
conceived by Beck et al (quoted in Umukoro, 2002) as the 
controlling force for unifying all facets of the production of a play.  
Many scholars, such as Dean and Carra (1980); Umukoro (2002); 
Brocket and Ball (2004); Felner and Orenstein (2006); and Felner 
(2013), regard directing as the art of coordinating all the activities 
that ultimately lead to the production of a play, and a director as 
that superhuman who provides a unified artistic interpretation of a 
particular play for a particular audience.  Felner and Orenstein 
observe that the art of directing “lies in making decisions about 
how to use all the means available to create a compelling theatrical 
encounter” (2006).  All these definitions have considered just one 
aspect of the art of directing, which is play production for the 
stage.   

Directing as an art exists beyond the confines of the theatre 
and beyond play production.  Apart from the theatre, directing 
exists in live performance arts/events, radio, television and film.  
Directing also exists at different levels, even within the same 
medium.  For instance, in film and television, different 
programmes have different types of directors.  News, music, 
drama, animation, children, variety show, commercials, reality TV, 
etc., programmes have directors who possess different specialized 
skills needed for the different media.  As directors, however, they 
are driven by a common purpose - pursuing the ultimate concept 
and vision for the production.  Irrespective of the medium, 
directing makes rigorous demands on the director’s natural and 
acquired abilities, especially in the area of artistic and technical 
requirements.  Therefore, directing as an art can be summed up as 
the process of coordinating all the human, technological, artistic 
and sometimes financial elements of a production, be it in theatre, 
mass media or performance arts/events. 

The art of directing, which was born on stage, is relatively 
one of the youngest but perhaps the most demanding of all the arts 
of the theatre.  Dean and Carra (1980) claim that the nearest 
counterpart to directing in western dramatic production history is 
the Choregus in the Greek dramatic festivals, who was a business  
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manager and also trained the chorus, although many theatre 
historians such as Wickham Glynne (1992) and Brocket and Hildy 
(2010) believe that the playwright in the Greek theatre trained the 
chorus and superintended rehearsals.  In any case, Felner and 
Orenstein (2006) assert rightly that these roles, including those of 
the Roman theatre’s actor-managers, Medieval theatre’s pageant 
masters, Elizabethan theatre’s leading men, etc., were 
organizational roles rather than “visionary or interpretive ones”. 
With other theatrical traditions outside the West, directing as art in 
itself did not exist until the contemporary times when artistic 
directors are employed to coordinate festivals, carnivals, among 
others. In performance theatrical traditions across Africa, Asia and 
Latin America, the lead performers, who are often chief priests or 
narrators, are usually responsible for training the neophytes and 
coordinating the total performance in line with laid down 
conventions of the specific performance. This is evident in 
Japanese Kabuki theatre, Indian Khatakali and African festival 
theatres such as Egungun or New Yam festivals where the 
conventions of visual and aural aesthetics are strictly adhered to by 
generations of performers. 

The modern director, as we know it today, came into being 
during the late eighteenth century in Europe. This birth is traceable 
to the rise in experiments towards a unified production, the 
movement in the direction of realism and interest in scientific 
exploration of cause and effect in the dramas of Henrik Ibsen and 
other pioneers of realism.  Several theatre and artistic figures of the 
time contributed immensely to the evolution of the art of directing 
and in shaping the role of the modern director.  Notable names 
whose consistent works and experiments paved way for the art of 
directing include Johann Wolfgang von Goethe (1749-1832), 
Georg II, The Duke of Saxe-Meiningen (1826-1914), Richard 
Wagner (1813-1883), Andre Antoine (1858-1943), Constantin 
Stanislavski (1863 1938) and Erwin Piscator (1893-1966). The 
new movement in realism/naturalism expressed in the plays of 
Emile Zola (1840-1902), Henrik Ibsen (1828-1906), August 
Strindberg (1849-1912) and Anton Chekhov (1860-1904) with 
“psychologically complex characters who grew out of particular  
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social millieus” (Felner, 2013:188-90), created the need for 
specific stage setting particular to each play as opposed to the 
generic visual  conventions of the past  and “the need for an artistic 
eye” to unify the stage elements with the play text, demanded the 
conception of the art of directing.  Stanislavski’s work at this 
period has remained one of the most enduring contributions to the 
art of directing in the theatre due to its integrated actor training and 
the realistic stagecraft. According to Felner and Orenstein, “the 
modern director as visionary, unifier, and guide to actors was born 
in Stanislavski’s early work” (2006). In this period, the theatre was 
the sole medium of artistic expression and mass entertainment; 
hence, the director existed only in the theatre until the birth of film, 
radio, television, video and the internet. 

Today, the role of a director is far more complex and 
demands multi-skills and multimedia, unlike in the late 19th and 
early 20th centuries. A director can traverse different media, 
depending on the ability to acquire specialized skills and technical 
abilities needed for the different media. Directors like Elia Kazan 
(1909-2003), Lloyd Richards (1919-2006) and Michael Mayer 
(born 1960) are known to have successfully directed productions 
for the stage, film and television. A director willing enough can be 
trained in the different areas and media and can ply his or her art in 
any of the areas as well.  But directing is a very complex and 
taxing art to the extent that many directors would rather stay in one 
area of specialization such as film, television or theatre.  A director 
requires many years of training and practice to become highly 
skilled and confident. Therefore, very few people opt for directing 
as a specialism.  For the interested, directing skills for the stage can 
be acquired in theatre/drama schools or universities with 
theatre/performing arts departments. Film/television directing skills 
can be acquired in film/television schools.  Also, directing skills 
can be acquired by apprenticeship, even though this is becoming 
less attractive because of scarcity of mentees and mentors and, of 
course, many believe that apprenticeship has become a 
“conditioning force that deeply discourages self-evaluation and 
change” (Rabiger 1997).  
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The Fundamentals of Stage Directing 
Stage directing is primarily concerned with the following: script 
interpretation/performance creation; understanding the 
performance environment; understanding visual and aural 
aesthetics; and working with performers, designers and 
technicians. A stage director is primarily an interpretive artist with 
a keen sense of obligation to the playwright and his or her own 
audience.  Umukoro asserts that the director’s interpretation of the 
text is a crucial function which must be properly handled because 
his/her interpretation “becomes the interpretation of the group”.  
Therefore, it is very important that the director recognizes the 
“playwright as the initial creative force” (2002). The reality of this 
statement is that the director must be versed in dramatic literature 
and be adept in reading and research generally in order to be able 
to do justice to a dramatic piece during interpretation. It is from 
reading and re-reading that the director builds up, in his/her mind, 
the imagined physical and psychological environments for the 
production which he or she eventually physicalizes on stage.  Stage 
directors direct much the same way every time, thereby stamping 
their own techniques and personalities on productions which in 
time become discernible styles in their works. However, it is very 
important that directors be versatile because all plays are not the 
same, hence, interpretation cannot be approached in the same way 
every time.  Dean and Carra suggest that directors should approach 
interpretation from both the auditory and visual imagination, rather 
than from just one of both.  This will lead the director to fittingly 
harmonize his or her production in concept, mood, style, genre and 
stagecraft (1980).  

Some directors are creative artists who create performance 
from an idea or something new from existing works of art. Such 
directors are known as director-auteur.  These are artists who adapt 
plays freely to serve their own purposes and create their own 
production texts. According to Felner and Orenstein, director-
auteurs exercise considerable “control and authority over all 
aspects of the production, and performance is the realization of a 
complete and personal vision” (2006).   The works of Richard 
Foreman (born 1937), Lee Breuer (born 1937) and Mary  
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Zimmerman (born 1960) in the United States of America (USA) 
have reinforced the idea of the director-auteur seizing the freedom 
and control over artistic vision. This concept should not be 
confused with the idea of a playwright, such as Femi Osofisan, 
directing his own work which can also be realized by others. For 
auteurs, the ‘concept’ is part of the text which cannot be easily 
reproduced by others (Felner, 2013).  Makbutu, which was devised 
by Chuck Mike and the Performance Studio Workshop in Lagos in 
the 1990s, is a reconceptualization of Shakespeare’s Macbeth and a 
classic Nigerian example of performance text evolving from a 
director-auteur’s creation.  Over a decade after this production, the 
performance text, Makbutu was re-adapted and re-conceptualized 
by another creative director, Tunde Awosanmi, in Ibadan into an 
artistic and cultural compendium to question the African despotic 
leaders’ unbridled ambition and unquenchable thirst for blood. 

The stage director, as a matter of importance, must fully 
understand his or her physical, intellectual, psychological and 
spiritual performance environment.  This is in order that he/she can 
best locate his production within the context of his audience’s 
worldview and their psycho-social understanding. The director 
strives to provide the audience with a deeper understanding of the 
play text in his work using all the technical and artistic elements at 
his disposal.  Therefore, the audience must be located in an 
environment that can enhance their understanding and foster 
enjoyment of the performance. For instance, a play showing to 
mass audience cannot be overtly intellectual and artistically 
interstellar. The audience may lose all the essence of the 
performance.  The director therefore, creates his or her actions 
within the limits of his/her audiences’ understanding and the 
conventions of his/her performance environments.   

Understanding staging conventions is, therefore, crucial to 
play interpretation.  Once a director decides on a particular staging 
concept and production style, he or she observes the conventions of 
that style because each style and concept demands particular 
physical realization.  Hence, a drama set in proscenium, thrust or 
arena stage follows the conventions of these stages.   So also is a 
play stylistically conceived by the director for staging either in  
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realism, symbolism, epic, absurd or environmental concept must 
necessarily follow the conventions of the concept so that the 
audience can follow a clear conceptual path to understanding the 
production.  Where a director decides to experiment with stylistic 
eclecticism, he or she must understand the basic tenets of all the 
styles and be clear on the reason for his or her decision and the 
intellectual ability of the audience, for plays are made for the 
audience enjoyment not to confuse them. Furthermore, the stage 
director must be conversant with the fundamental tools of stage 
directing.  These are the tools that the stage director uses to 
physicalize his or her concept and bring a play text to life.  Writers 
and experts have categorized these in many different ways, but for 
the sake of simplicity, this article categorizes these into visual and 
aural aesthetics. The visual aesthetics is what Dean and Carra 
(1980) term the “fundamentals of play directing”. These are 
composition, picturization, movement, rhythm and pantomimic 
dramatization.  The aural aesthetics are speech and oratorical art, 
sound and sound effect, music and song. Basically, the tools that 
affect what we see and what we hear when we watch a play.  

Composition is the environmental structure of the stage; the 
form and design of the set elements and people on stage. In film 
this is referred to as ‘mise-en-scene’ (Eregare and Omoera, 2008). 
The totality of what is seen on stage. Composition does not convey 
the meaning of the picture but expresses feeling, quality and mood 
of the dramatic situation through the design elements of colour, 
line, mass and form. In directing, elements of composition such as 
order, emphasis, balance and sequence, are used to realise clarity 
and beauty (Dean and Carra, 1980). A director should understand 
the principles of arranging people and set pieces on stage to 
achieve his or her artistic goals.  Picturization on the other hand, is 
the visual interpretation of each moment in a play and the ordering 
of characters within a setting that reveals to the audience the 
mental and emotional attitudes through their physical interactions 
without the need for dialogue or even movement. This visual 
image helps the audience to understand the inner sub-textual 
meanings of the play (Dean and Carra, 1980). 
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The bulk of a director’s visible work is seen in the 

‘blockings’ he or she gives to his or her actors. Blockings contain a 
sequence of movement, pantomime and stage business given by 
directors to enhance “character evaluation, emphasis, variety and 
mood expression” Movement is the constantly changing stage 
picture which has in itself a “definite picturizing value” (Dean and 
Carra, 1980). Generally, movement can be described as the shifting 
of a part or the whole body (mass) in time and space. The minutest 
shifting of a body part, such as blinking or breathing, constitutes 
movement. Movement is in two broad categories - locomotor and 
non-locomotor. While locomotor is the kind of movement that gets 
the performer from one spot to another, non-locomotor is that 
movement of the body that does not shift the whole body from one 
place to another. Thus a walk, jump or leap is a locomotor 
movement, while the wave of an arm, bending or swaying is non-
locomotor. These forms of movement are not usually executed 
independently or exclusively and they aid the flow and dictate the 
rhythm and mood of the play. Rhythm, as one of the fundamental 
aesthetics of directing, is not easily describable but it is always 
experienced in stage performances.  It is “the experience of a 
sequence of impressions, auditory and visual”, ordered into 
“recurrence of accented groups”.  Rhythm is a regularly recurring 
accent in a play and it varies in tempo and pattern according to 
changes in emotional, physical or mental impulses (Dean and 
Carra, 1980).  Thus a play is expected to follow a set rhythmic 
pattern - tempo, time and pace - of the different beats and scenes in 
consonance with the dramatic situations contained in them. It is the 
work of the director to unearth the visual and auditory rhythm of 
the production buried in a play text.  

Directors also work with actors to produce a complete 
visual performance of a play, which if devoid of dialogue, still 
conveys meaning.  This complete visual performance includes the 
use of composition, picturization, movement, rhythm and 
pantomime.  Pantomime, according to Dean and Carra (1980), is 
the sequence of facial expressions, gestures, hand and body 
positions and movements used imaginatively by the actor to reveal 
the character, situation, locale and atmosphere of a play.  
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Pantomimic dramatization, therefore, is the combination of all of 
the above, including stage business, to achieve meaning in a play 
without the use of words (Dean and Carra, 1980). Visual aesthetics 
are important to the director just as aural aesthetics in play 
directing.  Aural or auditory aesthetics is composed of all that is 
heard and how it is heard in a performance.  Hence, speech and 
oratorical arts, music, songs and sounds of the world of the play all 
aid the audience’s understanding of the mood, style, locale, 
relationships and emotional conditions of the play.  They also set 
the play’s rhythm and tempo and unveil the plot and the story. The 
actor needs to pay “proper and conscious attention” to speech for 
effective communication in all its different stages and forms, 
including the “manipulation of certain physical organs of 
articulation” (Benson, 2010). Therefore, a good director needs to 
understand that human communication is not only non-verbal but 
also verbal, and stage communication is both visual and auditory.  
Hence, careful attention must be paid to aural aesthetics as with 
visual aesthetics during rehearsals and in the final preparations for 
the production. 

These visual and aural aesthetics are key elements a 
director must consider and choose carefully in directing a play.  
Therefore, a serious director takes it upon himself to understand all 
the artistic tools of directing and how to apply them in different 
circumstances in different plays.  When they are well understood 
and properly employed, these elements aid the understanding of the 
intellectual and emotional world of the dramatic situation. Dean 
and Carra emphasize that these constitute the note scale of play 
directing and are the means by which a “director may express the 
emotional and intellectual qualities of a play” (1980). Working 
with other creative artistes during play production is another 
important aspect of directing.  A good grasp of the fundamental 
aesthetics mentioned above is no substitute for a director’s interest 
in honing of his managerial, communication, interpersonal and 
leadership skills in order to work successfully with others in a 
creative environment. Therefore, a director’s ability to create a 
fertile creative environment and forge a good working relationship 
with actors, designers, technicians, artisans and business personnel  
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is vital to his work. Since it is a creative endeavor, the director 
needs to allow an unimpeded flow of creative juice from his actors, 
designers and technical personnel.  With a clearly communicated 
concept, everyone must be allowed to apply his expert knowledge 
and skill to the overall development of the work.  The director 
stands as a master planner, directing these creative energies 
towards a desired end.   

Although there are directors who also serve as their own 
designers, such as American director, Robert Wilson (born 1941) 
and Nigerian director, Sumbo Marinho (1942-2010), most directors 
work with designers in the tedious process of production designs; 
meeting severally at the pre-rehearsal stages to discuss the play and 
the production concept.  This is to achieve a unity of purpose.  
However, as Brocket and Ball opine, from the approval of the 
concept to the final rehearsal, the director and the designer more or 
less work independently (2004). While the director is busy with 
rehearsals and working with actors, the designer is busy with 
sketches and models, seeing the director only when he has 
something to discuss or show to him. One of the most important 
roles of the director is working with actors.  After selecting his 
cast, either by audition, invitation or by a collaborative design, the 
director immediately begins working with his actors either in full 
or pocket rehearsals, bringing out his vision of the character from 
them through script interpretation, blockings and integrated mental, 
physical and vocal exercises.  Where necessary, the director trains 
up his actors to achieve specific styles or concepts.  At the 
director’s disposal are varied acting techniques to choose from in 
the training of his actors. These include Stanislavski’s Method of 
Physical Action, Meyerhold’s Biomechanics Technique, 
Grotowski’s Poor Theatre, Stella Adler’s Imaginative Technique, 
Meisner’s Technique and the Michael Chekov Method.  Finally, 
the director supervises rehearsals and the process of physicalizing 
the concept, “but a director is not a dictator”.  He allows actors to 
contribute their own artistic visions in a free atmosphere while he 
makes suggestions for improvement during rehearsals. Effective 
directors, according to Brocket and Ball, are “usually sensitive  
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listeners, observers, critics, disciplinarians, teachers, and friends” 
(2004). 
 
The Aesthetics of Screen Directing 
Screen directing methods are the same for film, television and 
video, though the scale of operations and the paths to completion 
may be different (Rabiger, 1997). All the identified types of 
filmmaking also exist in Video and Television. The objective and 
the audience may be different, but the methods are alike. The most 
important aspect of screen directing is individuality and 
subjectivity.  Ralph and Debrix acknowledge this when they assert 
that how a film director shows an object depends primarily on the 
dramatic action or the type of film being made or on the primary 
audience: “An operation will be filmed in one way for an audience 
of medical students and in another way for a general audience in an 
entertainment film” (1968). The techniques applied by directors in 
film in terms of dramatic action, strengthen the understanding of 
such films. For instance, John Huston (1906-1987), the director of 
Key Largo (1948) and Freud (1962), among many others, in 
placing and moving his characters within a shot is nearly always 
concerned with simplicity and spontaneity, rather than merely by 
dramatic or visual effectiveness. His pictures have a visual tone 
and style of their own, dictated to his camera by the story’s 
essential content and spirit (Agee, 1969).  Technically, it is 
possible to procure a story and assemble cinematographers, actors, 
production designers and editors and, without a director, and 
following the screenplay, record the story on film or video.  “But 
without the guidance, leadership, and vision of a central figure, it 
will never be more than just that—a story recorded on film or 
video”.  It takes a director to visualize a good story and turn it into 
“motion picture with intention and purpose” (LoBrutto, 2002). 
 
Vision 
The birth of film art led not only to the creation of new works of 
art but to the emergence of new human faculties with which to 
perceive and understand this new art. The screen director must 
learn the technique of the film camera which has produced a new  
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way of presentation and a new language for telling story different 
from the theatre. The film language essentially rests on the field of 
view, the angle of view, camera movement and mode of transition. 
These form the properties of the image that speak to the audience. 
On screen, therefore, the composition of images rests on the field 
of view. This describes the area seen by the camera. In this context, 
according to Ekwuazi (1990), there are three units of shots. The 
long shot (LS) is the first unit which could be divided into three via 
the extreme long shot (ELS), the long shot (LS) and the medium 
long shot (MLS). The second unit is the medium shot consisting of 
the medium shot (MS) and the medium close up (MCU). The last 
unit is the close ups. This comprises the close up (CU), the extreme 
close up (ECU) or the tight close up (TCU). The screen director 
must be fully conversant with the different shots, their uses and 
manipulation to enhance creative storytelling.  

The camera angle or angle of view is an important aspect of 
filmmaking that is basically used to express subjectively what the 
objects are like as seen through the eye of the camera or a character 
in a film. The angle is of three kinds: the eye level, the low angle 
and the high angle. The eye level angle is the normal angle.  This is 
ordinarily the angle we view life. In Hollywood, this is usually 
between four to six feet. But the Japanese have a lower eye level 
because of their life-style. The low angle and the high angle are 
both exaggerated angles. The low angles make the subject larger 
while the high angle diminishes the subject in size. These 
exaggerated camera angles are for dramatic effects and creative 
subjective shots. Hitchcock shows the movie value of the special 
tones and looks of people with special backgrounds at special jobs, 
through camera angle. In his film Psycho, high and low angle shots 
of Lila and the house were intercut to create a “highly suspenseful 
scene” that appears “even more frightening by implying that the 
high-angle might be the POV of an unseen character” (Sijll, 2005).  

Camera movement is another vital aspect of vision in film. 
There are two kinds of camera movement: the non-spatial or axial 
and the spatial movements. The non-spatial movement consists of 
the pan, the tilt, the pedestal and the zoom.  Spatial movement 
comprises the crane, the trucking and the dolly. Non-spatially, on  
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the 900 axis, the camera tilts up or down. While on the 3600 axis, it 
pans left or right. Raising and lowering the pedestal, a camera 
mount peds up and peds down. The zoom creates the effect of 
movement, of the camera moving in or out on the action. It is the 
movement of focal lenses. The crane shot gives an aerial view of 
the action. The trucking is a mobile camera mount. Whether the 
camera trucks left or right, the movement must remain parallel to 
the action/subject. The dolly, however, is a camera mount that is 
movable. This allows the camera to move towards (dolly in) or 
away (dolly out) from the action. The dolly is often used in horror 
films because it is more effective than the zoom. It should be noted 
that with the use of the Steadicam camera support, spatial and non-
spatial movement can easily be combined within the same take.  

The factors necessary for effective image composition rests 
on the proper usage of camera movement. Camera movement starts 
from keeping a moving subject in sight, highlighting the temporal 
relationship among subjects as well as establishing spatial 
relationships. It could be used also to impart the illusion of 
movement to static objects. It also enhances the idiom of point of 
view, creation of the illusion of three dimensionality on two-
dimensional frame and annuls the limitations inherent in the fixed 
and static proportions of the frame (Ekwuazi 1990). The screen 
director needs to know that camera movement calls for the 
understanding of the relationship between the action/subject and 
the camera. It is also a self-conscious technique that should be 
dramatically and technically motivated to achieve an artistic image 
composition.  Many directors, especially theatre-trained ones, 
shoot dramatic action in the way a photographer records a stage 
performance, replacing creative camera work and cinematic 
storytelling with tardy, long dialogues and theatricalised acting of 
the stage. This is sadly the case with most Nigerian video-films.  
Hitchcock laments this unfortunate practice: “…with the arrival of 
sound, the motion picture, and overnight, assumed a theatrical 
form. The mobility of the camera does not alter this fact…” (Sijll, 
2005). 
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Motion 
What we see on the screen is a photograph. That is, it was created 
on the screen as a painting is created on canvas, but was already 
previously existent and visible in reality. It had to be enacted in 
front of the camera; otherwise it could not have been 
photographed. This implies that actual artistic creation is 
performed in the studio or on location before the camera in space 
and the shooting in time. Everything had first to be reality before it 
could become a picture. Hence, the film we see on the screen is 
merely a photographic reproduction. As Pincus puts it; “film is 
made up of series of still photographs, each of which shows slight 
change in motion when projected, they give the illusion of a 
moving image. That is, the eye amalgamates the many images into 
a continuous moving image” (1972). This phenomenon is aptly 
known as “persistence of vision”. Each of these still photographs is 
called a frame. In silent film, the exposure and projection of these 
frames is at 18 frames per-second, while sound film is usually 
exposed and projected at 24 frames per-second (FPS). When the 
camera runs at a higher speed than normal, the effect is slow 
motion. Any speed below 24 FPS in sound film will give fast 
motion effect. In the earlier days, fast motion was a widely used 
style of achieving comic effect in slapstick comedies of Charlie 
Chaplin, Mack Senneth, Max Linder, Harold Lloyd and Buster 
Keaton. The effect produced by accelerated motion is both funny 
and it enhances brilliance of the action which the films project. In 
adventures as well as action-packed thrillers, fast motion has been 
found effective in aiding the action and intensifying excitement.  

The slow motion is used for mood creation as regards 
dreams and fantasy as well as tragic situations. Reverse motion is 
rather rare but has been artistically put to use in various films. It is 
rather eccentric in form and in communication. It has been used in 
the earlier days for comic effect and for no serious reasons. Sergei 
Eisenstein (1898-1948), in October (Ten days that shook the 
World), produced in 1928, used reverse motion to show 
symbolically the restoration of the ‘ancient regime’ – statue of the 
Tsar previously smashed to pieces. This becomes effective because 
of its symbolic use in the film which has to do with reconstruction  
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of the critical days between February and October 1917, ending in 
the fall of the provisional government (Eisenstein, 1970). Stopped 
motion, is another film technique which is achieved by the 
‘Freezing’ of action of a moving sequence as well as the use of still 
photographs. George Melies (1861-1938) developed this technique 
by exposing one frame at a time. The camera is rolled for each 
exposure. The camera could be stopped at any point to 
accommodate any change in action or effect before it is rolled 
again. This technique creates the illusion of appearance and 
disappearance in Hubert Ogunde and Moses Adejumo films. In 
Jaiyesimi, Ogunde made Oseitura, the chief priest, disappear and 
re-appear. Ogunde uses this technique to enhance the magical 
concept of the film. What the audience sees is an all-powerful, 
mystical and magical Oseitura. In motion, speed, as seen in fast 
motion, slow motion, stop motion and reverse motion creates the 
aesthetically pleasing event that is real to the audience.  
 
Sound 
Next to sight is hearing: The richest and most complex of our 
senses. Sound is the basis of music, which is one of the greatest of 
the arts. As speech forms a medium of thought and is the most 
important means of communication among human beings (Ralph 
and Debrix, 1968:30). Motion pictures and sound were conceived 
as working together in principle from the very beginning. Films 
were not silent because people wanted them to be; they were 
always a compromise necessitated by a lack of technological skill 
and knowledge.  The advent of sound in motion picture increased 
the reality of the image and the action. To some earlier directors, 
sound had destroyed something unique and placed severe 
limitations on the state of the art. But they saw that there was a 
positive side to be developed. In the early days, there was the lack 
of creative use of what sound could exquisitely contribute to film, 
coupled with a restoration of the artistic visual potential of camera 
movement and editing. Artificial sound is now used through 
advanced technology by filmmakers to multiply, intensify and 
transform sounds through orchestration and perception.  
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Also, artificial distortion of sound to gain special effects is 

developed. Sound can also be employed in some other ways in 
films. For instance, many natural sounds we hear from the speakers 
at a cinema are blended after the shots have been taken. This is 
direct blending of sound to make the audience identify with the 
world of the film; the background and setting (Balasz, 1970). Early 
sound movie directors like Reuben Mamoulian (Silk Stokings, and 
Applause) and King Vidor (The Crowd) make an extensive use of 
sound stylistically. In Mamoulian’s Can-Can, for example, the 
sound of a typewriter is juxtaposed with the typist of a boss typing 
out punishment of the three men standing in front of her. Instead of 
using the natural typewriter sound, which would be undramatic, 
Momoulian employs a deafening ominous sound, like the one a 
drill boring into concrete makes. This sound symbolizes the 
emotional state of the three men as they wait for the letter 
containing the punishment to be handed to them soon.  Of course, 
the sound is not realistic, but the mental picture it creates awakens 
the audience’s imagination to the scene.  Closely allied to the use 
of natural sound in film to denote setting and action, is the sound 
used for emphasis, feelings of suspense, fright, horror, excitement, 
which conveys the mood and tempo or rhythm of a scene in film. 
Sound has become so effective that it aids every form of feeling or 
meaning a director wishes to convey through its naturalistic as well 
as stylized usage on the screen (Foluso, 1987) 
 
Montage and Editing 
Perhaps the most important concern of the film director is editing. 
Editing is the selecting, cutting and arranging of shots into 
sequences, and of sequences into a movie. A director armed with a 
script goes into shooting without much thought for sequence 
because it is not the script that determines the order of shots but 
technical convenience. Even if a film is taken in the narrative 
sequence, the many takes and re-takes, cutaways and special 
effects such as animation created in the laboratory, will definitely 
make editing necessary. The film editor becomes significant at this 
point “…cutting to create requisite rhythm and tempo, he releases a 
story that in rhythm, in style and in texture is different from what is  
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enacted before the camera” (Ekwuazi, 1984).  Through the 
application of axis of action line, the eyeline match, the point of 
view shot, the match on action cut and directional continuity, 
editing techniques help to properly orientate the audience by 
placing the audience on the same side as the action, creating an 
impression of a coherent scenic space (Buckland, 2010).  Editing 
plays an important role in the filmic medium. Bordwell and 
Thompson (1980) reiterate that editing creates and contracts as 
well as expands time and space. Also, it has impact on the work of 
the actor “because after editing, the actor’s performance changes 
on screen”. The editor determines the interpretation of action in the 
way he cuts the film (Babalola 1990).  

There are two basic kinds of editing: discontinuity and 
continuity editing. The discontinuity editing is identifiable with the 
Russian montage or formalist school, specifically, with Pudovkin 
and Eisenstein. This type of editing involves constructive editing, 
structural editing, rhythmic editing, tonal editing, over-tonal 
editing and intellectual or ideological editing. In continuity editing, 
there is only one rationale for the continuity editing system, and 
this is narrative continuity. Continuity editing of the Hollywood 
purists is of two kinds: Spatial continuity and temporal continuity 
editing. Montage, on the other hand, has been loosely employed in 
different contexts through film history. The early Russian directors 
used it as a synonym for ‘creative editing’, while in France, it 
means simply cutting. The British and American studies refer to it 
as the “quick impressionistic sequence of disconnected images, 
usually linked by dissolves, superimpositions or wipes, and used to 
convey passages of time, changes of place or any other scenes of 
transition” (Reisz and Miller, 1968).  When these shots are joined, 
or juxtaposed, the separate shots combine into a meaningful 
synthesis, an artificial whole. Montage, according to Buckland, 
“does not attempt to construct a coherent scenic space, but to create 
a symbolic meaning” (2010).  Montage and editing have become 
inseparable as well as inter-changeable in that montage is the heart 
of editing. They are fundamentally characterized by cutting from 
one shot to the next, thereby enhancing the continuity of space and 
time within a film’s action.  This is clearly shown in experiments  
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carried out in the Soviet silent cinema and was sponsored by 
Kuleshov and his students, notably Pudovkin and Eisenstein. The 
most famous of these experiments was the one in which 
Mosjukhin, the Russian actor, shot neutral, static or quite close ups 
of him and these shots were intercut with other shots; first a bowl 
of soup, then a dead woman in a coffin, and finally a little girl at 
play.  
The result was that the audience was immensely impressed by the 
fine acting of the artist (Pudovkin, 1958).  These experiments were 
an exercise in creative geography and the celebration of the screen 
conquest of time and space.  The radicality of Eisenstein as 
expressed in his films, full of what he called “intellectual 
montage,” is another cornerstone in film editing and montage. His 
films ‘derive their appeal from the manner in which he exposed 
certain ideas rather than from its excitement as a dramatic story 
like Griffith, or the psychological perceptibility of Pudovkin.  For 
instance, in October, Eisenstein shot the incidents in a loosely 
constructed manner which does not follow each other with the 
dramatic inevitability of a good story. He wanted his films to 
produce momentary shock in their lack of smooth cuts, resulting in 
continuities full of collisions (Reisz and Miller, 1968).  Pudovkin’s 
five principles of editing choices are still as relevant today as they 
were over a hundred years ago because they help in the 
“psychological guidance” of the audience.  These are Contrast 
(relating two contrasting shots/scenes for emphasis), Parallelism 
(where two thematically unconnected incidents are developed in 
parallel), Symbolism (introducing abstract concept into the 
consciousness of the audience), Simultaneity (simultaneous rapid 
development of two actions) and Leit-motif (emphasising the basic 
theme of a scenario) (quoted in Sijll, 2005). Therefore, on both the 
practical and intellectual levels, the film director must be 
conversant with editing tools and their applications as well as the 
subtleness of the art of editing in relation to his work as a director. 
Editing makes or mars a production and it is the director’s ultimate 
duty to handle this post-production aspect of filmmaking with 
clarity of purpose and a full understanding of the principles and the  
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work involved and how best to apply man and material resources 
to achieve his concept.  
 
Conclusion   
Directing is a vital art of the theatre and certainly that of the media. 
Though the process of directing is a tough one both on stage and 
screen, it can be very interesting and rewarding for the strong-
willed. The contemporary theatre is so sophisticated and highly 
technologically driven that a stage director must of necessity be 
artistically and technically savvy to be effective in play production 
in the theatre.  As creative and interpretive artists, post-modern, 
multicultural and globalized directors constantly seek new means 
of creative exploration through a shared experience of experiments 
and devising in multimedia, visual arts and cultural expressions of 
the performance theatrical traditions existing all over the world.  
This is the key link in the works of creative high concept directors 
such as Jerzy Grotowski, Peter Brook, Eugenio Barba, Robert 
Lepage, Simon Mcburney, Lev Dodin, Elizabeth LeCompte and 
those of text-interpreters and author-centred directors such as Max 
Stafford-Clark, Katie Mitchell and Declan Donnellan.  
Contemporary directors are seeking new ways of developing strong 
“physically embodied theatre” or of developing “new work by 
young playwrights” (Shevtsova and Innes, 2009). Many directors, 
such as Michael Mayer, also work across the theatre/film/television 
divides, at home in the different media and bringing their vision to 
bear on creative works beyond the confines of any single medium.  

Film as business has and is undergoing big changes due to 
profound changes in electronic technology. The computer and 
internet have changed the traditional notions and principles of 
filmmaking and distribution.  This should be of serious interest to 
experienced and new filmmakers/directors because of the new 
possibilities and approaches to creative process the computer 
represents.  From managing images and sound faster and 
converting these to digital codes, the electronic medium has 
certainly become an “extraordinarily pliant” one in which 
“anything that is created can be instantly altered” (Katz, 1991). 
Computer technology has fully dominated the film business and  
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almost all the equipment needed for production is computerized.  
Hence, contemporary directors must be well instructed and be 
conversant with this technology in order to be able to deliver 
creative vision with the limitless possibilities of computer 
technology. In addition to being well trained technically, a film 
director can only become outstanding by having or developing “a 
strong artistic identity” because directing on screen, just like on 
stage, is bringing people of different skills together, and it is a 
“long and lonely struggle to keep going and hold on to (the) 
original vision” (Rabiger, 1997).  This is why a director must be 
practice-led, confident, know his or her limits and lead his or her 
cast and crew with a perfect blend of humility and toughness.  

In both the stage and the screen, the director’s relationship 
with his actors is extremely important and it is the dynamics of this 
relationship that gives life to the character which propels the story.  
Therefore, the director works with actors in rehearsals in mutual 
trust, to assist the actor discover the perfect character through 
blockings, exercises and script interpretation (Rea and Irving, 
1995).  For the stage and the screen, the scale of the production has 
a direct relationship to the functions of a   director.  According to 
Kennedy, the director of a large scale production with a 
compliment of production staff is more able to concentrate on the 
job of directing better than that of a small scale production with 
limited staff.  Such a director will have to multi-task as the sole 
creative force and execute many of the roles in order to have his 
creative vision fulfilled (1989).  In any case, to be a consummate 
artist whether on stage or screen or both, a director must pay 
serious attention to training.  The university, art and film schools 
offer formal avenues for training, just as apprenticeship and on-the-
job training, as in the case of directors who have risen through the 
paths of acting, design or play/script writing.   
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Abstract 
Over the ages, many Africans have had reasons to travel out of 
their fatherland in search of greener pastures in Europe, America 
and other parts of the globe. They have in the process built careers 
and families far away from their roots aside imbibing cultural, 
linguistic and social attributes that are originally alien to them. A 
major effect of this migration/relocation is that Africans in 
Diaspora gradually lose touch with their own cultural ethos and 
values while their own offspring are far more alienated and can 
neither be referred to as Europeans or true Africans. But drama, 
particularly total theatre which originates from Africa has all it 
takes to relive African cultural heritage in the Diaspora. A well-
packaged African drama that is presented in the multimedia format 
has the potentials of not only uniting Africans and their relations 
living abroad, but also relaying relevant social, cultural, aesthetic, 
historical and political messages to them. This paper therefore 
examines the recent staging of Ola Rotimi’s classic play; The Gods 
Are Not to Blame, in London as a multimedia production which 
rallied Nigerians, nay Africans together in a single cultural event. 
The theatre production which was produced by Lagos-based Ayo 
Jaiyesimi and directed by London-based Lookman Sanusi provided 
a unique platform for Nigerians living in the United Kingdom and 
other neighbouring European countries to meet their kinsmen and 
women, aside savouring the Yoruba culture and tradition which the 
play effectively dramatised. Beyond this, the multimedia 
production bridged the gap between Africa and Europe by  
___________________ 
*Sola BALOGUN of the Department of Theatre and Media Arts, 
  Federal University, Oye-Ekiti     Email: solabalog2004@gmail.com 
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showcasing Ola Rotimi’s dexterity in adapting the European story 
of Sophocles’ Oedipus Rex into another classic play of African 
setting. The latter produced a similar tragic hero in King Odewale, 
the Yoruba (African) king who, like Oedipus, ends up killing his 
father and marrying his own mother. 
Keywords: Multimedia drama, Ola Rotimi, The Gods are not to 
Blame, Lagos, London 
 
Introduction 
       Nigerians and their relations who are based in England and a 
few European countries .assembled in London to watch Lookman 
Sanusi’s interpretation of Ola Rotimi’s classic; The Gods Are Not 
to Blame. The five-day theatre production (April 26-30, 2015) held 
at Lost Theatre on Wandsworth Road in the United Kingdom 
capital. The performance was produced by Ayo Jaiyesimi and 
directed by Sanusi as a second attempt at reliving and celebrating 
African culture in London. Sanusi had earlier produced and staged 
Ola Rotimi’sOur Husband Has Gone Mad Again during the 
London 2012 Culture Olympiad. 
      The idea of staging TheGods was conceived by the Thespian 
Family Theatre and Productions. But the production was done in 
collaboration with Heavy Wind Media Productions with support 
from the Ola Rotimi Foundation. The drama experimented with the 
mediums of live stage and screen projection, thus thrilling the 
audience on a fresh, illuminating multi-media platform. The 
juxtaposition of the conventional stage elements with the screen 
effects helped a great deal in decoding messages that bother on 
tradition and culture. This was achieved through a systematic 
transition from one scene to the other, recalling past events and 
limiting the time and scope of performance, without jettisoning 
both the didactic and aesthetic values of African total theatre. 
 
Production of The Gods…: Tale of One Story, Two Cultures 
The opening montage depicts the rustic but culturally rich Yoruba 
setting. This is followed by the narrator who speaks through the 
large screen to announce the birth of a baby boy to the royal family 
of Kutuje land.  There is also the rejoicing royal train, comprising  
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Oba Adetusa, his wife, Queen Ojuola, the chiefs and some of the 
townspeople. As they all rejoice, the ominous message comes from 
Ifa oracle that the newly born would kill his own father and marry 
his own mother. As custom demands, such a baby carrying a bad 
omen must be sacrificed else calamity befalls the land and the 
people in the future. So Gbonka is ordered to take the baby to the 
bush and sacrifice him to the gods. Two years later, the royal 
couple is blessed with another son, Aderopo, who now replaces the 
curse-carrying first child.  
       The play further develops into a succession of dramatic ironies 
and elongated suspense, as several attempts at reversing the Ifa 
prophecy prove abortive. First, Gbonka who is expected to kill the 
child in the bush hands him over to two hunters; Alaka and his 
boss, Ogundele; who later names him Odewale and raises him into 
adulthood in the land of Ijekun. Odewale grows up with his tragic 
flaws of impatience and extreme anger, which soon lead him into 
slaying a prominent chief around Ipetumodu after a scuffle over 
land. The killing of this chief, which is revealed via the (screen) 
flashback, fulfils the first part of the prophecy as the story reveals 
that the deceased (King Adetusa) whom Odewale killed over land, 
is actually his own biological father. Similarly in the Greek play, 
Oedipus Rex by Sophocles, the city of Thebes in Greece is struck 
by a strange plague and the king, Oedipus, consults the oracle of 
Apollo who declares that the sickness came about as a result of a 
past injustice against the previous king. The king before Oedipus 
was cruelly murdered and his murderer is still alive without facing 
judgement. 
      Meanwhile, the blind seer, Teiresias, relays the controversial 
tale of how the incumbent king, Oedipus, is the one who killed his 
own father and went ahead to marry the same woman who gave 
him life. This revelation forces Queen Jocasta to disclose how the 
Apollo oracle earlier prophesied that her first husband would be 
killed by their son but that did not come to pass since their son was 
abandoned somewhere while her husband was reported killed by 
robbers at a crossroads.  
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The story builds up more tension as Oedipus begins to suspect that 
he was the abandoned baby who later grew up to kill a man on the 
road to Thebes, where he eventually met and married Queen 
Jocasta to assume the role of the new king. After a protracted 
investigation, a messenger and servant confirms the tale that 
Oedipus is actually the murderer. Upon discovering this, Jocasta 
hangs herself and Oedipus too uses the pins of Jocasta’s brooches 
to remove his own eyes. (Sophocles, 1975 ) 
   The two tales above show how Oedipus Rex by Sophocles served 
as inspiration for Ola Rotimi’sThe Gods are Not to Blame. As a 
creative writer and dramatist, Rotimi adapted the story of Oedipus 
from Europe to recreate a similar tragic account of a Yoruba 
(African) king who allowed anger and impatience (tragic flaws) to 
ruin him. In the drama, the audience is sensitised on the need for 
humanity to imbibe universal virtues of love, tolerance, patience 
and peace. The two plays essentially show how certain innate 
qualities usually affect human behaviours, irrespective of race, 
culture, status or place of abode. The plays equally affirm the 
inevitability of fate and the helplessness of mortals in the hands of 
supernatural entities otherwise called gods. 
 
Odewale: The African King (Protagonist) as Tragic Hero 
      Unaware of his fate, Odewale flees his foster parents in Ijekun 
after consulting the oracle and learns that he would kill his own 
father and marry his own mother. In the process, he rescues the 
people of Kutuje from the people of Ikolu who want to take 
advantage of the vacant stool in Kutuje to attack its people. 
Odewale’s heroic exploits in favour of Kutuje force the people to 
crown him king hence he ironically succeeds his father as king and 
subsequently fulfils the second part of the Ifa prophecy by 
inheriting his father’ wife and his own mother, Queen Ojuola.  
       After eleven years of Odewale’s reign, the land of Kutuje is 
devastated by incessant tales of famine, disease and death. King 
Odewale, who now has four children by his own mother, is also not 
spared of disaster. The king and his chiefs seek solution from Ifa 
oracle, using Aderopo as royal emissary. But the message from the  
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oracle is that the killer of the former king still lives in Kutuje, 
hence disaster is imminent for the land and its people. Meanwhile, 
King Odewale suspects Aderopo of complicity, accusing the latter 
of plotting his downfall.  He thus plans to get rid of him by all 
means.  
      Eventually, Baba Fakunle, the old Ifa priest who is summoned 
to the palace by Odewale calls him bed sharer and killer of the 
former king.  But Alaka’s visit to the palace from Ijekun throws 
more light on the circumstances that led to the death of Odewale’s 
foster parents and the true identity of Odewale himself. In the end, 
the duo of Alaka and Gbonka, aided by the Ogun priest and 
Balogun unfold the mystery surrounding the identity of Odewale 
who is the same child that was ordered to be killed in the bush but 
who later grows up to become the killer of his own father and 
husband of his own mother. This revelation forces Ojuola to 
commit suicide while Odewale tragically plucks his own eyes and 
lead his four children into an unknown destination. 
  The play essentially mirrors the inevitability of fate in the affairs 
of men as commanded by the gods. It also emphasises how man’s 
innate weaknesses usually lead him into trouble and his ultimate 
downfall. As a tragic hero, Odewale is consumed by his own 
shortcomings, although he occasionally demonstrates love and 
generosity towards his people in times of need. The protagonist 
depicts a fiery and temperamental character but who is also 
humane and considerate provided no one invokes his wrath like 
King Adetusa (his own father) who insults him by referring to him 
as ‘a bush man from the land of Ijekun’.  
 
Cultural Norms and Values in The Gods are Not to Blame 
   A play rooted in Yoruba culture, The Gods showcases the totality 
of the ways of life of the people in the South Western part of 
Nigeria. The setting of the play is the Ipetumodu area in OsunState, 
hence the costumes, props, accessories and make-ups in the play 
depict the cultural lives of the Yoruba people. Many of the 
characters appear in their traditional attires made of Aso-Oke, 
Ankara or Adire fabrics, just as women wear local accessories of 
beads, necklaces and earrings. From the names given to the  
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characters, such as Gbonka, Aderopo, Adetusa, Ojuolaetc, the 
audience is able to discern the heritage of the Yoruba people and 
their predilection for indigenous values and norms. 
The Gods equally showcases the occupational lives of the rural 
Africans who are mostly farmers, seers, hunters or traders who are 
not only proud of their sources of livelihood, but are most 
significantly at peace with their world view.  For most Africans in 
the Diaspora, watching The Gods on London stage is akin to 
fraternising with kinsmen and women at home because many of 
them have long lost touch with their roots and have been quite 
alienated from their relations in Africa. The play thus offers a 
refreshing platform for Africans in the Diaspora to reunite with 
their people and ostensibly understand their cultural and artistic 
values.  
     In line with the above, the play has a total of fifty three proverbs 
(Monye, 1995) through which the audience learns about the social, 
cultural and natural lives of the Yoruba people. Some of the 
proverbs rendered by King Odewale in the play include: 

1)   He who pelts another with pebbles must have pebbles in return 
(Rotimi, 7) 

2)  The hyena flirts with the hen, the hen is happy, not knowing that 
her death has come (30) 

3)  All lizards lie prostrate, how can a man tell which lizard suffers 
from bellyache? (23) 

4)  Two rams cannot drink from the same bucket at the same time! 
They will lock horns (34) 

5)  A bush does not sway this way or that way, unless there is wind 
(60)  
      In a rather subtle manner, the audience learns how these 
proverbs determine the actions of particular characters on stage or 
predict what is about to happen in the play. Through the proverbs, 
the playwright succeeds in deploying appropriate wise sayings as a 
strategy to educate the audience about the totality of Yoruba 
culture. In the selected proverbs above, the imminent rift between 
King Odewale and his stepson/younger brother, Aderopo, becomes 
palpable. On the whole, the roles of proverbs are stressed by two  
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scholars (Owoeye and Dada) who unveil their meanings in the 
context of usage in The Gods as follows: 

 Proverbs....make for maturity, pragmatism, and 
effectiveness in speech through their euphemistic 
approach. In other words, proverbs, their 
euphemistic nature, make for politeness in speech 
in cases where a direct statement may sound 
offensive or may be utterly rude. .. The linguistic 
effect of proverbs reaches farther into the human 
mind than ordinary speeches as seen in the 
success of Queen Ojuola’s attempt at persuading 
her son to speak his mind before the king and his 
council of chiefs. They also show the maturity 
and experience of the speaker in many instances, 
because their use calls for a measure of patience 
and decorum in the speaker. Proverbs are hardly 
used for aesthetic purposes only; they are 
intended to improve the overall comprehension of 
what is said.(Owoeye and Dada,2012)  

 
       Apart from the proverbs, the cast and crew of the London 
production were made up of mostly artistes of Nigerian origin 
some of who either travelled to the United Kingdom from Nigeria 
or are based in Europe. Among these are the Lagos-based Benson 
Williams who played Odewale and SegunAdefila (founder and 
artistic director of Crown Troupe of Nigeria) who doubled as one 
of the townspeople and Baba Fakunle’s apprentice. Other 
prominent artistes are the Germany-based Nigerian actor, Jubril 
Sulaimon (Alaka), UK-based Moji Bamtefa (Costume and make-
up/insane woman); Cecelia Sanusi-Olawale and Simisola Sanusi 
(townswoman and Odewale’s daughter respectively) as well as 
Ahmed Aliu; formerly of the National Troupe of Nigeria. Others 
are SegunOgunfidodo, Ayo Adedapo, Felix Ologbosere (Aderopo), 
Tolulope Yusuf, Nike Bammeke, Yemi Oyeyebi, Prince Tade 
Olusile and Frank Oluwole Williams.  Among the crew members 
were Africans and non-Africans such as Christina Simakova (Stage  
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Manager), IbukunFasuhan (Production Manager), Omoyemi Oni 
(Media) and Chermiah Hart (Technicals and Editing). 
 
The Gods... as a Multi-media Drama  
 A multimedia production in the theatre involves the use of a 
variety of artistic or communicative media. It comprises a 
combination of several media such as text, audio, images, 
animation, video and interactive content. Lookman Sanusi who 
directed The Gods Are Not to Blame for Thespian Family Theatre 
described the production as a ‘Film- Play’ where the audience 
members were treated to moving images on a cyclorama and 
actions on stage. This technique of theatre presentation adopted the 
inter-media concept featuring a constant flow of actions from the 
screen to the stage. When asked on the motive behind the use of 
‘inter-media’ or ‘film-play’ concept, Sanusi explained further that: 

The idea is to expand the world of the play 
beyond the physical stage by bringing in 
exotic scenery: the African rustic setting, 
sounds and euphoria to enrich, for the 
London audience, the authentic African 
experience while entertaining them with a 
classic African play (Sanusi, 2015). 

             In adopting this multi-media theatre format, the audience saw on 
different occasions, flashbacks of the lands of Kutuje and 
IjekunYemoja where the play actually derived its settings. First, 
we encounter on the screen, King Adetusa, and his wife, Ojuola 
and their newly born male child who is proclaimed by the oracle as 
a harbinger of bad omen. The audience is also led to the landscapes 
of the land of Kutuje where the rustic life of the Yoruba people 
comes into view. The screen further gives compelling visuals and 
sounds that depict the rustic yet physically beautiful and serene 
African environment. 

            Most importantly, the mixed audience that saw The Gods in 
London were more attentive to the multimedia messages which 
combined several elements of audio, graphics and the video to 
showcase natural endowments of Africa. Some of these  
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endowments include rivers, trees, domestic or farm animals, 
mountains, hills, landscapes, farmlands and vegetation. 

             Essentially, the multimedia projection in The Gods 
provides the overall content which the audience can easily connect 
with, and which is capable of being retrieved and shown to viewers 
anytime or anywhere. In other words, the same content 
(combination of picture and sound) that was screened to the 
audience in London can equally be shown to viewers in other parts 
of the globe without necessarily altering or changing its features or 
format.  

             As a dramatic technique, the multimedia production created 
a visually mesmerising experience that made it possible to have 
two levels of realities- the physical stage and the screen projection. 
So the audience members are open to two layers of understanding 
as the actions and movements oscillate between the stage and the 
screen.  

   
Prospects and Challenges of Multi-Media (Theatre) Production  

          A multimedia production is different from the traditional motion 
pictures or movies either through the scale of production or 
through the possibility of having audience participating in the 
production. While the scale of production may involve a multiple 
display of ‘text, sound, animated graphic images and video 
images’, the interactive multimedia usually involves ‘voice 
command, mouse manipulation, text entry, touch screen, video 
capture of the user or live participation’(Webopedia, 2016). 

          Sometimes too, a multimedia production is usually associated with 
sophistication and huge cost mainly because of production and 
presentation challenges. Unlike the simple text-and-images, a 
multimedia production may come in diverse formats such as the 
Web, CD-ROMs, and live theatre. The cost of producing these 
formats and other electronic materials for the multimedia 
production may indeed pose a challenge to the media 
producer/director. Many years ago and until the mid 1990s, 
multimedia productions were said to be unpopular mainly because 
of the expensive hardware needed to realise them. However, with 
increased performance and reduction in the prices of the hardware,  
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multimedia productions are now popular such that nowadays, 
‘nearly all PCs are capable of displaying video, though the 
resolution available depends on the power of the computer’s video 
adapter and CPU’ (Webopedia, 2016) 

           As a way of illustrating the relevance of multimedia in the 
contemporary motion picture industry, Hollywood is now widely 
believed to have been taken over by the multimedia technique. 
This is due to the creative use of animation and graphics, and a 
combination of texts and videos by film makers to enhance the 
filmic effect on the viewer, or as a strategy to tell the story in an 
unconventional manner. The multimedia revolution is therefore a 
growing phenomenon as more filmmakers and media directors 
across the globe continue to operate more intensely with an 
‘integration of animation, audio, graphics, text, and full-motion 
video through computer hardware and software for education, 
entertainment, or training’ (WebFinance, 2016). 

           From the explanation above, multimedia gives the media director 
or producer the opportunity to influence the presentation of 
materials through selection and manipulation of various aspects 
such as video, sound, music, animation, graphics, texts and 
pictures. 

         
Conclusion 

         Over the years, Multimedia has performed critical roles in the 
business world. While information can easily be conveyed through 
the use of such devices as still pictures, video, film, audio, or text, 
multimedia has the potential of multiplying the degree of 
effectiveness of information dissemination owing to the added 
entertainment value and the extent to which the viewers receive the 
messages. As a proof of its usefulness, the use of Multimedia has 
been recognised far above the use of singular media format as 
follows: 

                     The effectiveness of teaching, selling, informing, 
entertaining, promoting and presenting are all 
dependent upon one factor: the ability of the 
presented material to hold the attention of the 
desired audience. A dynamic multimedia  

 



480 
 

EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA ARTS                                  471 
presentation can usually be more effective than 
earlier methods at accomplishing this task with an 
audience that was raised on television and motion 
picture. The computerised multimedia presentation 
offers added benefit of cost-effective flexibility 
allowing easy editing of the basic materials in order 
to tailor them to specific target audiences 
(Encyclopaedia, 2016). 

                 From the above, multimedia sources always make 
communication and learning much easier for people all over the 
world. But these sources can be difficult and expensive to create 
and configure.  For many people, a multimedia production is easy 
to understand and convenient to use because it makes presentations 
simpler. Also a single multimedia source can be used to convey a 
message or concept in diverse ways to an audience. Nevertheless, 
some forms of multimedia productions are incompatible with the 
hardware and software that a person or entity has. Moreover, a 
theatre director or media producer may require significant 
resources, manpower and skill in order create multimedia forms 
that can adequately convey intended messages to the audience.  
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Imo Edward's Adaptation of The Great Ponds by Elechi Amadi 

in Performance: A Review 
 

*Sunday EDUM  
 
Introduction  
“For me this is a new experience. I never believed it is possible to 
achieve it. When I was told that they are to perform The Great 
Ponds, I asked myself, do this people know what they are saying? I 
now see why they award someone professor of theatre arts. I am 
impressed.” These were the words of the author of The Great 
Ponds, Capt. (Dr.) Elechi Amadi at the end of the premier of Imo 
Edward’s adaptation of The Great Ponds from the prose to drama 
at the Hotel Presidential on 25th May, 2014.  

Although, our business here is strictly on the performance 
as directed by Daniel Kpodoh, it is imperative that we 
acknowledge the author of the script who created the springboard 
for the performance: Mr. Edward Imo. He hails from Ahoada East 
Local Government Area of the Orashi region in Rivers State of 
Nigeria, holds a Bachelor of Arts Degree in Theatre Arts 
specializing in Playwriting, Master of Arts in Theatre Arts, 
specializing in Performance Theory and Criticism and is currently 
on the verge of completing his Ph.D in Theatre Theories and 
Criticism with emphasis on Stand-up Comedy at the University of 
Port Harcourt. He teaches Dramatic Theory and Criticism and 
Dramatic Literature in the Department of Theatre and Film Studies, 
University of Port Harcourt. Imo Edward is a budding scholar with 
an impressive number of published articles in both local and 
international journals.  

Mr. Imo Edward in his new trade of adapting Elechi 
Amadi’s prose quickly reminds us of Kuroye Seiyefa who is 
regarded by some students of arts as an authority in the dynamics, 
form and content of Elechi Amadi’s literature. Mr. Imo Edward’s 
pioneer effort in adapting The Concubine, one of Elechi Amadi’s  
____________________________ 
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widely read proses with positive reception from members of the 
audience, may have encouraged his second adaptation journey of 
The Great Ponds by the same author (Elechi Amadi). Indeed, this 
adaptation effort has revealed the hidden possibilities in Elechi 
Amadi’s prose and championed a new performance mode for 
Amadi’s works. In Imo, therefore, one sees a Rotimi, Osofisan, 
Soyinka, Ogunyemi and Nwabueze who have experimented with 
the adaptation mode in Nigerian drama and theatre.  One must not 
fail to encourage Imo to be bold and more creative in his 
adaptation mission like his predecessors. His fear of the original 
author appears to have reflected in his slavish approach of retaining 
the prose title in the two adaptations. His plotting of both works is 
so faithful to the original that one may feel the only creativity in 
his effort is the translation from prose to drama. 
 
About the Play 
Anchored on the subjects of superstition, greed, communal clashes, 
megalomania and egocentricism, Imo Edward’s adaptation of The 
Great Ponds is a physical and spiritual battle over the legitimate 
ownership of the pond of Wagaba. This battle of ownership results 
in kidnapping, war and oath-taking between the people Chiolu and 
Aliakoro, offspring of the ancient clan of Erekwi with women 
having a large share as victims. To lead the Chiolu in this battle is 
Olumba, the greatest warrior while Wago leads the Alikoro 
warriors in defence of motherland. After a series of battles without 
any group taking full control of the pond of Wagaba, Olumba 
swears in the shrine of Ogbunabali that the pond belongs to Chiolu. 
Both communities keep watch for six months to celebrate victory 
over the ownership of the pond of Wagaba. This celebration is 
determined by the death of Olumba as a result of the oath. Within 
the period of expected victory, sicknesses coincidentally afflict 
both communities. The incident is interpreted as the wrath of the 
gods. The play ends abruptly with Wago disguising as a 
masquerade to kill Olumba. His effort is unsuccessful and the light 
cuts off. 
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Meet the Director 
Mr. Daniel Kpodoh holds a diploma in dance from the Obafemi 
Awolowo University, Ile-Ife, a professional certificate in directing 
and a Bachelor of Arts degree in theatre arts from the University of 
Port Harcourt. He is an artistic director, dancer, choreographer and 
dance instructor. His creative ingenuity is not in doubt as he is one 
of the mentees from the stable of Ojo Bakare popularly called 
Dancerasaki, who is one of the finest dance teachers Africa has 
ever produced. A man a leading creative director in Nigeria, Abdul 
Rasheed Adeoye, described as a “consultant multi-talented dance 
choreographer to over fifteen State Councils for Arts and Culture 
in Nigeria”. Daniel Kpodoh has choreographed over ten dances and 
directed several plays such as The Trials by Julie Okoh, The 
Gardeners by Emmanuel Emasealu, Child Internationale by Wole 
Soyinka, Pepper Soup by Elechi Amadi and “The Scourge,” a 
stage to script dramatization of the concept of discrimination on 
HIV/AIDS victims. His directorial strength was baptized when he 
produced and directed Ojo Bakare’s Drums of War with the dance 
drama approach within and outside Port Harcourt. 
 
Meet the Performance  
The production was a command performance produced by the 
Institute of Arts and Culture, University of Port Harcourt in 
collaboration with The Rainbow Book Club in celebration of the 
author of The Great Ponds, Chief Capt. (Dr.) Elechi Amadi’s 80th 
birthday. The performance parades the high and mighty made in 
‘The Crab’ in the theatre profession. Amongst the experts are 
professors Julie Okoh as producer, Mr. Promise Uwuama as 
production manager, Boyle Adikiba as set designer, Patrick Agha 
as lighting technician and Nkechi Bature-Uzo as costumier. On the 
actors list we have Imo Edward as narrator, Princewill Emmanuel, 
Obina Idika, Monday as Olumba and Emeka Frankline Isioma as 
Wago and others whose names are unknown due to the lack of 
documentation in the form of production brochure from the 
producers. 

‘The style makes the man’ is a statement that is still valid in 
contemporary discourse. Daniel Kpodoh has created attention for  
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himself with his unique style of “dance dramatization”. His 
interpretation of plays is usually dominated by dance drama 
approach irrespective of the style of the play. He borrows from 
Richard Wagner's theory of Artistic Synthesis which is akin to the 
African total theatre approach embellished with songs, drumming, 
dancing, acrobatics, acting and magic. As well, Daniel vies into 
Jerzy Grotowsky’s Biomechanics, Alienation and storytelling 
features of the “Epic Theatre” of Betolt Brecht and Antoine Artaud 
“Theatre of Cruelty” dominated with a sweetened to generate 
shock from the audience. In it, one may see a director masked with 
the euphoria of experimental theatre where major theatre 
conventional mistakes are justified.  

As expected of Daniel’s theatre, members of the audience 
were held spellbound in a dance drama performance with highly 
artistic movement, energy driven rhythm, collective participation 
mood, and acrobatic display by actors and culturally reflective 
songs, but with weak drumming for two hours.  With mood, time 
of the day/period and illumination focused lighting supplied by the 
lighting teacher, Patrick Agha; character enhancing and culture 
situated costumes and poorly expressed makeup laced by Nkechi 
Bature-Uzor; symbolic and highly minimalist set probably 
conditioned by lack of funds deposited by Adikiba Boyle, Daniel 
Kpodoh’s interpretation of Imo adaptation of The Great Ponds was 
entertaining and will remain memorable in the minds of the 
audience for a long time. The audience were participatory and 
active with intermittent applauds of the magical display of 
movement and destruction of hand props by the imported Chinese 
warriors to the land of Ikwerre.  

In casting, Daniel often relies on the table casting or what 
Emasealu in his study of Rotimi’s Theatre refers to as solicited 
casting (102). His casting for the adaptation of The Great Ponds is 
commendable even though we saw dry chest boys and rag-tag 
soldiers as warriors and began to wonder at what point in the 
history of Ikwerre that boys became warriors. His target for the 
characters of Eze Diali, Eze OkehiIkechi and Olumba was skillful. 
However, the characters of Diali and Olumba appear to have been  
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misinterpreted by the actors who played them. The character of 
Olumba who is presumably a typical Ikwerre warrior like the 
powerful Isiburu in Elechi Amadi’s Isiburu was rather interpreted 
by the actor as a ”native doctor” with weak charms at some point 
and a modern day Niger Delta militant at other points. His 
unpardonable mistakes of muddling lines and poor diction 
notwithstanding, he must be encouraged with inestimable thanks 
for fitting into the director’s theatre of entertainment and carrying 
the role of Olumba from the beginning to the end. The character of 
Eze Diali on the other hand still lives in the minds of the audience 
after the performance because of the actor's unique interpretation 
style. Although, his expressed traits of the character domesticate 
the character to be vicious and wicked, whereas, the character 
demonstrated qualities of a peacemaker. This is evident in the 
second light-on when he moderated the meeting between his 
people (Chiolu) and Aliakoro. He insisted that the Aliakoro people 
be allowed to pay a lesser fee as against the exorbitant fee of 800 
manilas. He also demonstrated love for the Aliakoro people when 
he advised his kinsmen to shield their sword in their attempt to 
fight in his supposed palace. His offering of kola to the Aliakoro 
people when they visited is another testimony of his peaceful 
disposition. One can also recall his position that the dibia should 
protect Olumba from the hands of Wago and Okehi during the 
oath.  

 

 
Warriors of Aliakoro and Chiolu in a battle (This reveal 

Daniel Kpodoh’s use of Picturization) 
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Another issue that deserves attention is the genre of the 

performance. Many of the theatre critics who witnessed the 
performance as well as those who are familiar with the prose which 
the work was adapted from were quick to express dissatisfaction 
with the disappearance of the tragic spirit in the work. An issue as 
serious as communal clash characterized with deaths, bbloodshed, 
rape and oath-taking may be mere entertainment if interpreted 
outside the tragic vision of any kind. Could this be a deliberate 
attempt to murder tragedy in disguise of the experimental? Issues 
of life and death were dramatized comically and the audience who 
were supposed to ponder over the issues raised were rather 
engrossed in laughter without recourse to the message of the play. 
This genre misinterpretation climaxed when the Narrator came in 
to muscle the audience into accepting theatre of the absurd as the 
genre. This was rather strange to some of us who are familiar with 
theatre of the absurd, which is an unconscious movement that 
emanated as a result of the First and Second World Wars to express 
the meaninglessness of life was absolutely far from what occurred 
on stage. However, the director and the entire company deserve 
some pat in the back for sustaining the tempo of the performance in 
entertaining the audience.  
 
Conclusion  
Staging a production in this part of the world has been 
characterized by numerous challenges which include poor funding, 
short time notice, lack of professional hands, poor audience 
attendance and above all poor remuneration for the performing 
artists. In a chat with the director Mr. Daniel Kpodoh, he lamented 
poor funding and lack of time for the production as some of the 
challenges he encountered in his interpretation. A command 
production of this magnitude with over six scenes, over thirty 
members of cast and crew was only rehearsed for less than two 
weeks with meagre amount as funding fee. This is not only 
frustrating on the side of the director but an abuse of theatre 
practice from the producers or executive producer(s). This abuse of 
theatre practice by the organizers is clear as the production lacks 
print documentation in the form of production brochure even when  
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it is to celebrate a literary icon. Looking at the sponsors of the 
production gives one serious doubts on the value given to theatre. 
Rainbow Book Club whose cardinal objective is to promote 
literature and the Institute of Arts and Culture whose core values 
include reviving theatre practice in Nigeria displayed failure in 
practising what they preach. As we collectively champion a new 
course in theatre practice, we pray to see a performance properly 
rehearsed for a minimum of thirty days with enough funds 
provided to cover production materials, remuneration of cast, 
adequate welfare for artiste and respect for creativity by members 
of the audience. This will definitely improve on the performance 
delivery and reduce fire brigade approach to rehearsals whose 
outcome is a hospital bed rather than a vacation trip.   
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