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DIRECTORIAL STYLE AND STYLIZATION:
‘THE PHOTOGRAPHIC SYNTHESIS’ IN FELIX OKOLO’S
D R A M ATURGY ON THE NIGERIAN THEATRE STA G E

*Michael Temitope OGUNBIYI

Abstract

The creation of theatre directors like other artistes in Nigeria and the
world at large have been known to be influenced by a variety of choices.
From the varying choices available, theatre practitioners strive to make
the best decisions to achieve greater aesthetic value in their production.
In effect, relating the script to stage by the modern day director is not
without its challenges as the study of styles of directors in Nigeria has
been chiefly ignored in scholarship. This study examines the styles of
directing on the Nigerian stage through the works of Felix Okolo with
a view to documenting the various directorial codes, directorial signals
and prospects of directing in Nigeria and the director’s artistic choices.
This research adopts analytical, participant observation and interview
methods. Productions of Felix Okolo were previewed and evaluated.
Felix Okolo was purposively selected as the case study because of
his professional proficiency and consistency. Structured and
unstructured interviews were conducted with selected director, crew
and cast to elicit relevant information. Data were content-analyzed.
The style of directing is a highly individual art and no two directors can
direct works in the same manner given the same cast, background or
the same material. Basically, six aesthetic codes were found to make
up the style of Okolo. These codes are the Total Theatre Aesthetics,
the Multitasking Aesthetics, Design and Technical Compactedness,
Non-Static Photographic Aesthetics, the Actor-Audience Appeal and
the Line cum Demonstration Aesthetics. From the directorial codes
prevalent in the works of Felix Okolo, the ‘Photographic Synthesis’
seems the most appropriate to name his style. With this style,  Nigerian
and indeed African theatre directors could easily learn the various
codes that make up Okolo’s ‘Photographic Synthesis’ and pass on to
younger generations of artistes and directors such artistic nous.

Keywords: Nigerian theatre directors, Felix Okolo, Photographic
Synthesis, Artistic inventiveness
*Michael Temitope OGUNBIYI is of the Department of Theatre Arts, University of Ibadan,
Ibadan
Emails: solaogunbiyi@gmail.com; zolashow@yahoo.com
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Introduction
Directing is perceived to go beyond script interpretation to have

its roots deeply embedded in the artistic inventiveness of the director.
Through the director’s artistic inventiveness, he strives for the proper
articulation, coordination, and implementation of all the theatrical and
dramatic activities into one whole for the purpose of presenting before
the audience an artistically endowed performance. The style and artistic
creation of the director is usually informed by influence and the
imaginative drive of the individual. Artistic creations and their authors
are said to exist having been influenced by a particular situation, event
or thing. Regardless of the artiste, one known fact is that the artiste
does not create out of a vacuum. In the same vein, artistic directors
too do not create out of a vacuum. In the case of Okolo, his influence
in directing grew from his revolutionary stand against what he
perceives as status quo. His experience with numerous directors has
made him come to the conclusion that directors were basically analyzing
the works of playwrights and to him, directing only begin from such
analysis.

According to Ododo (2002), Okolo served theatre apprenticeship
under several big names associated with the Nigerian literary theatre
– Wole Soyinka, Dapo Adelugba, Femi Osofisan, Bode Sowande, Ola
Rotimi, Wale Ogunyemi, etc. The varied experiences acquired under
these practitioners each representing different theatre idioms, may
be responsible for his multi-dimensional approach to theatre
performance. With this kind of background, Okolo opens a new ground
of knowledge as he compares the stage to a football pitch and the
director to a coach. Okolo (2012) in an interview elucidated further
that:

Directing is like football; people play different
wings, on the football pitch, there are eleven
players, to you if you are not a coach
(director) you will think the process is
something serious. But if you look at the
departments, you have the forward, your
midfielders, the back, you have the goal
keeper, etc. This explanation is same with
the theatre and performance where you
have people who take lines, you have people
who will come as dancers, you have people
who will work as musicians, and you have
people back stage helping to change actors
costume because of the many changes of
scenes. There are people in different
departments.
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Given the background of a pitch, with its division into different
areas and the players into different roles and positions, it will not be
far-fetched if implied that the process of directing on the Nigerian
stage in the 21st century involves compartmentalization, division of
labour, specialization and specification of roles with a central
coordination from the master artist – director. Consequently, in the
play production process, the director must understand the roles of
the various departments for a manipulation into his understanding of
the text, with a goal of presenting a pleasing performance before the
audience. This process will therefore involve not just interpretation of
the text but the expansion of the text to the elastic limit of the director’s
creativity, using his tools that function in the different departments to
achieve his noble goal. It is the operation within his elastic limit of the
text by the artistic director that the style of a director is brought to the
fore.

Methodology
This study adopts analytical, participant observation and interview

methods. Through the participant observation, the researcher watched
the performances of Odia Ofeimun’s Nigeria the Beautiful directed by
Felix Okolo. The performance of Nigeria the Beautiful was staged at
the Muson Centre, Onikan, Lagos on the 16th November, 2012. The
performance of Odia Ofeimun’s A Feast of Return directed by Felix
Okolo was previewed on tape and content analysed. Using the
interview method, the un-structured research question format was
devised to gather data from Felix Okolo and Abel Utuedor. Felix Okolo
is a leading theatre director in Nigeria. Through a random sampling
technique, Felix Okolo was chosen as case study for this work.
Interview with Felix Okolo was conducted on 16th November, 2012 at
the Muson Centre, Onikan, Lagos. Abel Utuedor was the
choreographer of A Feast of Return; his interview was held at the
June 12 Cultural Centre, Kuto, Abeokuta, Ogun State on 22nd January,
2014. Structured research questions were used to elicit relevant
information from Efe Mayford Orhorha. Efe Mayford Orhorha was a
lead actress in A Feast of Return.

Directorial Codes and Signal in Okolo’s Dramaturgy
In approach and delivery in the theatre, Felix Okolo is often

referred to as an iconoclast. Okolo’s works basically are experimental
in nature. They are often created from the artistic virtuosity and
ingenious creation of the author who constantly demand change in
the theatre. The ‘renegade’ artiste has directed several works which
include but not limited to: Itoya (A Dance for Africa), A Feast of Return,



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 4

Madam Kofo’s Kitchen, The Hawker and Godfather, Under the Africa
Skies, Nigeria the Beautiful, The Walking Stick, Mekunu-Melody, Edika-
Ikong , among others. The several works directed by Okolo with the
success accrued to them have earned him a frontal role among
contemporary theatre directors in Nigeria. His penchant for spectacle
and an admirable control of large cast in production has built for him
a forte; it is not then surprising that he was awarded the Hubert Ogunde
Foundation Prize as Best Director/Producer. Influenced by the current
trend of directing, Okolo thinks of making a difference by “re-energizing
the Nigeria stage” by means of “taking the text beyond mere
interpretation, with a fine blend of music, dance and drama” (Anikulapo,
2012; Okolo, 2012). Okolo explained further, in an interview with the
researcher,  that there is no law depriving a director from combining
music, dance and drama in any theatre production and if one thinks
there is, he should ‘bring a handcuff’ (2012).

Over time, on the Nigerian stage, Okolo has injected a radical
approach to his stage realization through the mix of several genres
and styles to make a whole. His radical approach to stage realization
has pitched for him a tent amongst the experimentalists and avant-
gardists on the Nigerian theatre stage. For this reason, Okolo has
earned for himself diverse acclaims. Ofeimun (2011) while affirming
this and describing him as a stage zealot states that “no one could
have pressed the point (stage production) home better other than
Felix Okolo, the quintessential stage zealot, whose penchant of
spectacle demanded change that was not possible with the limits of a
feast. While Ododo (2002) aptly describes Okolo’s theatre as a
hotchpotch theatre – a theatre of all sorts, Onifade avers that through
the theatre practice of Okolo, Okolo has proved that he is capable of
squeezing water out of a stone (2011).

The above descriptions of Okolo create in the mind a curiosity
that generates several questions. However, answers to the questions
raised are usually not far-fetched. An attempt to watch some
performances of Okolo will quickly assert in the mind the kind of theatre
he runs since his repertory of directed works speak for themselves.
Examples of these were found in the productions of Nigeria the
Beautiful and A Feast of Return, both dance-dramas written by Odia
Ofeimun. These selected productions will be used to draw out the
peculiarities in the works of the director and hopefully they will help us
to draw certain conclusions on what we have perceived to be the style
of the director. What Okolo did directorially in the aforementioned
productions is exemplary and it creates a niche for the director and
distinguishes him from other modern theatre directors in Nigeria,
especially in the 21st century.
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Style is central to all artistic and theatrical production and
experience. Apparently, aesthetic codes, stylistic traits and stylistic
signals are essential attributes of human behaviour. Invariably, these
also differentiate works of directors. Therefore, to understand the style
of Okolo, there is need to understand his psychology, ideology,
motivation and thrust, knowing that all these form a huge base for
which his artistic creations have revolved over time. According to Okolo,
his prime motivation for majoring in theatre directing was his
dissatisfaction with the status quo which mainly attempt to “explain
and analyze” works of playwrights by directors. This ‘rebel’ spirit of
Okolo to directing therefore built in him an experimental outlook for
which he approached his works. Thus Okolo (2012) in an interview
disclosed that:

I was not really fulfilled, knowing quite well
that most of the people (directors) I was
working for were busy trying to explain the
text and I do not think it was enough. I was
not convinced. I was not satisfied in trying to
analyze what is written. Hence, I thought to
animate the text to add some other influence
that will create distinction.

By the above statement, the ideology of Okolo about directing is
summed up. Therefore, it is not surprising that he is a non-conformist
and an eclectic director who animates text with a blend of various
conventions, approaches and styles to create a new art form. Okolo
(2012) in an interview illuminated that “directing is a journey you take
from the text. It is not trying to reproduce the text, it is the journey that
you take after the text had been read and interpreted. It is a journey
of bringing this text to the stage.  It is not enough to interpret what the
text is saying, but trying to add a journey to further emphasize what
you think the writer is saying.” Indeed, Okolo animates his performances
through scintillating music, perfectly choreographed dances, well
rendered lines, swift change of roles by actors, elegant and flamboyant
costumes, appropriate properties, masterly effect of lighting, well
designed and constructed set, use of imagery, make-up, mask, multi-
tasking of actors, among others.

Nigeria the Beautiful chronicles the history of Nigeria from Lord
Frederick Lugard, the first Colonial Governor General to the times of
President Goodluck Ebele Jonathan. A dance-drama whose title
paradoxically represents Nigeria to be beautiful, hopes for better
governance and good living standard for the populace. The dance-
drama relates the rich culture of the Nigerian people with diversity of
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its ethnic groups, the nationalistic struggle for independence, the
growth of industrialization, the several military interregnums and the
peoples’ disposition, fear and anxiety and the democratic or semi
democratic moments which climaxed into into the administration of
President Goodluck Jonathan.

With a fine blend of dance, drama and music, Okolo tells the
Nigerian story beautifully. With a fusion of dance, music and drama
which interlocks one another, it becomes difficult to expunge one art
form from the other without losing the relevance and existence of the
others. The difficulty in breaking any of the incorporated arts and its
inseparable nature as presented and observed in the play trumpets
the professionalism of the director. Hence, Okolo’s directing career
may be said to be similar to that of the experimentalist, Reinhardt Max
whose style is eclectic in nature. As well, Okolo could be said to have
moved a step further in his stage realization giving each character
and action in his theatre a meaningful metaphor. His presentation
could thus be said to contain a mixture of elements from different
periods and styles.

A Feast of Return written by Odia Ofeimun and directed by Felix
Okolo explains the South African history. The story charts the course
of the existence and co-existence of the people, the changing fortunes
of the king and the commoner, the class boundary between the rich
and the poor, the travails of the commoners, the warring lords and the
pacifists. The story revolves around the several leadership styles and
struggles of the people during the reign of Dingiswayo to Shaka Zulu,
to the times of Moshweshwe, Mzilikazi and even up to the times of the
anti-apartheid struggles leading into what is now known today as the
rainbow nation. Consequently, for an in-depth understanding of style
in Okolo’s dramaturgy, it is important to first understand the codes
and aesthetics in the visual and verbal make up of his productions.
W ith specific focus on the production of Nigeria the Beautiful and A
Feast of Return, certain aesthetic codes have been identified to cut
across Okolo’s productions. Hence, through observation and an
analytical study of Okolo’s performance, the following directorial and
aesthetic codes have been found to make up Okolo’s style:

• The Total Theatre Aesthetics

• The Multi-tasking Aesthetics

• Design and Technical Compactedness
• Non-Static Photographic Aesthetics

• The Actor Audience Appeal

• Line cum Demonstration Aesthetics
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The Total Theatre Aesthetics
The treatment of all elements of theatre on an equal premise is

not a new art on the Nigerian theatre stage. Relatively, what may be
perceived to be new and can be different is the extent to which the
various directors incorporate these elements. Put together; dance,
music, drama, mime, gestures, movements, etc., have all come to take
their place in theatre performance in Nigeria. The traditional
performance space in the African society is such that readily encourage
the blend of these arts as the people’s way of life is closely incorporated
into their performances. If this is true, then presumably, the creation
of the artistic director must have a firm root in the tradition and ways
of life of the people. Gowon and Ako (2010) explain that theatre is
rooted in the cosmology of a people within a geo-political entity, thus
the nature of theatrical performances of such people reflects their
total life and well-being.

Africans and more specifically Nigerians are joyous people; their
life is a hybrid of the existential, esoteric and the sub-conscious world.
This hybrid of existence is reflected in the physical and the meta-
physical representation/presentation in the performance space in
Africa. Africans live a communal life with a performative tradition that
incorporates storytelling, mask, dance, mimes, song/music, etc., in
their ways of delivery. Performance in Africa reflects a mixture of
conventions and a language of purpose that has developed from the
people’s tradition. Adelugba, Obafemi and Adeyemi aptly clarify that:

In many of the Nigerian ethnic theatres,
dialogue or dramatic narrative has evolved.
Studies of Ikaki of the Kalabari, Alarinjo and
Eegun Okura of the Okun-Yoruba, Kwagh-
hir of the Tiv and, especially strikingly, the
Ekong of the Ibibio, reveal that from the
preparatory stage of mask-sculpting,
through rigorous and painstaking rehearsals
to staging, an aesthetic of robust, fully-
fledged theatre evolved from the people’s
tradition, and this has been recreated,
transposed and crystallized on the
contemporary Nigerian stage (2004).

Okolo’s creation admits diverse experimentations. These
experimentations are usually in the form of restructuring or perhaps
self-reinventing of the traditional performance modes of Africans. His
self-reinventing technique represents an active ingredient of his own
professional and practical development. This aims to transpose and
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bring change to the Nigerian theatre stage especially in the 21st century
where we have massive switch to the digital screen and cinematic art.
In an interview with the researcher, Okolo admitted that,

People are getting tired of so many
dialogues. With the modern day
advancement in technology, people walk on
the street now and listen to music, so there
is no excuse in keeping them (audience) for
an hour (in the theatre) to just listen to
dialogue when I can afford to keep their
interest, especially through a blend of dance-
drama and music. So my audience who love
music will see my performance as a musical
show, those who like dance and drama will
equally see that too (2012).

With a study of Okolo’s artistic creation, his directorial approach
for the Nigerian stage fits into the three main theatrical traditions of
the Nigerian stage which Akinwale (1993) has identified to be the festival
and ritual theatre, the masque dramaturgy and the storytelling theatre.
In the theatrical productions under investigation, Okolo uses mask to
change the role of his actors swiftly without a conscious recognition of
actors by the audience. His directorial impulse was to ‘socialize’ the
mask using it to entertain his audience and to create aesthetics. The
African arena theatre is therefore a theatre that houses and represents
the various categories of existence in a spatial environment. The theatre
is a centre where the metaphysical action of spirits can be represented
through masking (Okafor, 1991). In this regard, it is no false that Okolo
understands that mask in the African cosmology function as facilitators
of socialization and instrument for the maintenance of social equilibrium
(Jegede in Gumucio-Dagron, 1994). Moreover, Corrigan in Obuh
(2003: 121) states that “we all know how strange it is to wear mask,
there is something exciting about it and it’s something eerie too. In a
sense, we hide our identity behind the mask, but in doing so we liberate
aspects of our secret selves.

Paradoxically, Okolo’s use of mask was to enhance the
interpretation of his performance. The interplay of mask in a rarefied
manner in Nigeria the Beautiful blends with the idea of the playwright
who after several unrest, colonization, hardship, political instability
and military interruptions still dares to describe Nigeria as beautiful in
the dance-drama. The use of mask in several scenes helps to hide
the true identity of the characters. In Nigeria too, the true identity of
the people may also be said to be covered by a mask. In this regard,
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the Nigerian nation is such that despite the challenges and the poverty
level in the country, the people still go around as though they are
content with their situation. This is like the ‘suffering’ and ‘smiling’
syndrome which Fela Anikulapo Kuti explained in his song, which is
indicative of the mask of pretence Nigerians wear while suffering yet
smiling.

The use of mask in Nigeria the Beautiful also indicates the
rebellious attitude of Nigerians against colonial rule. If mask hide
identity, then the people have been forced by the colonial rule to put
off their old selves and wear a new look that helps them to fight for
what is rightfully theirs; thus opposing colonization. A vivid example of
this is seen as Funmilayo Ransome-Kuti brings the people together in
one voice to fight for their freedom. Aware of the role of music in his
theatre, Okolo builds his band of musicians into the entire scenic design
of his artistic creation. Okolo’s incorporated musical band takes a firm
position on the stage and operates at the heart of the entire artistic
creation as an indivisible composition tied resolutely to the totality of
the theatrical performance. Okolo, in an interview with the researcher
in 2012, explained that:

Most other directors will not use music except
the script is requesting for it. Most will not
put in dance except if it is actually demanded
by the writer. But I see that most of these
things can still work, whether the writer ask
for them or not. For me, I can still move the
scenes and animate the text in many other
ways, so that we can at least, move with the
times.

Orhorha, a lead actress in the performance of A Feast of Return
affirming the position of the director, maintained in an interview that
“Okolo’s chosen style is the complete theatre; drama, dance and music.
Okolo is unique, he does not really do a straight drama like that which
does not infuse music and dance into his dialogue in his productions.
His music and dance are usually a mix of both the contemporary and
traditional. You see contemporary musicians playing the same thing
traditional musicians are playing” (2014).

Influenced by the cinematic/media art where theme music as well
as bridge music collaboratively heighten mood and interpret scenes,
Okolo too uses music in his performances like sound tracks to achieve
the same purpose. Thus, creating and heightening mood of his
performances with a rhythmic pattern that has been carefully organized
and sequenced into dialogue and dances. Okolo perceives his music
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as soundtracks and revealed in an interview that “he adds a soundtrack
to his production from the beginning to the end of the play without
saying this is where music ends. This music lightens up the dialogue
and dances where applicable without dragging the tempo. If for
anything, it enhances the speed of the performance” (Okolo, 2012).

Music in A Feast of Return and Nigeria the Beautiful was a blend
of the western and traditional music. This is evident in the ensemble
of Okolo which is usually made up of local and western musical
instruments. In Nigeria the Beautiful, perhaps, the reason for this may
have been suggested because Nigeria was a colony of the British
Empire and colonization was among the issues which the dance-drama
discussed.  It is of interest to note that the Nigerian national anthem
was used as bridge music to link some scenes while some classical
notes were played at the background upon which lines were rendered.
However, effort was not made by actors especially those who
represented the British to speak in foreign accent. The classical notes
that were played at the background upon which lines were rendered
simply suggested the era of colonization in the dance-drama. The
case is not different with A Feast of Return, which starts with music as
actors file across the stage in ‘desert crossing’ wearing tattered clothes
and ailing as a result of diverse diseases. This act was followed by a
rigorous playing of Bata drums by three artistes at the down stage
centre to set the performance on a high tempo and suggest the vigour
to be put in by actors during the performance.
Also, music was played in A Feast of Return and upon it lines were
rendered. Music was used too at the start of the performance to
announce the arrival of three among the four main actors in the
performance. As the music changes, the characters arrive the stage
one after the other. Importantly too, the music was accompanied by
heavy dance steps. Ododo (2002) opines that:

Music becomes the canvass upon which
Okolo’s theatre is painted in exciting strokes
of colours. After watching his plays, one gets
the impression that is, before anything is
done in his theatre, music must be ready. It
is on this that all other artistic images are
built.

Okolo intermingle dances of the multi-cultural ethnicities of the
Nigerian people into an abstraction with the intention to inform, educate
and entertain his audience. Indeed, some of his dances depict the
cultures of the Nigerian people. In an interview with Abel Utuedor, the
choreographer for A Feast of Return, he affirmed that “as a
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choreographer I have worked with many directors home and abroad.
We oftentimes pick aesthetics from outside our own cultures but, Okolo
will not do that. Okolo wants to take from the culture of the people. He
creates from the people’s culture and he is good at it (2014).

It is important to note that these cultures stand distinct from one
another. However, other dances that were used are abstract in nature
and were used to interpret and shed light on some of the renditions of
the actors. Utuedor in an interview stated that “most of the dances in
A Feast of Return, you may call them abstract.  But, they are images
that exists either in the spirit realm, in water or in the air. But they all
exist from the creation of God and they are usually things you can see
with your eyes” (2014). In A Feast of Return, dance was used to
suggest the embrace of the Whiteman’s religion as indicated by the
lines of the Priestess of Memory. The Difaquane was a period of
widespread chaos and warfare in the reign of Shaka and Mzilikazi.
This was presented through dance with suggestive steps that first
showed the peaceful co-existence of the people and suddenly in a
rampage we see dance pattern showing the breaking of pots, beating
of the people, crying and shouting to indicate time of war. This war
time stories was further corroborated with the Ogun/hunters’ dance.
Amongst other dances is the Eyo dance which helped to suggest the
peaceful reign desired by Moshweshwe, one of the rulers of South
Africa. We also had the resistance/solidarity dance which showed the
fight against the apartheid regime.

In Nigeria the Beautiful, the use of dance is quite similar. Dance
was used to introduce on stage the main characters who represent
the regions of Nigeria. These dances equally represented the culture
of the different regions as well as their occupations. As the plot of the
dance-drama progressed, the dance medium was used to express
resistance and show confrontation of the Nigerian people fighting in a
collective struggle against colonization and its many disadvantages
that trampled upon the rights of the native. The use of the ballroom
dance infused with contemporary ‘moves’ in the performance indicated
the complete takeover of the machinery of government by the officials
of the British Council. Amalgamation which took place in 1914 was
better explained in dance as the three main ethnic groups –Hausa,
Yoruba and Igbo peoples were costumed in their peculiar attires and
had a dance of unison. Other uses of dance in the performance were
to entertain and bridge long dialogues especially as found in the
narratives of the Sultan, the Great Zik, Funmilayo Ransome-Kuti,
Obafemi Awolowo and the Bane of Musical Chairs.  In addition to this
Utuedor in an interview claimed that:
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Dance is one of the basic elements that were
used in A Feast of Return. Dance was
extensively used because most times in the
works of Okolo, he wants the deaf and dumb
to understand what he is doing irrespective
of the understanding of the lines, the dances
too communicate some in-depth messages.
When you go back to American films or
Nigerian films, there is always bridge.
Sometimes the director uses this (dance) to
allow the audience to get their breath (2014).

However, it is worthy of note that these dances are inseparable
from the total aesthetics of the performance. It suffices then to say
that without the dances, the entire artistic composition of the director
is incomplete. It is, therefore, upon theses dances that the complete
explanations of some of the roles and characters of the actors are
tied. Ododo further clarifies that the dynamism of his (Okolo’s) theatre
is further projected by the use of highly creative and astonishing dance
concepts that are uniquely married with the ever-thumping esoteric
African rhythm (2002). Perhaps, dance as a communicative medium
in the works of Okolo was to enlarge and complete for the audience
the expressions that the words of the playwright could not bring to
bear in his/her writing. With the dance medium, Okolo was able to
express his innermost feelings and interpretations of the work of the
playwright. Thus, he does not analyze the text, but animate them into
broader understanding for the audience.

The Multi-tasking Aesthetics
Actor management has been one of the most difficult aspects of

theatre practice. This is because human beings could be unreliable,
unpredictable and sometimes unstable. However, performance
excellence can still be achieved if expertise of the director mixes with
those of the actors in an environment where discipline and
professionalism is of top priority. Actors serve as intermediary between
the director, script and the audience and the extent to which the actor
is used could determine the extent of the professionalism of the
director.

Design, lighting, painted scenery, props, elaborate costume and
some other elements of the theatre can be expunged from a theatrical
performance but without the actor, the performance process is yet
incomplete. Therefore, the appropriateness and skill of the actor
becomes an essential part in the make-up of the play production
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process. No doubt, the director helps in shaping this skill. In the
productions of Nigeria the Beautiful and A Feast of Return, the actor/
cast management gives a lasting impression of the proficiency of the
director in his art.  Okolo uses large cast in a composition that presents
very fascinating pictures before the audience. He uses large cast to
achieve spectacle and communication in his artistic presentations.
Okolo brings together a team of actors that gracefully switches role
amongst the various arts of the theatre especially dance, drama and
music. Having watched the performances under review, it is not out of
place to conclude with an impression that to be a cast of Okolo, you
must be knowledgeable in the three main aspects of the performing
arts which are music, dance and drama.

Okolo multi-task his actors, making them change from one role
to another swiftly with ease and without the conscious awareness of
the audience. He sometimes converts his actors to properties on stage
using this as an imagery that builds mental pictures in the minds of
the audience as well as communicate vital points. In Nigeria the
Beautiful, Okolo brings on stage four wheelbarrows carrying actors.
In turn, these actors were carefully positioned on stage to create an
impression of a mountain. Interpretatively, this human created mountain
serves as a metaphor calling on the Easterners by the Great Zik to
join hands together to build their weaknesses into strengths and their
little into plenty. The mountain also portrayed the wake of
industrialization and created a room where the people could team up
in terms of labour to achieve a greater result of communal oneness.
However, Okolo’s adeptness goes beyond multi-tasking of his actors
because his strength is built in his understanding of the psychology of
the actors. Ododo admits that:

The vibrancy of this theatre is seen in the
ease with which Okolo often draws from
various cultural sensibilities and socio-
economic interfaces of the Nigerian setting.
So, one often finds about six actors or so
playing the role of over 20 characters with
ease in dance, movement, mime, songs and
gestural conduits. That transformation
process is often assisted with series of
suggestive costumes and make up usually
in the form of masks. That is, characters are
delineated with masks and as such actors
find it convenient to switch from one role to
another. The itinerant programme of this
theatre outfit also further informs this
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compactness. In this theatre, anything goes
and creatively so. This is why we see it as a
potpourri (a hotchpotch) theatre: A theatre
of all sorts (2002).

To make his play an audience-actor filled experience, Okolo goes
outside the box to bring his play to a closer understanding of his
audience. By this, he uses his actors as a league of narrators and
multi-narrators in one single aesthetically and artistically packed
performance. Okolo’s actors are his dancers as well as his musicians.
For instance, in Nigeria the Beautiful Okolo uses three actors as his
narrators and in A Feast of Return, he used four. These
aforementioned basically took the speaking roles in the productions.
Okolo does this multi-tasking aesthetics beautifully with a contrast
through his use of male and female artistes. With the interaction of
the actor-narrator, with the conflicts and resolutions of their acting,
the dance-drama becomes even closer to the audience in meaning
than it would have been without such an experimental work of the
director. In an interview, Orhorha, a leading female actress in Nigerian
the Beautiful and A Feast of Return disclosed that:

In Nigerian the Beautiful, my role there was
very challenging, I played about seven roles.
I was the only female actress in the
production. In A Feast of Return, I played
the Priestess of Memory, I acted like three
(3) characters, Moshweshwe, I played the
local woman who was pregnant and was able
to manoeuvre in all the three roles. If you
remember vividly, the Priestess of Memory
keeps coming back as she was at the centre
of the play and she represents everyone’s
memory. I think the many rehearsals and
training I had made it possible for me to easily
change roles (2014).

With the aid of costumes and mask it was easy for actors to
break away from a particular role and get into another as many times
as desired. Consequently, the audience does not have a fixed mental
picture of a particular character and thus cannot be emotionally
attached. Orhorha in an interview added that “there are times when
we perform, people do not know that it is the same set of people that
comes out to take the different roles. When I played Priestess of
Memory and Moshweshwe, I already had my Moshweshwe shorts under
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my Priestess of Memory costume, to allow me quickly change from
one role to the other (2014).

Since the audience do not have a fixed memory of the actors
and are not emotionally tied to them, they are left with an only option
of concentrating on the message as being relayed through the actor.
In Nigeria the Beautiful, for instance, actors were costumed on stage
in a particular scene. Hence, by changing into different costumes cum
acting, different interpretation was drawn from their expression. The
rendition of Great Zik, one of the main characters in the dance-drama
was better understood by the constant change of the costumes and
actions of the actors. At first, the people started with a celebration of
their collective union in a bid to defend the people’s integrity by
borrowing a leave from their great heroes. Changing into another
costume which was mainly rags and tattered clothes, we saw the
resistance of the people against the imperialists whom they termed
“dehumanizers” (Nigeria the Beautiful, 2011). It is worthy of mention
that all these actions were accompanied by suggestive dance steps.

Theatre is not a playhouse of magic. It is a playhouse for re-
enactment of human being’s daily life before the audience. This was
the understanding of Okolo and it could be said that he shares the
same sentiment with Bertolt Brecht who propagated the ‘alienation
theory’. By this theory Brecht dissuaded his audience from such
emotional empathy for the actor and refocuses his audience to the
central message as presented by the actor. Hermand and Silberman
(1998) describe this Brecht’s theatre as:

An intellectually ambitious theatre that aim
at undermining the relationship between a
complacent audience and a dramatic
tradition based on entertainment attributed
to a technique of distanciation, the rupturing
of realist illusions, and the notion of ‘gestus’
based on the constructedness of performer,
spectator and author.

Tapping into this experimental outlook, Okolo costumed some of
his actors on stage while reminding his audience that they were merely
in the auditorium where artistic experience is shared. Osofisan in
Ododo (2002) emphasizes this when he states that some of you come
into the theatre, expecting to see a marvellous world of dreams. We
are all in a theatre as you well know, and we see no need to hide it.
Therefore, Okolo’s directorial principle may be summed to be
audience-oriented, non-illusionistic, with a radical objectivity meant to
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de-emphasize emotion for his actors and emphasize the central
message as presented by them.

Design and Technical Compactedness
Design is an integral part of any theatrical performance. Put

together, design is an all-encompassing aspect of play production
and it includes, among others, set, lighting, sound, costume and make-
up. Design generally in the theatre is used to enhance communication,
create impression, set the tone and style of a production, determine
period of production and enhance character role. However, one very
important factor is that the designer’s concept must align with the
director’s for an aesthetically pleasing performance to take place. In
the productions of Nigeria the Beautiful and A Feast of Return, design
concept could simply be interpreted to be flamboyant, glitzy, compact
and non-conventional.

In these productions, costume types were basically day-to-day,
special and abstract. With these costumes, Okolo represented the
different cultures peculiar to the African people as well as enhance
communication in his productions. The opening of Nigeria the Beautiful
leaves a fascinating memory with the elegantly built costumes, choice
of colours as well as associated accessories the dancers are adorned
with to depict the rich and unique culture of the people of South-south
Nigeria. Many special costumes, including those of the Agemo Eleni,
Egungun, and the Igunnuko masquerades are found in Nigeria the
Beautiful. In A Feast of Return, we have the Eyo and Igunnuko
masquerades and the different specially built costumes for both actors
and dancers to represent different expressions and communicate
purpose. In both productions, accompanying the abstract dances were
abstract costumes that were used to assist actors to break away from
one role to another. In A Feast of Return, acolytes were costumed in
black during invocation by the Priestess of Memory. In several other
scenes, we have actors costumed in either white or black with abstract
demonstrations that helped to enhance the interpretation of actors’
lines.  In Nigeria the Beautiful, actors were costumed to create the
impression of a mountain. Also, other interpretative roles had the use
of abstract costumes but the essence of it all was to communicate.

Property used in the productions of Okolo ranges from hand to
set properties and were quite effective in the communication of their
purpose. Amongst the various properties used in both productions
are; staff, hand fan, handkerchief, wheelbarrow, shovel, head pan,
drum, calabash, praying mat, shield, club, mortar, bicycle, earthen
pots, etc. Worthy of emphasis is the use of the four wheelbarrows in
the production of Nigeria the Beautiful. The wheelbarrows were used
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to convey human properties to the stage and this suggested the wake
of industrialization. In A Feast of Return, two people struggled to get
their balance on a bicycle, while the man rode the bicycle, the woman
struggled with the heavy load she was carrying on her head. These
acts created an impression of strife, hardship, war, struggle,
dictatorship and poverty. Collectively, the acts give a better
interpretation to the lines of Priestess of Memory as she explains the
reign of Shaka. In another scene, the Whiteman was wheeled in by a
Blackman on a wheelbarrow indicating the times of apartheid that was
experienced in South Africa. This reign was better explained in the
lines of a figurative Apartheid Mother and Child stating the welcome of
the reign of apartheid and its resultant effects and experiences.

Lighting is another aspect of Okolo’s production that deserves
attention. The use of lights in the productions under investigation can
be said to be apt with the different illuminations telling their own stories
in accordance to the director’s concept. Diverse lighting equipment
and types make up the productions of Okolo. All these have a carefully
chosen colour mix and are best said to unify all the other aspects of
production. With the interface of the different kinds of light such as
fresnel, strobe, profile spot and an assortment of gels that ranges
from red, blue, green and amber which were reflected and lit upon the
painted scenery, costumes and properties, different impressions and
mood were created. These moods range from happiness to sorrow,
grief, festivities, war, etc. Lighting and the careful selection of its colour
scheme in the productions of Nigeria the Beautiful and A Feast of
Return brought great illumination to the different roles of actors as
well as enhanced the visual aesthetics of Okolo’s production. In the
productions under review it appears lighting had its own plot or story
closely knitted into the overall aesthetic sensibility of Okolo’s artistic
constructions.

Set and its design in Okolo’s performances serve as an insight
into the overall meaning of the essence of his production. It is more
like a predictor of situations and events. For him, his set is a story
telling platform providing a visual passage for the actors. And, for the
audience, it provides a platform to grasp the intended message in his
work. Set is a communicator of purpose. Interestingly, this may be a
new inclusion, but incorporated into the set design of Okolo is the title
of his productions which are often boldly written at the top of his set.
This constantly reminds the audience the title of the production they
are watching and it creates a lingering memory of the situations and
events in the production. It has also been observed that the production
of Okolo has one locale. This single locale provides the setting for
which all actions take place and provides for them a wider area of
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acting. This breaks restrictions in acting and allows for a continuous
flow of action from the first moment to the last. The continuum of these
actions is further corroborated without blackouts from the first scene
of his production to the last. Besides, Okolo’s actors communicate
with the set in ease and their action on the scenic environment simply
shows a mastery of all stage areas by the actors. With a quest into
this know-how, Orhorha declared, in an interview with the researcher
in 2014, that:

Mr. Okolo already knows what he wants, he
has already mapped out his stage design
as well as his costume. He does everything
theatre and that is what he has imparted into
people like me. We go as far as constructing
our stage by ourselves. It is not that he
cannot employ carpenters to do his stage
constructions, but he wants to watch artistes
do what they have learnt in school. By this
act, Okolo gives everybody the opportunity
of having to do things, so that you can stand
out in your dealings.

Fascinatingly, in the production of Nigeria the Beautiful, the colour
mix for the set projected an insight into the play. We have the colour
making up the Union Jack as well as the Nigerian flag. Up stage centre
we have the Nigerian map boldly designed into the set. This however
suggested that the story was a Nigeria versus the British kind of story.
In A Feast of Return, the painted scenery had a representation like
that on the cover page of the published dance-drama. This impression
suggested abundance and at the same time struggle. The struggle
was between two people who had to ride on a bicycle with the female
carrying a heavy load on her head. However, this same part was later
represented in the plot sequence of the dance-drama to mean the
challenge the people went through during the apartheid regime in
South Africa. Another aspect of the scenery was the picturesque
impression of the previous production of the play. In fact, the set is
best described as a poster of the play with impression summarizing
the concept of the play itself.  Okolo tries to make you understand his
production from his stage. From his stage you can tell what the story
is all about. He does not just construct his stage for people to clap for
him; he does it because it has a role to play in his production Orhorha
argued in an interview (2014).

Set and its design are expected to aid actors’ movements and
acting. Okolo in his theatre considers this as a paramount issue that
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will allow for actors’ manoeuvre on the stage. Hence, set in Okolo’s
theatre is built in layers. Cases of this kind of set were found in the
productions of Nigeria the Beautiful as well as A Feast of Return. The
platform provides different plains to aid the delivery of actors. Perhaps,
the secret of his composition of large cast rests here. With the different
layers, Okolo brings on stage a large number of cast without any of
them been masked by the other. Also this aspect of his theatre helps
to show the prominence of a particular character over another in course
of their delivery especially through their presentation which usually
takes place on different plains and levels.
Technically, design for Okolo has a percussion and persuasive rhythm
that tends to link together all the entire artistic and aesthetic sensibility
in his works. His visual expressions can therefore be best described
to be elaborate, complex, consistent and conspicuous. Hence, sharing
from the same pinnacle as other designers, Okolo helps to “show us
new ways to see familiar things, and how to interpret new situations
and events through various kinds of visual expression” (Agoba, 2010).

Non-Static Photographic Aesthetics
Within a moment of time, so much takes place in the theatre of

Okolo. Every moment communicates its purpose and every moment
carries different images and composition and thus presents pictures
of non-still, non-static arrangement of actors. Okolo’s performance is
like a chain of reaction. This chain is broken down into movement and
the movement is propelled by the energy exerted by the actors. There
seems to be an energy that has been carefully built into the artistes
which propels them to act in the manner they do. Hence, a high sense
of physicality is brought to bear by the display of Okolo’s actors.
Expatiating on this claim, Orhorha opined, in an interview with the
researcher in 2014, that:

To be in Okolo’s production you have to be
at alert, even when you are dressed early,
you must be on a standby for your scene.
So, it is tip-tap back stage and on stage as
well. Well, I believe that all these put together
is what really brings the cinematic notion in
his production.

While looking through the productions of Okolo, a photographer
is not likely to capture the same shot within a defined time frame.
What this means is that actors in Okolo’s theatre exudes this vigour
that translates into quick and snappy movement built into a rhythmic
pattern orchestrated by the ingenious creation of the director within
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time and space. However, while drawing this conclusion especially
with reference to the productions of A Feast of Return and Nigeria the
Beautiful, critical attention is further placed on the actor who brings
these patterned movements before the audience in a distinguished
manner. For the actor to exude such vigour, no doubt, he or she must
let the aspect of self be overridden by the overall aesthetics chosen
by the director. What obtains here is a process of transmutation where
actors strip themselves to wear a new garb fitting into the entire concept
of the director. At this point, it is easy for us to observe that Okolo’s
actors could translate this exerted energy into different moods of
disdain, celebration, freedom, worship, anguish, pain, war, etc. In an
interview with Okolo, he stated that “I am trying to see if I can move
drama to appear before the audience like video.” (2012). If video
records moving visual image, then Okolo’s theatrical piece strives for
such a moment in his theatre by the speed and precision he put forth
in his work.

The Actor-Audience Appeal
Apparently, Okolo attempts to achieve a desired unity within his

performance space. This performance space is an integration of the
actor, the audience, the script and the stage. Okolo strives to unify all
these together in his artistic creation. First, he unifies the stage with
his actor and then the stage with his audience using his actors and
his other design elements as his communication tools. In doing this,
he is left within space and time for which all creation must fit. In the
void space between the auditorium and the stage, he creates his work
to flow into a rhythm. This rhythm has precision, speed, tempo, tone
as well as mood.

Within this rhythm, certain notion that actors are not to give
audience a full back in the proscenium stage is completely not adhered
to. In his artistic creation, Okolo does not believe in such restriction
(i.e, actors are not to give audience a full back) as his experiment
reveals complete full-back of his actors in several scenes in both A
Feast of Return and Nigeria the Beautiful. The backing of the stage
by some actors could be interpreted to be that the actors share a
similar experience with the audience in a typical proscenium theatre
setting. Okolo’s intention here is to enhance actor to actor relationship
giving a double-impact to the messages in the script as he perceives
them. Also, he breaks away from the unreal acting where because
audience exists in the auditorium, actors cannot relate among
themselves freely for fear of giving audience a fullback. Okolo through
his art drives home the message that the audience is only watching a
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performance divorced of the stereotyped rules as may be found in
the typical proscenium theatre.

In enhancing the actor-audience relationship, Okolo severally
puts his actors in bunch and cluster to bring closer to the audience
the meaning of his essence in the theatre. Since audience plays a
vital role in the play production process and without them a theatrical
production is incomplete. It is, therefore, quite important to bring the
audience into focus while patterning the director’s artistry.

Line cum Demonstration Aesthetics
Cutting across the productions of Okolo is the line and

demonstration aesthetics. Simply put, this is a given situation with an
aesthetics whereby Okolo’s composition basically does two things to
achieve one purpose. The purpose is to communicate. But, what he
does here is for an actor to render his lines with movement while other
actors demonstrate at the background or foreground to give vivid
explanation of the actors’ lines or at times just mainly enhancing it by
interaction of actors. This demonstration might also be in form of
reaction which comes as gestures, body movement, dance, music,
shout, nod, sigh, etc., with the aforementioned; audience gets a better
explanation of the narrative of the actor. In A Feast of Return, Ofeimun
(2010) in Libation I states that:

We who have crossed gulfs
And seas of sand and evil forests,
And death-deep valleys and escarpments
And have returned as zealots
To the grotto of bitter memories;
We, we’ll criss-cross muck and pain
In order to be reborn.

While these libation lines were rendered, background acting takes
place. We see two actors putting hands across each other’s shoulders
and struggling to make a leap, another carrying a very heavy load on
her head and struggling to move, while another was  seen on the
ground (like in a mud) and the other exerting all energy to pull the
actor through. By interpretation, this shows the travail as well as the
many challenges the South African people had gone through over
time. In the same way, A Commoner’s Chant in A Feast of Return
narrated the hardship, dictatorial rule, war, and the long suffering of
the common man during the reign of Shaka. In explaining this
Commoner’s Chant while lines were rendered, Okolo had background
demonstration with a long line of actors filing in and wearing tattered
clothes, carrying heavy load, all having different ailments and
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disabilities. Similar background acting was seen accompanying the
lines of Dingiswayo and Shaka in the same production. Orhorha, in
an interview with the researcher in 2014, averred that Okolo insists
that:

Whatever actions the dancers are doing on
stage must tally with what your dialogue is
on stage. So, he does not just do spectacle
because he wants to do spectacle. Every
spectacle you see has one thing or the other
to do with the play.

The same instance was found in Nigeria the Beautiful, but with a
little difference. The demonstration that we have here allows for an
actor’s participation and reaction to the lines delivered by another
actor. By the actor’s reaction and demonstration to the other actor’s
lines, the participating actor shares a platform similar to those of the
audience in terms of reaction.  In the rendition of The Great Zik, we
had actors’ reaction show agreement with Zik on the many struggles
and how the people have crossed the rubicon on the shoulders of
their heroes who were the sources of their encouragement. Within
the same rendition too, actor reaction and demonstration shows how
the people fought against the imperial yoke that dehumanized them
and how they sparked up resistance. Still, in Nigeria the Beautiful, A
Woman of Means figuratively represents the northerners and narrates
their experiences on how the talakawa (poor) were deprived of going
to school. With tact, those who manoeuvre their ways to school had it
tough and rough. Through actors’ reactions and demonstrations, we
hear shouts, cries and complaints as a result of the ill-treatment from
the Dandokas (local police). We see the actor demonstrate the
Dandokas riding on the horse in their haughty manner whipping the
people, raiding for women and the farmlands. From all of these, we
see reactions of fear, commotion and pain amongst the people.

Further to this, is the reaction of actors to Obafemi Awolowo’s
line which depicts agreement the people owes their motherland in
enhancing her in the eyes of the world.  Obafemi Awolowo’s lines thus
read:

We must choose and learn
not to waver. Not to cower.
because it is not life that matters
but the courage we bring to it.
because it is a duty that we owe
to our own dear motherland
to enhance her and to boost her
in the eyes of all the world (Ofeimun, 2010).
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As a foreground reaction and demonstration from actors to A
Bane of Musical Chairs that narrates the uncanny situation in Nigeria
where the people maltreat themselves with an ill constitution and
president, we see sick people filing across the stage. To explain the
depth of the illness of the nation and its constitution, the sick were left
abandoned only to be conveyed by wheelbarrows from point to point
and all these happen in a country with abundance of natural resources
especially the crude oil.

Naming a Style for Felix Okolo: The Photographic Synthesis
Felix Okolo disclosed, in an interview, that he derives motivation

for his creation from the cinematic art.  Okolo puts into consideration
his audience and tries to present his works on stage before them in
the same manner they would feel when in the cinema.  The theatre
director further claimed that “I am trying to see if I can move drama to
appear before the audience like video, it’s like what I call when I was
young, cinematography on stage” (2012). Okolo’s idea of
‘cinematography on stage’ is evident in his entire artistic creation and
it serves as pointers to the different aesthetic codes as were found in
the productions of Okolo. If cinematography according to Brown (2012)
is the process of taking ideas, words, actions, emotional subtext, tone,
and all other forms of non-verbal communication and rendering them
in visual terms, then by extension the works of Okolo will be a play with
images, words, character and interplay with space. Consequently, with
this idea in mind, it is not bogus that some characteristics of
cinematography such as the use of theme and bridge music in the
form of soundtracks were extensively used in his performances.
Similarly, speed and precision were other characteristics that were
found in his work and this is prevalent in the quick transformation of
roles and actions on stage that gives an idea of a non-static
photographic image of actors and their action. We have called this
the Non-Static Photographic Aesthetics. Truly, this gives an idea of a
moving picture.

From the above, the directorial style of Okolo has been perceived
to be ‘The Photographic Synthesis.’ The ‘photographic’ idea stems
from the pictorial composition of the director which seems to come
with a swift role changing like a photo from a snapshot loaded with
various messages. Therefore, the communication strength of the
director is built in such a way that even with a photograph of any of his
composition, the director still communicates an essence for his
presentation. Moreover, with a ‘slice’ or an abrupt stoppage of this
presentation, so much is said from his pictorial composition. The word
‘synthesis’ according to Hornby, is “the act of combining separate ideas,



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 24

beliefs, styles, etc.” (2000). If this word is adopted into the performance
circle, especially with reference to the works of Okolo, it would mean
that the director puts together various idioms, ideas and aesthetic
sensibilities of performance art to invent his own aesthetics that stands
distinct from works of others. This too would mean that his works will
have such experimental outlook that allows for restructuring and
remodelling of known concepts, practices and theories for staging.

Conclusion
Style delineates the works of theatre directors and reveals the

intuitive vision of its author. It identifies as well as distinguishes the
works of theatre practitioners. With the growing wave of modernity
and globalization, theatre directors are challenged to be more thorough
in their artistic choices as the audience tend to expect more from
directors in terms of delivery. By and large, the total theatre idiom
which incorporates music, dance, pantomime, dialogue, chants,
storytelling, etc., has been a linking aesthetics to the African experience
where performance usually takes place in the village square. Felix
Okolo has paid his dues through professional tutelage from great
theatre scholars and this has paid off in the several directorial idioms
prevalent in his works. Okolo’s accomplishment challenges upcoming
directors to take seriously professional excellence and academic
prowess.

References

Adelugba, D., Obafemi, O. & Adeyemi, S. (2004). Anglophone West
Africa: Nigeria. In Banham, M. (Ed.). A History of Theatre in
Africa (pp. 138-158). New York: Cambridge University
Press.

Agoba, E. O. (2010). The set design process in the Nigerian theatre:
A designer’s rendition of Ahmed Yerima’s Trials of Oba
Ovonramwen.  Nigerian Theatre Journal: A Journal of the
Society of the Nigerian Theatre Artists, 10 (1), 167-178.

Akinwale, A. (1993). Theatrical tradition and political culture in post-
independent Nigeria. In Malomo, J. and Gbilekaa, S. (Eds.).
Theatre and Politics in Nigeria, pp.12-36. Ibadan: Caltop
Publications Nig. Ltd.

Anikulapo, J. O. Hornbill presents six dance dramas. (2012. July 22).
The Guardian. Retrieved November 19, 2012, from http://
www.ngrguardiannews.com.



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 25

Brown, B. (2012). Cinematography theory and practice: Image making
for cinematographers and directors. Amsterdam: Elsevier
Incorporation.

Gowon, D. A. &  Ako, A. S. (2010). Theatre and the rebranding crusade
in Nigeria. Nigeria Theatre Journal: A Journal of the Society
of Nigerian Theatre Artistes, 10 (1), 36-46.

Gumucio- Dagron, A. (1994). Popular Theatre in Nigeria. Abuja:
UNICEF.

Hermand, J. & Silberman, M. (1998). Introduction: Brecht today.
Monatshefte, 90 (3), 296-299.

Hornby, A. S. (2000). Oxford advanced learner’s dictionary. New York:
Oxford University Press.

Obuh, S. O. (2003). The paradox of masks: A call for a return to masking
aesthetics in contemporary Nigerian theatre. ABALABALA: A
Journal of the Bayelsa State Council for Arts and Culture, 2,
121-130.

Ododo, S. E. (2002). Scenic and performance styles in the Nigerian
literary theatre practice. Alore: Ilorin Journal of the Humanities,
12, 88-109.

Ofeimun, O. (2010). A feast of return. Lagos: Hornbill House.
______ (2011). Nigeria the beautiful. Lagos: Hornbill House.
Okafor, C. G. (1991). Behind the inscrutable wonder: The dramaturgy

of the mask performance in traditional African society.
Research in African Literatures, 22 (4), 39-52.

Okolo, F. (2012). Personal communication on 16th November at the
Muson Centre, Onikan, Lagos.

 _____ (2012). Nigeria the Beautiful performed at the Muson Centre,
Onikan Lagos on 16th November.

Onifade, M. (2011, December 16). Theatre 2011… some high, some
low. The Guardian. pp. 37.

Orhorha, E. M. (2014). Personal communication on 25th March via
telephone.

Ofeimun, O. (Writer), & Okolo, F. (Director). (2010, December 10). A
Feast of return. Live performance in Banquet Hall, Governor’s
Lodge, River State.

Utuedor, A. (2014). Personal communication on 22nd January at the
June 12 Cultural Centre, Kuto, Abeokuta, Ogun State.



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 26

*Babatunji O. DADA is of the Department of Music, University of Ibadan, Ibadan
Email: tunjidada@yahoo.com

METRICISM IN YORÙBÁ WÓRÒ RHYTHM

*Babatunji O. DADA

Abstract
Wórò rhythm is a generic rhythmic configuration in the music of the
Yorùbá of South-western Nigeria. Due to increased literacy and
renewed interests in indigenous-inclined scholarship, African
musicology, art music, and similar interests, there has been a
remarkable increase in attempts at documenting African musical
expressions (wóòròò inclusive). However, there have been several
different formats deployed to this end, thereby leading to diverse
(mis)representations of wórò’s musicological structures. This article
undertakes an analytical investigation of the structure of wóòròò rhythm
using the theoretical foundations of Structuralism and Timeline. In-
depth interviews, available literature and participant observation
methods were deployed in carrying out this study. Empirical
instruments of musicology were used to determine the actual metric
configurations that existed in wórò rhythm. It was thereafter discovered
that, instead of the compound duple, simple triple, simple quadruple
and other metric formats that were erroneously and forcefully applied
in representing wórò rhythm, the actual metrical format is the compound
quadruple time. This fundamental theoretical basis will help establish
proper documentation, and advance the course of further studies,
analysis and scholarship in African musicology.

Keywords: Wórò rhythm, Metricism, Yorùbá, African musicology,
Musical behaviour

Introduction
Rhythm is a fundamental element of music – in a way, it can be

considered to be its regular (at times, irregular), essential and pulsating
heartbeat. According to Ammer, “rhythm is the movement of musical
notes with respect to time, that is, how fast they move (tempo) and the
patterns of long and short notes as well as of accents” (363). As noted
here by Ammer, one very important factor in the concept of rhythm is

http://dx.doi.org/10.4314/ejotmas.v5i1-2.2
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that of time. In order to establish rhythm, the time factor plays the role
of a backdrop of some sort, against which the musical sounds are
organized. This idea is corroborated by the Oxford Dictionary of Music,
5th ed., where its definition of rhythm states that it, “. . . covers everything
pertaining to the time aspect of music as distinct from the aspect of
pitch . . .” (622). Akpabot also defines rhythm as, “...the organization
of music in respect to time” (49).

In the exploration and studies of the music of Africa, one aspect
that has received the keenest of interests has, undoubtedly, been its
rhythm. Jones (1949) in Agawu declares that “if anyone were to ask,
‘What is the outstanding character of African music?’ The answer is,
‘A highly developed rhythm.’” (57). Perhaps, this is because rhythm
stands out as the most obvious aesthetic feature of African music,
especially when viewed in comparison and contrast to the music of
W estern origin. This attention-grabbing tendency of rhythm in African
music can be traced back to the initial contact of the earliest European
explorers, ethnomusicologists, traders and missionaries, whose
attempts at documenting their observations expressed different views,
many of which were largely subjective (Agawu 55-56). Nevertheless,
it is clear that rhythm in African music is too obvious to be ignored.
Merriam posits that:

The importance of rhythm in the music of
Africa has probably been more widely
commented upon, by early as well as recent
authors, than almost any other single aspect
of African aesthetic expression. Early
traveller’s accounts emphasize the kinds,
numbers, and varieties of drums and other
percussion instruments, often to the
exclusion of any further information. (57)

Johnson, while attempting to provide a detailed geographical
description of the Yorùbá nation notes that it . . . lies to the immediate
West of the River Niger (below the confluence) and south of the Quorra
(i.e., the Western branch of the same River above the confluence),
having Dahomeh on the West, and the Bight of Benin to the South. It
is roughly speaking between latitude 6o North, and Longitude 2o 3o

and 6o 3o East (23). A little probe into the ethnography of the Yorùbá
reveals that, in terms of contemporary international frontiers, they
can be found in some West African countries like Nigeria, Togo, Benin
Republic and Sierra Leone. This nation also has some registered
presence across the Atlantic Ocean, in some countries like Cuba and
Brazil (Vidal 18; Okunade 65; Samuel 77). In Nigeria, home to the
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largest body of the Yorùbá nation, they form the second largest ethnic
group. There are also some major sub-groups in Yorùbáland, which
include Èògbá, Ìjèbú, Ìjèsà, Ifè and Èkìtì (Johnson 247: Euba 29;
Okunade 65).

Metricism is a musicological feature of rhythm which serves as a
‘measuring scale’ of some sort for it. Kostka and Payne describe this
feature as the consistent patterns resulting from the grouping of beats
in a musical passage (29). However, in spite of the fact that the concept
of meter, as conceived by Western musicologists, continues to
generate questions and controversies on its application and suitability
for African rhythm, many of the key features of this concept have
nevertheless been identified, accepted and applied by a wide range
of African musicologists. Some of these key features include beats,
accents, metric cycles, timing, time signatures, metric accent patterns,
and so on. Corroboratively speaking, Labi asserts that “musical
behaviour of most African societies involves foot stamping, hand
clapping or the beating of idiophones. The concept of meter, therefore,
is a direct result of this externalized timing principle manifesting in the
form of beats” (6).

Recently, there has been a wave of intellectual African
renaissance, of some sort, among scholars of African descent and
even beyond (Ekwueme 2). This, and perhaps, increased connectivity
through globalisation, has led to a kind of ‘reawakening’ that has given
birth to the arousal of fresh scholarly interests in issues pertaining to
African history and heritage, music inclusive. Vidal, in providing an
historical antecedent to the above, and using the Nigerian experience
as an illustration, states that:

Between 1705 and 1975, the study of the
science of music (musicology) was yet to be
firmly entrenched in Nigeria as a scholarly
discipline . . . The period between 1964 and
1974 was marked with an increase in the
number of contributions by Nigerian
musicologists . . . the reawakening of
interests in African humanities did not
emerge until the independence years that
the cultural identity became one of the focus
of nationalists all over the country, after a
century of colonization. (148)

Although, it has been half a century since independence, it is
pertinent to note that the reawakening of interests in African humanities
still remains a gradually unfolding phenomenon. Having gone past
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the age of oral traditions in the preservation and trans-generational
transmission of African musical heritage, in-depth musicological studies
and analyses of these musics have become inevitable. The lack of
which is evident in the inadequacy, inconsistency and confusion of
language being employed in attempts at documenting African music.
One of the important rhythmic styles of the Yorùbá is what is commonly
referred to as wóòròò, which is the focus of this study. This style features
frequently in the music of the South-western Nigeria. It has been used
actively in a wide range of genres which includes, but is not limited to,
traditional, popular music, gospel, folklore and art music. However, it
has been noticed that there are no generally accepted standards in
the representation of this rhythmic pattern. For example, there have
been several accounts of duple, triple, quadruple and other time
formats being used in its documentation by notation. This study intends
to engage this style in a theoretical analysis, in order to gain a better
understanding of its structures. This kind of effort can help to correct
the widespread misrepresentation and the plurality of standards used
in its documentation. In doing this, the study aims to contribute to the
ever-growing quest to document different aspects of traditional African
values (music, in this instance).  This is based on the axiom that, in
order to guarantee preservation and integrity of these values in trans-
generational transmission, the hitherto reliance on oral tradition does
not suffice. Also, by providing a lucid depiction of the structural
formation of the wórò rhythmic pattern through an objective
engagement and interrogation of its inherent musicological elements,
the article would have opened new vistas of research in African
musicology scholarship.

W ith the renewed interest in the musicological study of African
music and its attributes, it has become imperative to probe further,
using appropriate language that is based on theoretically sound
foundations. It is common belief among some scholars that there is
still a dearth of language in traditional African music. In this regard,
Ekwueme asserts that:

. . . among all investigators, black and white,
there has been a preponderance of
anthropological approach to the study of
African music, where the emphasis is on the
social function of music with a thorough
description of the exotic rituals with which
music is associated and a (sometimes) ultra-
scientific description of African indigenous
musical instruments. (23)



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 30

As a solution to the aforementioned and in a bid to make a
recommendation, he further states that “more should be done, however,
to find out also the original theories behind African traditional musical
organisation, before those theories are completely swept away from
contemporary practice by forces of change” (23). Mereni
corroboratively claims that a major part of existing literature of African
music “reveals that only little is said about the music and that little,
only in descriptive terms” (ii). He argues further that the ‘little’ places
emphasis on cultural anthropology (ii).

Furthermore, it is obvious that the international language of music
is so developed that it hardly needs any spirited effort at advancing
its frontiers. However, it has been demonstrated repeatedly that the
use of this Western musical language in representing African music
has proved deficient (Nketia 25; Agu 32; Vidal 18; Ekwueme 50). There
is, therefore, the need for a better understanding of the underlying
principles and theories that are present in African musical styles. It is
in this quest that this work finds it justification.

Owing to the fact that there is a fair amount of ideological unity in
African music, there are, therefore, many references to ‘African Music’
in this study. The researcher is also aware of the ‘Saharan divide,’
therefore, ‘African music’ as used in this research refers only to the
music of sub-Saharan Africa, as opposed to that of Northern Africa or
other Arabized communities (Nketia 3). As seen earlier, the
geographical spread of the Yorùbá nation not only transcends national
borders, it also trans-continental. The scope of this study is however
limited to the analytical study of wóòròò rhythmic pattern as it exists
and is performed by the Yorùbá people of South-western Nigeria.

Theoretical Framework
Two theories serve as conceptual guides for this study. The first is the
Timeline theory. This theory, which is also known as the bell rhythm,
bell pattern, phrasing referent, etc. was first propounded by Jones,
who claimed that it was a universal feature in African music (210-212).
Thereafter, the theory has gone ahead to gain popularity among other
scholars of African musicology (Jones 210-212; Vidal 131; Nketia 131-
132; Akpabot 54-55; Ekwueme 4; Olusoji, Agawu 73-75).  It was used
by Nketia in his treatise on The Music of Africa and also by Ekwueme
(27-35) where he employed it in his paper entitled, Structural Levels
of Rhythm and Form in African Music (Nketia 131-132; Ekwueme 27-
35). This theory is well suited for this study because, against the
background that the Timeline as an embedded feature of the wóòròò
pattern, it can provide a highly useful tool in its analysis.
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One remarkable reality about the timeline theory is that of its
universality in African music. Its ubiquitous occurrence has contributed
to the creation of an aesthetic uniformity in African music. Akpabot,
speaking of Jones, explained that “Jones has made us aware of the
presence of a standard bell pattern throughout Africa (emphasis mine)
(84). In explaining the concept of timeline from a functional point of
view, Nketia posits that,

Because of the difficulty of keeping
subjective metronomic time in this manner,
African traditions facilitate this process by
externalising the basic pulse. . . .this may
be shown through hand clapping or through
the beats of a simple idiophone. The
guideline which is related to the time span
in this manner has come to be described as
a time line. (131-132)

Vidal, in his treatise on Rhythmic Modes, brought this theory
closer home (at least, as far as the focus of this study is concerned)
when he related it directly to the Yorùbá (131-135).  First, he identified
the time line as a form of rhythmic ostinato where the phenomenon of
hemiola is evident. Second, he was able to establish and analyse its
occurrence in Yorùbá music. Another point worthy of note here is that
he was able to define a verbal connotation that is used as a colloquial
identification of the Yorùbá time line, which he referred to as the
’konkolo’ pattern. Also, Agawu’s explanation on time lines is illuminating
and germane here. He offers that,

A topos (his own name for time lines) is a
short, distinct, and often memorable rhythmic
figure of modest duration (about a metric
length or single cycle), usually played by the
bell or high-pitched instrument in the
ensemble, and serves as a point of temporal
reference. It is held as an ostinato
throughout the dance-composition. (73)

The second theory used in this study is the theory of Structuralism.
It evolved because of the works of Claude Levi-Strauss, a French
anthropologist and ethnologist. The theory, as quoted by Blackburn
posits that “…elements of human culture must be understood in terms
of their relationship to a larger, overarching system or structure” (15).
Another definition for this theory was provided by a Blackburn, when
he explained that it is “the belief that phenomena of human life are not
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intelligible except through their interrelations. These relations constitute
a structure, and behind local variations in the surface phenomena
there are constant laws of abstract culture” (28). The meaning
(intelligibility) of wóòròò rhythm (the phenomenon in this case) can
therefore only be understood through its structural frame and the
relationship between its components. Blackburn’s explanation therefore
highlights an important concept; that of ‘inter-relativity’. This is what
this study is all about.

This concept of the inter-relativity structural elements in this
theory is further corroborated and articulated by Adeleke who posits
that the theory, “. . . explores the relationships between fundamental
elements upon which some higher mental, linguistic, social and cultural
values are situated” (2). It is in the light of this that this study
investigates the relationship that exists between the different elements
of rhythm in the style of music under focus, and how these elements,
in turn, relate with its overall structure. Adeleke also used this theory
in his research on Ìyèré Ifá in Yorùbá culture. Likewise, in the
musicological analysis and identification of structural devices in Ibibio
music, the theory of structuralism was used by Akpabot (22). Blacking
also employed this same theory in his analysis of the structural layout
of Venda melodies (7).

The analytical examination of wóòròò rhythms in this study
therefore sits well within the context of these theories. First, the timeline
theory establishes the fact the timeline is an internally embedded and
essential structural element of wórò rhythms. Consequently, it will be
used in the analysis of the internal structures of wórò rhythm. Second,
the structuralist approach will be used as a theoretical framework of
this research, as it relates to the study of the musicological elements
of wóòròò rhythm. The study hopes to do this by investigating the
relationship of these elements to one another and how these elements
in turn connect to the overall structure.

Metric Formats used in Wóòròò Notation
In different individual (and largely isolated) attempts at metricising
wóòròò rhythm, various metric formats have been used. Some of these
include triple time (simple and compound), duple time (compound)
and quadruple (simple and compound) time.  One of the contemporary
drummers interviewed in the course of this study (Mr Daniel Omogbai)
claimed that there were both ‘6/8 and 12/8’ types of wórò. These all
point to the fact that there are several individual notions about what
metric format best suits wórò.
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However, this multiplicity of metric formats has raised some
questions. These questions are: Is wórò rhythm definitive in nature?
Does it self-mutate (i.e., does it undergo changes on its own accord)?
Can more than one metric format address the same musical structure?
Direct answers to these questions will help in determining, in realistic
terms, the correct metric format to be used in notating wóòròò music.

The Timeline and Wórò Metricism
In 1956, Jones established a universal concept in African music,

known as the timeline (210-212). Afterwards, several scholars in African
musicology (notably Nketia, Agu, Ekwueme, Agawu, etc.) have gone
ahead to validate and extensively use this theory. In Yorùbá music,
Vidal went ahead to identify this as the konkolo bell pattern (133).
Based on the premise discussed above, it is therefore safe to assert
that wórò’s timeline forms a vital part of the internal structure of wórò
patterns. In fact, it forms a foundational structure, upon which other
building blocks are laid. Due to this structural integration, it can be
deduced that the timeline is a possible measurement tool for the metric
structure of wórò.

Therefore, an understanding of the structural framework of the
timeline can help in providing an understanding of wóòròò’s musicology
character – its metric format, in this case. The basic wóòròò (konkolo)
timeline is provided in musical example 1 below. This illustration, in
addition, highlights the point of accentuation.

Musical Example 1: Wórò Timeline, Showing Point of
Accentuation

In determining the metric format of a piece of music, two important
factors act as the determinants: cyclicsm and accentuation. First, there
must be a cyclic motion of the main pulse, i.e., 1, 2 ... N, and back to 1,
2...etc. If these cycles cannot be established, then determining the
meter is impossible. For example, we will need to know the number of
beats of a particular type of note in each bar. The bar represents the
measure of a cycle. The stress pattern of the pulse becomes a pointer
to the position in the cycle. Normally, a ‘first count accent’ reveals
where each cycle commences. The first pulse of each cycle is either
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the strongest, or it is strategically positioned to ‘mark’ the outset of the
first (also called the main) pulse.

Against the background of the forgoing, another look at musical
example 1 clearly reveals rhythmic attributes of the wóòròò timeline.
The arrowed point reveals a clearly accented point, which also marks
the first pulse of each measure. The stress point is also usually reflected
in the other instruments of the ensemble. Although, there are usually
multiple horizontal lines of rhythm (realized by percussion instruments
playing in a multi-rhythmic combination, also called polyrhythm), there
is usually a slight ‘convergence’ at this point, thereby effectively causing
a reinforcement of the first pulse. This clearly demonstrates the position
of the commencement of a new measure. It is therefore safe to conclude
that wórò can be correctly notated using this format, which is in
compound quadruple time.

Furthermore, musical example 2 below represents the timeline
above, with the metric pulses (beats) highlighted. In addition, the
pattern of metric accent is also included in this illustration. This pattern
(Strong – weak – Not-so-strong – weak) is consistent with the
universally recognized pattern of metric accents in a quadruple time
meter.

Musical Example 2: Wórò Timeline, Showing Metric Pulses
and Metric Accents

Musical Example 3: Attempted Wórò Notation Using 6/8 Time

The musical example above shows the most commonly used
metric time for wóòròò.  Some scholars who have claimed that wóòròò
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is in ‘compound duple’ time are directly referring to this timing formation.
Therefore, a number of wóòròò notations encountered in the course
of the research were done in 6/8 time signatures.  In musical example
3 above, the ‘arrowed points’ reveal where accentuation occurs,
thereby showing the stress patterns. This pattern shows a ‘bi-
measurely’ occurrence of these accentuations. The implication of this
is that the bar lines must have been in the wrong places. If we take
into account the concept of ‘first beat accents’, then it will be more
appropriate to take these accented points as the beginning of new
measures. This will take us back to the 12/8 timing as the most
appropriate metric format for wórò patterns.

Score A

Score B

Musical Example 4: Ìpàdé D’òla by Ayòò Dédeké from M á
Gbàgbé Ilé Songbook
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In the musical example above, ‘Score A’ shows the original notation
as done by the author. However, arrows have been added to highlight
the points where cyclic accentuations occur. ‘Score B’ is therefore a
recommended re-metricised format, having put the aforementioned
musical characteristics into consideration.

Score A

Score B
Musical Example 5: Rhapsodia Nigeriana – Original (Score A)

and Re-metricised (Score B) Versions

In musical example 5, Score A shows the original score notated
as 6/8. Arrows have been added to indicate the points where the main
cyclic accentuations occur. These points therefore suggest where the
measures commence. In addition, another staff was added to the score
to highlight the timeline. The timeline also helped, as a structural
element, in determining the metric format of the music. Score B shows
a re-metricised format of the original score, where the compound
quadruple timing was used.
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Conclusion
This paper has taken a critical look at the metric formats that

have been used in representing the Yorùbá wóòròò rhythmic pattern,
it has thereafter observed that many of these formats fall short of
correctly representing the musicological form of this traditional rhythmic
pattern.  The damaging impact of this misrepresentation (as it currently
adorns several pages of academic theses, other scholarly publications
and documents) on the propagation, documentation and research
can only be imagined. It is therefore important that this commonly
featured literary error and its accompanying pitfalls be avoided all
together by all stakeholders in African music scholarship. Based on
the empirical evidence of the cycle of musicological metric accents as
observed in the Yorùbá wóòròò rhythmic patterns, with the aid of the
timeline theory, this paper was able to conclude that the only suitable
and acceptable metric format is simply the compound quadruple time.
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Abstract
This article dispenses with the continuing dialogue on Tunde Kelani,
as a filmmaker with a conscience and one who strives at discussing
the on-going political quagmires, which have instigated reactionary
movements and forces to clamour for an ideal leadership suitable for
the appropriate governing of Nigeria. Tunde Kelani’s major works are
politically committed and illustrate contemporary issues and politics
as well as critique the inevitable conundrum of corruption. In this paper
there is an affirmation that with Kelani’s adaptation of Hubert Ogunde’s
Yoruba Ronu, the imaginative communication in the context of dance
has become a means for him to examine issues with the aid of the
visual elements of film. Dance is employed in addressing a faulty political
system in Tunde Kelani’s adaptation, Yoruba E Ronu. With music,
song, drama, dialogue, mime and poetry and the artistry of dance on
screen, Kelani’s postcolonial logic is further buttressed in his tenacity
as an auteur filmmaker who is highly concerned about the very nature
and consequences of Nigeria’s ossified political system.

Keywords: Tunde Kelani, Hubert Ogunde, Yoruba Ronu, Dance, Film,
Yoruba E Ronu, Auteurism, Cinema of conscience

Introduction
This paper considers the rare but inextricable link between dance

and film studies, philosophy and meaning, and the significance of
dance to the matters concerning postcolonial leadership and political
issues and themes in the works of Tunde Kelani. Kelani’s filmic oeuvres
are steeped in Yoruba tradition. In special instances as well there are
inherent celebratory and felicitous performances. As an experienced
cultural advocate his screen works show how much he is well versed
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in the exegesis of Yoruba philosophical worldview and cosmology. His
penchant for producing politically inspired films has recently
encouraged him to produce a re-write through the very art of film, as
inspired by the power of dance, of Hubert Ogunde’s1963 political song
and play, Yoruba Ronu.

Yoruba Ronu was first inspired as a song which became a slogan
for the then first republic party, Nigerian National Democratic Party
that ruled the former Western Region of Nigeria in place of  the Action
Group Party after the fallout between Obafemi Awolowo and Chief
Akintola. Against the backdrop of this unfortunate disagreement
between the two leaders, Hubert Ogunde composed the song and
eventually turned it to a play in order to instigate and foster a reunion
among the Yoruba ethnic group to avoid any form of antipathy that
would destroy the unity. Ebun Clark’s report on the inspirational song
and dramatic enactment is relevant in this section:

Ogunde’s aim in composing the song
‘Yoruba Ronu’ was to ask Yoruba people to
unite once again to become one of the most
powerful and prosperous groups in Nigeria.
Given the political atmosphere of that period,
the recording of the song became immensely
popular. (389)

Much like Hubert Ogunde Tunde Kelani’s attention is also drawn
to the present situation of the Nigerian political quagmires, and the
kind of division that has occurred among the Yoruba people in recent
times where factionalized politics has become the mainstream practice.
Beyond this, Tunde Kelani’s version: Yoruba E Ronu comes in the
form of a film production with an admixture and composite marriage of
dance, music, dialogue, poetry, and so on. Therefore, not only does
this version speak to or criticize the Yoruba ethnic group but all other
ethnic groups in the country. The film preaches orderliness and a call
to all to dialogue as one nation in spite of our ethnic and religious
differences

Understanding the Concept of Dance: A Cursory Survey
Dance can be seen as a social art much like theatre, music and drama.
This is because such a performance art is actually brought to life by
people and professionals who understand the excitement, meaning
and potential that come with it when getting involved. Dance can be
complex and demanding. It has the potential ‘to sensitize the society
on how such a society can harvest developmental benefits through
the art of dance’(Ugolo 232). This kind of sensitization is observed at
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several instances in the cinematic conventions and experimentations
of Tunde Kelani’s works where dance is employed to intermingle with
every other art form. Dance is also a visual art, and because we can
see those who painstakingly partake in it, it then becomes more lucid
to understand why dance is also a structured and stylized movement
in time and space.

Within the Nigerian scheme of artistic and social conceptions,
dance by default will involve music. In addition to this, “the Nigerian
traditional context of dance will also include: gymnastics, mime and
acrobatics structured to or orchestrated by music” (Nzewi 4-5). Dance
is a cultural art because it is relative to an individual society and has
the tendency to be dynamic in its functional reflection of that society
and its culture. Like every other art, it is shaped by the culture of the
people who give it birth and form. This is why Gbemisola Adeoti has
rightly observed that, “what exists is a common notion of dance as a
functional and purposeful manipulation of the body in a rhythmic
manner, expressing personal identity and cultural association” (19).

Dance is a form of communication and, it involves in this case,
the efficiency of those who are capable of interpreting ‘steps’ and
‘choreographed’ movements to pass across a message. Therefore, it
is very significant to say that like drama, film, and music, dance is the
imaginative communication of significant experiences. Given the subtext
of this essay, therefore, the fusion of all the arts then comes in handy
as a body of composite means of communication. Dance, drama,
music, dialogue, speech, rhetoric, and poetry are all fused together
to add up and complement the filmic components recorded with a
video camera and presented to a mass audience who then views and
consumes the message. With the potentials of each component that
constitutes and enhances the filmic medium, and as explicated by
dance scholar and critic and playwright, Felix Akinsipe, what is observed
is, “a kind of common fusion of music, dance and drama and other
related arts. Indeed these elements are so interwoven in the traditional
performing arts that the absence of one renders the whole
performance incomplete and in most cases unacceptable to the
people”(224).

To affirm Akisipe’s claim, it is extremely important to make
reference here and particularly to Tunde Kelani, who in his major works
employs the tools of the total theatre conventions. His reminiscences
of and contact with practitioners of the Yoruba travelling theatre groups
of the 1950s and 1960s only attest to the fact that he has a penchant
for and commitment to using local tropes to examine and explore
significant issues of immense concern in his films, much like they were
expressed in the performances of the former mainstream travelling
troupes, during the early practices of the theatre on wheels in Nigeria.
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In Kelani’s cinematic conventions, there are specificities of the
travelling troupes that find sufficient space for effective operation.
Prominent among these cinematic oeuvres (and also within the frame
and subtext of this paper) are Campus Queen, Saworo Ide, The Narrow
Path and Arugba. All four works accommodate a great deal of measure
of the total popular African theatre (Kerr 92), and performance
strategies (Olaniyan 2), which constitute the Yoruba enclaves. These
elements of the dramatic and the performance also function sufficiently
and significantly as tropes with semiotic meanings at various and
specific levels. Not only do they perform these functions for the purpose
of enjoyment, but also they subversively challenge Western hegemonic
traditions, conventions and, theorizing universally accepted paradigms
and standards in order to formulate a set of local ideas and concepts
of irreducible Africanness.

Tunde Kelani and the Universe of his Films

Tracing my journey in the medium of filmmaking, my
main inspiration comes from my cultural experience.
For example, I am immersed in a fusion of folklore.
Yoruba literature, philosophy, art design, dance, music,
drama, etc. (Kelani 2)

It is evident that Tunde Kelani’s personality as an auteur of
longstanding is indicative of the filmic oeuvre he has so far
painstakingly produced in the last two and a half decades and are
also specifically dedicated to highlighting and analyzing the numerous
discourses that surround our impressions of the socio-political issues
of Nigeria and he does this in the most perceptive, sensitive and
conscious manner. His commitment to the problems of Nigeria can be
likened to writers and dramatists like Wole Soyinka, John Pepper Clark,
Ola Rotimi, Femi Osofisan, Bode Sowande, Niyi Osundare and Kole
Omotoso, among others, who have devoted a lot of their literatures to
such political and social problems. This group of writers are also well
educated in the Yoruba cosmological episteme, and such aspects of
the Yoruba worldview are also present in the works of Kelani. That is
why he believes that when he traces his journey in the medium of
filmmaking his inspirations are drawn from “cultural experience ... I am
immersed in a fusion of folklore, Yoruba literature, philosophy, art
design, dance, music, drama etc.”(Kelani 2)

There is no other filmmaker in Nigeria that devotes his ingenuity
and talent to addressing issues of political concerns as much as Kelani
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does. This is remarkably true because his works however steeped in
the Yoruba cultural matrix, are geared towards postulating an agenda
in the creation of an ideal society; top on the agenda of all third cinema
makers. His career did not begin from filmmaking, but rather
photography; taking pictures of people, places, communities and
events, festivals that were embedded within the structures and
epistemology of the Yoruba life and schemes of social existence. It
was this fascination towards the power of images and the rhetorical
potentials of visuals that instigated and encouraged this phenomenal
cineaste to venture into the art of filmmaking, a profession that has
made him one of the most important figures in Africa, and that has
also singled him out as a foremost filmmaker and marked him out
exceptionally as a ‘politically committed’ cineaste, at the forefront of
politically driven film concepts and artistes alike.

I discovered photography from my primary
school days. I had seen my first mobile
cinema when they came to my school and I
can remember some of the images of the
first film that I saw. Because I missed my
mother I would come to the front of the whole
compound and sit all by myself and watch
the taxis (Morris Minors) zooming past. I
noticed the shadows of women returning
from Iberekodo market, thrown across the
side of the barber’s shop. When a car
approached I could see them with the
shapes of their baskets balanced on their
heads, bopping up and down the wall, and I
could see the speed as the car pulled along
the wall, they moved faster until they
disappeared completely, only to start again
when another approached. These were the
kinds of early images that I had in my head,
so I suppose it would not be possible to
ignore all that. (Kelani in Haynes 3)

It is possible to assert that Tunde Kelani’s experiences at taking
pictures partly shaped his idea about filmmaking. His training as a
cinematographer at the London Film School in England was a plus to
gather good enough experience at becoming acquainted with the
technical know-how, since he had already started out as a Technical
Camera Assistant at the Western Nigerian Television. Although, on
his return back to the country everything had changed completely
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and the adventurous hope of working more professionally with the
celluloid was dashed, as it became “rather too expensive to manage
and make films on celluloid”(Ekwuazi 27). It is the death of celluloid
filmmaking in Nigeria that led to the gradual emergence of the Nollywood
(Esonwanne 27).

The evolution of the video technology saw the involvement of
non-artists and business men and women investing a great deal and
heavily on film, using the video cameras; what Tunde Kelani has
conceptually described as ‘the alternative technology’. This is the
technology that has also made his works popular and shaped his idea
at producing quality productions; “all of which he arguably and
distinctively identified as not essentially Nollywood” (Onikoyi 69-70).
In the hope of making a splendid mark around the current trends and
practices in Nollywood, Tunde Kelani’s decision to make films out of
literatures became the necessary condition for what he thought good
filmmaking should look like. For him, these were ready made works
that any filmmaker could “engage with and scripting for the screen,
especially as they illustrated issues that affected one’s immediate
society” (Kerr 92). Filmmakers of the typical Nollywood genres do not
adapt literatures and most of them have actually complained that
demands for such serious task of recreation of literature for screen
were artistically and financially demanding. Technically, the art of
adaptation was extremely demanding and time consuming for the crop
of filmmakers who birthed Nollywood. Such enormous considerations
could not have been fancied by a set of philistine-mindset marketers
and mutinies whose sole aim had been occasioned by the sheer
profiteering inclination that followed the mass production of slipshod
and badly made films.

For the serious minded filmmaker who was fully aware of the
advantages of adaptation, the retelling of a literary source was nothing
more than a welcome idea for reinterpreting the deeply rooted historical,
cultural, sociological, anthropological and political experiences of
familiar societies. Take for instance, Kongi’s Harvest (1965), a play
written by Wole Soyinka. Because of the subject that dealt with the
problem of political leadership which it treated, it became a ready
template for the socially and politically inclined filmmaker to adapt for
the screen. The play is steeped in the discourse of some kind of
revolutionary ethos and clamours for an agenda towards socio-political
change by attacking “corruption, the empty rhetoric of political
sloganeering, the manipulation of the mass media to legitimize
dictatorship and the cult of personality” (Kerr 93).
It was not surprising that film producer and director, Francis Oladele
and his American colleague, Ossie Davies (now late) respectively
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decided in 1970, under the Calpenny Film Production Company, to
produce the book (Kongi’s Harvest) into a film on celluloid. Tunde
Kelani’s decision to also make films out of literary sources is not
surprising too. Arguably, Kelani seems to be the last of the surviving
practitioners of the mainstream celluloid technology, and one significant
figure who manages to merge his experiences as a celluloid technologist
with the alternative technology to create highly rated films and
adaptations. The adaptations and works produced by Tunde Kelani
and considered as productions of immense quality include Ina (1985),
which was adapted from Idaamu Paadi Minkailu, written by Bayo Faleti;
Kosegbe (1995), adapted from Akinwunmi Ishola’s book of the same
title; The White Handkerchief (1988), adapted from a book entitled,
The Virgin, written by Bayo Adebowale; Thunderbolt Magun (2000),
adapted from a novel by Bayo Faleti, The Whore with the Thunderbolt
AIDS; The Narrow Path (2006), adapted in full and in collaboration
with Niji Akanji, from The Virgin, again by Bayo Adebowale; Maa mi
(2010), adapted from Femi Osofisan’s novella and auto-biography of
the same title; Dazzling Mirage (2014), adapted from Yinka Ebhokare’s
novel of the same title; and recently, (the present paper’s case study,
Yoruba E Ronu (2014), a musical dance adaptation of Hubert Ogunde’s
classic Yoruba Ronu.

Theoretical Framework
What will be considered here is the postcolonial theory, with one

of its most critical approaches amongst a plethora. This approach is
not from a Eurocentric notion of the theory which addresses the
encounter between the colonized subjects and the imperialists. In this
context, the postcolonial theory is employed from the point of view of
reactionary scholars, theorists and critics who address the potentials
of the theory at emphasizing the ‘critique-home’ paradigm. That is to
say, exploring a situation where the theory is able to examine links
between African cultures in the light of their shared history and in
relation to accounting for the neo-colonial engagements. For instance,
issues of dictatorship, political instability, economic instability, corruption,
despotism in Africa and the kind of resistance exhibited by those who
suffer from such negative political tendencies.

The thrust of this approach does not, privilege, as Kenyan
Tomaselli would later put it, “old truths” concerning “developed-
underdeveloped” and “core and periphery” regions…as the “reality
of disparity and inequalities persists” (12). Such an approach of the
postcolonial in its own terrain also addresses what Michael Chapman
observes as an interrogation of “the constitution of ‘own’ culture, stasis,
bounded; …. It examines themes of exile, belonging and non-belonging,
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identity, orality and indigenous languages in modernity… (and more
significantly) African constructions of themselves” (19). In simple clarity
and coherence, this is exactly what Nollywood tries to offer as an
agenda.

The notion again insists on transcending the possibility of using
mainstream Western ideas, logic and paradigms to explain or analyze
African films. This thrust of the postcolonial theory is drawn from Arun
Mukherjee’s ‘writing-home’ paradigm which essentially advocates for
an entirely socio-political critique of the goings-on within one’s
immediate society. The theorist criticizes and argues against the
‘Empire Writing Back’ model, which sees a whole lot of writers of
postcolonial societies embark upon such a continuity of over flogged
journey of writing back. Mukherjee interrogates post colonialism by
exposing the problems associated with the group /canopy theorizing
by ‘all postcolonial theorists who insist on talking about all postcolonial
cultures’ within the culture of selectivity of issues of identity, hybridity,
creolization, subversion of imperial text and language, parody and
mimicry which connote the ‘Negritude and Pan African instances.’ The
significance, therefore, in critiquing the postcolonial in order to ‘write
home’ becomes crucial to the ongoing discourse.

Yemi Atanda’s critique and examination of Arun Mukherjee’s
approach foregrounds this crucial and urgent reception when he points
out that such a position is easily inspired by “the Caribbean Canadian
writer Dionne Brand while interrogating Derek Walcott’s works in her
poetry with the affirmation of writing home instead of writing back”
(164-165). Given the foregoing, in this regard, there is an urgent need
to suggest, as Mukherjee does, a creation of a discursive arena, where
postcolonial theorists and creative artistes can aim to direct their
interest and attention, such that they will be obliged to investigate
their immediate postcolonial society. This advocacy is crucial to the
survival of documentation of the contemporary issues within societies;
rather than relying heavily on stereotypic narrow brand of the literary
texts.

Atanda’s paper seems very relevant to the present discussion of
Kelani’s forte and to the thrust of this paper. However, while employing
the writing home paradigm as instituted by Arun Mukerjee to analyze
Kelani’s recent attempt, Arugba, Atanda failed to draw attention to the
nativist concept of Kelani’s works. This ‘nativist concept’ is very
significant in that it resourcefully helps in the understanding of how
functional the cultural and traditional tropes are, and which Kelani
employs in distilling his aesthetics in a large body of films. Atanda
does not address in full this significant part of the postcolonial
requirements and of artistic demands which, as a matter of fact,
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constitute, to a very large extent, some of the requirements needed to
come to terms with the Mukherjee approach (167). This is because it
solidifies the toehold of Mukherjee’s approach to the purposes of the
discourse of post-colonial studies, and with regard to the challenges
most postcolonial societies like Nigeria experience.

An Explication of Tunde Kelani’s Yoruba E Ronu from the Point
of View of the Postcolonial Critic of the Writing/ Shooting Home
Paradigm

In what we refer to as the postcolonial African cinema there is a
meticulous intention by the Nigerian Auteur to deliberately anchor the
process message embedded in his short musical-dance political film.
By placing the production within the earlier discussed theoretical
framework (writing/shooting home paradigm), the assertion here
sustains the argument that Kelani in this film not only critically addresses
a common problem in Nigeria, but artistically employs native-traditional
arts, tropes, and elements to drive home his points. The subtext here
is that Tunde Kelani deliberately confronts and addresses a national
problem with dance movements that are peculiar to the Yoruba people
and as a veritable vehicle through which the auteur again reminds us
of his innovation, uniqueness, worldliness and rootedness in traditional
culture.

Yoruba E Ronu is a direct parody of Hubert Ogunde’s classic
musical-dance drama Yoruba Ronu. Concerned with the state of
Nigeria’s political situation and the resultant imbroglios, Tunde Kelani’s
decision to produce a short film that comes in the form of a musical-
dance presentation is seen as Kelani’s continuing of a patriotic and
passionate act for the genuine survival and development of his country.
He has also affirmed that by producing this adaptation of Hubert
Ogunde’s classic and satirical drama, he is critiquing the excesses
and the antipathy that exist between various Yoruba groups in the
present political dispensation. Another part that begs for explication is
that the film also generalizes in his criticism of every other ethnic group
in Nigeria: Hausas, Igbos, and other minority groups perhaps, as he
implores all to put an end to the various rivalries that constantly truncate
the progress of the country. Above all, he believes strongly that by
reproducing the classic he is also invariably paying a tribute to the
late doyen of the arts and the tremendous contributions he had made
to the growth and reputation of the social histories of the arts.
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Hubert Ogunde’sYoruba Ronu vis-à-vis Tunde Kelani’s
Yoruba E Ronu

The attainment of moral standards is very crucial to the many
works that were produced by Hubert Ogunde. His style was a
combination of satirical overtones with allegorical milieu, and this play
Yoruba Ronu, in particular, is a major work that was politically inspired
in 1963. It has on the surface a historical theme analyzing a nineteenth-
century defection by Field Marshal Afonja of Ilorin from the authority
of the Alafin of Oyo, Oba Fiwajoye. Afonja allies himself with the
invading Fulanis, but is eventually killed by the people of Ilorin. Oba
Fiwajoye is reinstated on the throne, the Fulani are expelled and the
Oba brings a renewed era of prosperity. Although, Yoruba Ronu is
based on real events of history, it met with a lot of serious setbacks,
which were prone to reactionary artistes who dared to challenge state
functionaries and perhaps un-constituted authorities in post-colonial
milieus. In spite of the play’s traditional aesthetic premises, it had some
relevance that was essentially modern. David Kerr’s lucid and
affirmative description is useful in this regard:

The plot was accepted as a thinly disguised
allegory about post-independence politics in
Nigeria’s Western Region. Oba Fiwajoye was
identified with Chief Awolowo, the leader of
the Western Region Action Group. The
defection of his deputy was paralleled by the
creation in 1962 of a splinter party, the
Nigerian National Democratic Party led by
Chief Akintola, away from the Action Group
and in alliance with the Northern and Federal
politicians. (92)

The consequences that followed Ogunde’s enactment of the play
are well-known. But as important as the outcome of those events
appeared to be, they are not significant to this explication or the entire
essay. What is of greater concern is how Hubert Ogunde’s Yoruba
Ronu has been transformed into a film production of the same musical-
dance drama. The work is timely, and yet timeless. And it is because
of its timelessness that Kelani chose to attempt an adaptation of the
work with regard to its genuine intent and relevance.

The imaginative and creative strength of Tunde Kelani’s version,
Yoruba E Ronu innovatively replicates the various antipathies in the
Ogunde version and also depicts the same antipathies that exist even
among all the ethnic groups; but mostly it interrogates the hateful
manners and revelations that occur inter-ethnically. Through a whole
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plethora of different dynamic dance steps and situational movements
of meaningful rhetoric, certain aesthetic strategies for understanding
the plot develop, since it relies on the artistry of the dancers who
produce them. These movements of dance are well choreographed
and they also manifest in manifold forms such as: combative
movements, reactionary movements, movements of hatred, movements
of inhibition, movements of uproar, movements that instigate, etc. We
also notice the gradual emergence, flow, retention and sustenance of
the movements of conscience; movements that seek friendship,
movements that seek lasting peace or, that show the subjects in their
helpless state, placating (an) imaginary god(s) to come to their aid.
Like Hubert Ogunde’s classic, Tunde Kelani also adopts the same
‘rhetorical reasoning as a symbol of getting at the moral behind the
appearance of the physical present, namely, a political situation which
developed among the Yoruba wherein one political leader betrayed
another only to score a mere political advantage. With an entertaining
medium of dance and music, Tunde Kelani depicts situations of combat,
and a state of anarchy in a society in need of urgent transformation.
His version is a clear broadening of Ogunde’s classic and he makes
the presentation so perfect without disrupting the intended process
message. The film begins with an establishing shot of a market square
in a supposed and obvious Yoruba milieu. The appearance of every
single person is deplorable. There is a composite element of sadness,
squalor, abject poverty and lack. This scene is constantly juxtaposed
with close shots of two opposing groups who are distinctively dressed
in different costumes. One group seeks the votes of the electorates
at the arena. The other group, in combative postures, disrupts their
campaign, and discourages the electorates from voting for the first
group.

In a series of boastful songs and poetry, accompanied with dance
steps that illustrate such boastfulness, the first group reacts to the
various verbal attacks from the other group, whom they assume does
not have the guts to stop them from campaigning. Using various songs
with colourful poetry and lineage-derived oral corpus that measure
up with the dance steps, the illustration of such reactions from the
opposition are also equally glaring. They are full of confidence and
also show that, they possess the will power to withstand the
presumptuousness of the boastful group without cowering. While these
groups continue in their quarrelsome display, simultaneously another
scene shows a group of custodians of tradition (priests and
priestesses), in a measured procession, heading for a massive rock,
where they retrieve a big calabash. As they begin to make a movement
away in the same manner as they arrived, a quick jump-cut reveals
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the groups as they engage in a free-for-all, beating and inflicting injuries
upon themselves. As this scene goes on, another jump-cut reveals a
young man who also looks like a traditional custodian, observes from
above the fighting subjects and shakes his head in bewilderment. He
breaks into a song that reflects the show of shame of these groups
who he refers to as Yorubas.

His song emphasizes the past; how the people of Yoruba extraction
were once respected for their unparalleled integrity, education and
unrivalled wisdom. He criticizes them for their present involvement in
what was considered a series of taboo; taking lives, stealing, and
engaging in all sorts of corrupt practices, on the strength of acquiring
political power and wealth. There is a constant accusation of greed
and a will to kill because of power, rather than seek after love and
unity among themselves. From the artistic angle one can observe
that the figure of the young man looking down upon the fighting subjects
is like an intermediary between the gods and the people. He speaks
to the gods to intervene in the ongoing matter that has boxed the
Yoruba people into a space of disadvantage and outright humiliation.
The figure pleads on the people’s behalf to restore them back to their
former place as reasonable people of leadership qualities that can
coordinate an entire race towards a call to coexist as a meaningful
society.

Gradually, the sequence shows an approaching entourage of
the earlier procession of priests and priestesses. There is a leader
among them, who carries a palm frond while another carries the big
calabash which is perhaps filled with water. As the two groups observe
the approaching procession they find themselves in a position where
they are forced to respond reasonably to the custodians of tradition,
and gradually cling together into one communal group. At this point,
their dance movements become rather peaceful and coordinated;
depicting a sense of unity which the intermediary craves for. The
procession has by this time gathered among them. They perform some
etutu (rituals) and sprinkle water upon the group and the entire
community.

At the end, there is restored peace and everyone has a sense of
starting all over again to coexist as a community; a motif that usually
permeates every single politically inspired work of Tunde Kelani and a
kind of reassurance that, in spite of the challenges of a nation, there
is hope that those challenges will one day become a relic of history.
Such a meta-narrative only registers Kelani as the most respected
auteur who sustains his film with such élan vital. The leader of the
procession in the art of mime points to each and every one to engage
in meaningful reasoning together, to live as one by imploring each
and every member of the community to desist from any form of immoral
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act that could truncate the peace and harmony among them; a sine-
qua-non to a progressive and forward looking society.

Kelani’s Use of Dance and other Aesthetics in Yoruba E Ronu
In Yoruba E Ronu there is a celebration of all the cultural aesthetics

that are located in all Yoruba traditional societies, and that are evidently
present in the political economy of lifestyle among the Alarinjo travelling
theatre performers of the 1950s and 1960s of which Ogunde himself
was an important member during his formative years as a theatre
practitioner. Since these elements were crucial to their thriving
performances, it is significant to note that enough evidences have
shown that Tunde Kelani is extremely influenced by the aesthetics of
Hubert Ogunde vis-a-vis the Alarinjo theatre groups. Not only does he
retain the local tropes (where functional dance plays a prominent role)
but further enhances these tropes to function as the medium through
which the process message in Yoruba E Ronu is adequately told.
Dance as employed in the film is not only functional as an aesthetic
but also complements, to a very large extent, the visual rhetoric of the
film, and contributes immensely to the varied functions of the cinematic
components.

The essence of the cinema of conscience is also observed in the
film and more specifically Tunde Kelani drives home his politics and
post-coloniality as a socially committed filmmaker. One is likely to
understand that dance, as a motif, appears to have become a
prominent traditional motif and aesthetic that recur in most of Kelani’s
narratives, much more than any other aesthetic element. Much like
Hubert Ogunde, Tunde Kelani’s employment of dance is very eclectic,
and this is as a result of his patriotic passion to reinvent culture and
tradition. This act of reinvention enables Kelani, to confront the
challenges of ethnicity and cultural identity. As a cultural advocate,
Tunde Kelani is very much aware of the significance of dance in the
Yoruba society and how it functions in many ways. It serves as an
integral part of community life which takes on several social functions
that are at times closely connected with customs and rites. It serves
as a means of social organization among the African people.

Like most of Tunde Kelani’s works, Yoruba E Ronu is like a
combination of so many things. At once it comes in the form of a
complex metaphor, a complex musical dance enactment, a short
complex film, or a rare kind of musical-dance genre in film form or, a
postmodern documentary. However contentious the aforementioned
description may seem, it is rich and colourful in cultural imagery, music,
dance, poetry, proverbs, humour, drama, magic and characterization.
A mini-story with a sizeable location and short but well stringed scene
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of sequential order, Kelani constructs a rather compelling meta-
narrative which illustrates “the tensions between how Nigerians grapple
with their nation’s corruption, greed, lack of development on one hand,
and how they continue to find strength and unity in their unique cultural
resources, on the other hand”(Klein 142).

Tunde Kelani’s films contain elements of political economy of
lifestyle and aesthetic preferences. In this corpus, there is a collection
of cultural business that comes to the fore; a belief that describes the
Yoruba people as cultural producers in their own rights, rather than
consumers of western cultures alone. This adequately explains why
Tunde Kelani, at every opportunity, reinvents lost culture in most of
his works. As a filmmaker and cultural producer, he has taken the
liberty to constantly concern himself with the disappearance of a
particular element of cultural aesthetics, values, worldviews, and
asaibile (traditional culture). It is a fact that the auteur is inspiringly
and constantly egged on by a tendency of passion and sense of
urgency to stick out his neck for a culture which he believes is constantly
in a state of inimical threat. In his various attempts at painstakingly
preserving culture, the only way such preservation can be done is to
portray it on screen.

Conclusion
This article pursued an argument on the inextricable link between

African dance and African film a rather much un-researched area both
in the field of film and dance. Good enough attention has been drawn
to the contributions of Hubert Ogunde to cultural productions in Nigeria
through the cinematographic conventions of Tunde Kelani, and
through the explication of the art of dance in his adaptation of Ogunde’s
Yoruba Ronu, Yoruba E Ronu. The study affirmed that dance functions
among other arts forms as a means of historical documentation of
human activities and as mirror of society. It also performs political
functions, social engineering, for educational purposes of teaching
morals, documenting historical events, and particularly, complements
the very functions of the various oral literatures. Hubert Ogunde’s
works have in the present times become texts of legacies left behind.
They were produced by the art doyen for contemporary artists to
reconsider for subversive intensions of which adaptation is critical.
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Abstract
The ding-dong charade of Edo State Council for Arts and Culture
Performing Troupe (ESCFAACPT) cannot be divorced from the
vacillating condition the establishment had been experiencing since
its establishment. This condition is fore-grounded, first, on the
cacophony of nomenclature that the council had been associated with,
and second, on the mindset of the various governors that have ruled
the state since its inception. Another aspect of this discourse would
be the achievements of the troupe, and the calibre of artists it had
bred and accommodated over the years. Deploying historical-analytic
and interview methods, this study is anchored on performance studies
and historicity as proposed by Richard Schechner (2013). It advocates
that successive governments since the middle of the nineteen nineties
had suppressed performance and creativity in the ESCFAACPT through
neglect and disinterestedness. This has made the troupe to become
ineffective, ineffectual, and incapable of adapting to modern
techniques in arts and cultural administration, management and
performance, which are vital for its survival and success in
contemporary performance.

Keywords: ESCFAACPT, Cultural administration, ACFN, FESTAC,
ESAC, Edo State, Nigeria

Introduction
The metamorphosis of the Arts Councils of Federation in Nigeria

(ACFN) is hinged on political exigencies triggered by regional and
ethnic sentiments, and the desire to explore and exploit their diverse
cultural heritage. The department of performing arts became the
foremost department in the various regional/state councils for arts
and culture to drive this new agenda for integration after the Nigerian
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civil war. At inception, there was enthusiasm towards funding and
investment in this sector. The vibrancy and upsurge recorded in cultural
performances in the first decade of the establishment of the ACNF,
and the need to showcase Nigeria’s rich cultural heritage to the world
culminated in the hosting of the Second World Black and African
Festival of Arts and Culture (FESTAC) in nineteen seventy-seven
(1977). Aikpitanyi Iyekoretin, a versatile artiste who started his career
in dance in 1955, in his book entitled, ‘Our Culture: A Survey of Drama
and Cultural Development in Edo Kingdom,’ observes that: “in 1969,
the group took part in Pan African Festival of Arts in Algiers. In 1972,
it took part in late Emperor Halie Selesie’s 80th birthday celebration in
Addis Ababa, Ethiopia. In1973, it took part in the preparatory tour of
overseas countries for 1977 African Festival of Arts and Culture which
took the group to places like London, Paris, Italy, Bonn, Bulgaria,
Hungary, Budapest, etc”.

The euphoria generated by this landmark celebration had not
died down when the great economic depression and military incursions
into Nigerian politics in the nineteen-eighties and nineteen-nineties
began to have negative impact on arts and cultural activities and
development. Dugga (2002) posits that “a natural consequence from
the political instability was the downturn in the economy that forced
people to prioritize their needs to basic existence. Entertainment to
which the art and theatre belongs was not one of such priorities.” The
performing arts departments of the arts councils that had attracted
the presence of renowned and gifted artists began to witness their
egress to the more thriving and profitable private performance
ventures, which the awareness and successes brought about by initial
government support and patronage of arts and culture had stimulated.
Speaking further on the active involvement of government in the arts,
Iyekoretin affirms that “I will personally trace the era of cultural
innovation to the military. The military saw it as a fertile soil to breed
unity and co-existence of the various ethnic groups in Nigeria” (N.D).
This situation was also encouraged by the proliferation of state owned
television stations accompanied with the glamour generated. This
development began to indent decline in the performance standards
of the performing arts departments of the various Arts Councils of the
Federation in Nigeria (ACFN), including ESCFAACPT.
 
Early History of Edo Arts Council
The then Midwest Arts Council (MAC) was provisionally established
on April, 1972 by the then Midwestern State Military Government with
Colonel S.O. Ogbemudia as governor. Its inaugural meeting was held
on 27 September 1972 under the pro tem headship of the then
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Honourable Commissioner for Home Affairs and Information, Mr. L.L.
Bohra. The Council gained autonomy in 1973 and was gazetted and
reconstituted with the appointment of board members. Its inaugural
meeting was held on 16 July, 1973. At inception, the council comprised
the administrative and cultural branches. The cultural branch was made
up of the following sections; dance, research and antiquities, arts,
crafts, music, drama and field. These sections existed independent of
each other until a further reorganization saw the merger of some of
these sections to form departments. Dance, music and drama were
combined some years later to form the department of performing arts.
It was headed by a head of department assisted by sub-heads of the
various units. The department of performing arts became the most
viable and vibrant department in the council, and at a time a reference
point for the establishment of subsequent units in the country. By the
1990s, the department had lost its glamour and grandeur arising from
a decline in government support of the sector. The situation is getting
worse by the day. The popular government of the present
administration of Comrade Adams Aliyu Oshiomhole had not been able
to restore the troupe to its former position in spite of major interventions
in the council since the inauguration of his administration. These areas
will be discussed in the course of this paper.

At independence, Benin and all the territories administered by it
before colonial rule, came under western region dominated by the
Yorubas. There were series of activities throughout the country aimed
towards independence, and the Benins started to nurse the idea of a
separate region free from Yoruba domination.  They embarked on
several activities to establish a separate political entity for themselves
within the Nigerian political space. Edebiri (2005) notes that one of
these attempts by the Benins towards achieving a separate region:

In 1953, Omo N’ Oba Akenzua II wrote a
public circular to all Benin people indicating
his intention to contest one of the two seats
allotted to Benin in the Federal Legislature.
The intention was well received in some
circles while others questioned the rationale
for a king to subject himself to the rigours
and crucibles of partisan elections. But to
the Oba, that was the best possible way he
could pursue his pet idea of a separate
region for his people.

Arising from the heat generated by ethnic and regional initiatives,
Midwest Region was created in 1964 with Jereton Marierie as its first
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governor. He ruled from 1964 to1966. The first military coup that took
place in 1966 brought Lieutenant Colonel David Ejoor as military
governor. He was succeeded by Major Albert Okonkwo in August 1967
until a month later when Colonel Samuel Osaigbovo Ogbemudia took
over. Between 1964 and 1972, the Arts Council was not in existence,
so nothing significant can be attributed to the first three governors of
the newly created region. Colonel Ogbemudia, who was appointed
the military Governor of the region at the outbreak of the Nigerian civil
war, stirred the State through the war period and the next five years
after the war which was designated as a period of reconciliation and
reconstruction. The governor embarked on large-scale infrastructural
development of roads, hospitals, electricity, pipe-borne water, schools,
colleges and establishment of a virile civil service. The University of
Benin was established as part of these initiatives. The construction of
Oba Akenzua II Cultural Centre was conceived in a bid to boost social
and cultural activities in the state. The centre was to house the newly
established arts council and be under the supervision of the University
of Benin. The university was expected to provide the technical and
manpower support. A Bendel Arts Council publication, W indow on
Bendel Arts Council (1991) notes that:

The idea of constructing a Cultural Complex
was mooted in 1972 by the State
Government. The intention of Government
then was to build a Cultural Centre estimated
to cost N369, 000,000 to serve as a link
between the State Government and the
University of Benin as it was to form a
nucleus of the Department of Theatre Arts
of the University.

Performance by the Troupe
Performance in the Edo State Arts Council (ESAC) involves the
showcasing or presentation on stage or screen performances derived
from the rich cultural milieus of the state for commercial and non-
commercial purposes. Performance is a means by which the cultural
heritage of any given society is transmitted, showcased and given
contemporary identity and relevance. In the working script of ESAC,
performance is coded into four ‘P’s, i.e., presentation, promotion,
propagation and preservation of the cultural endowments of the people.
The performing troupe and the creative arts department are the two
units responsible for the implementation of the four Ps. The other two
departments; administration and maintenance are service the former.
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Since the establishment of the ESAC, the four Ps have been the guide
of the performing troupe but their implementation and realization have
had a chequered history. It is in this connection that we consider the
vicissitudes that the ESCFAACPT has encountered within the periods
of the various regimes and governments, which are characterized by
military and civilian rules. The contributions of these governors towards
positioning the troupe and enhancing its capacity to undertake its
statutory functions will also be examined. This is so because as an
organ of government vested with the responsibility of undertaking a
specialized social function, its capacity to carry out these functions
effectively, depends largely on the capacity of funds and other forms
of support provided by the government through approved budgetary
allocations, cash approvals and releases to ministries, agencies and
parastatals, whose processes had become commercialized.

The periods of Colonel George Agbazika Innih (July 1975-March
1976); when the state was renamed Bendel State; Commodore Husseni
Abdulahi (March 1976-July 1978) Abubakr Waziri (July 1978-October
1979) witnessed great inputs in terms of finance and manpower
allocation to the then newly established ESAC. With this support, the
troupe’s dancers, actors and actresses played lead roles in the events
of the 2nd World Black and African Festival of Arts and Culture (FESTAC)
held in Lagos in 1977 and other important activities the years after. In
the play entitled Langbodo by Wale Ogunyemi, staged by Nigeria as
its major entry for the drama competition in FESTAC, Bendel State
produced nine actors and actresses in a total cast of twenty-one with
spoken roles. They were Matt Imerion, Ben Okoeguale, Ogie Odia,
Sam Loco Efe, Ifoghale Amata, Helen Aghedo, Emmanuel Oni, David
Oteri and Omo Elegon (Ogunyemi, 1979). This, to an extent, accounted
for the level of government’s support in the ESAC at that time. It laid
the foundation of excellence attained by the state’s performing troupe
that led to the winning of several trophies in various competitions of
the national festivals of arts and culture held in the country till about
the mid 1990s.  In this regard, Edosomwan (2010) opines that:

In 1988 and 1989, the Council featured
prominently in the National Festival of Arts
and Culture and won in two successive
years, the President’s gold gong which was
the overall prize for the festival. Another
remarkable achievement of the Arts Council
at that period was the carving of the mask of
Queen Idia, the symbol of FESTAC, in
replacement of the original one stolen by
Britain from the Kingdom during the invasion
in 1897.
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He further stated that the then ESAC represented the state
creditably in the festival and won many prizes. It is on record that
through the efforts of one of its employees, Mr. Joseph Alufa Igbinovia
Obayagbona, a fine replica of the ivory mask of Queen Idia was
produced to commemorate the global festival” (2010). During this long
period (1972-1996) of unimpaired growth, development and
achievement by the ESCFAACPT, there were ten military rulers in the
state. The performing troupe was divided into three units. They were
the drama unit, dance unit and the dance band. The drama unit
produced plays on stage such as Zulu Sofola’s Wedlock of the Gods
and Neville Ukoli’s Home to the River and Ola Rotimi’s Ovonramwen
‘Nogbaisi, while the dance unit choreographed, restructured and
performed a variety of cultural kinetics and dances replete in the
kingdom and surrounding areas. The dance band evolved a complete
orchestra equipped with various musical instruments and it became a
delight at that time, featuring prominently in social functions including
the entertainment of high profile government guests. The band was
headed by Speedy Gbade. It was, however, disbanded during the
regime of Brigadier J.T. Husseni (1884-1985) when at a concert in
government house; its members were requested to play Ivon Chaka
Chaka’s “Nkoboti.” The failure resulting from the performance of this
‘special request’ of an unrehearsed music in a show raises the question
of the independence of the theatre and the place of the dictum, ‘he
who pays the piper calls the tune.’ Eager to meet the request of the
first lady; whose request was occasioned by her young daughter, the
band obliged. The result was a fiasco on stage. This led to the
immediate disbandment of the troupe.

There were, however, three civilian governments between these
military governors. They were Professor Ambrose Folorunso Alli
(October, 1979-October, 1983), Dr. S.O. Ogbemudia (October, 1983-
December, 1983) and Mr. John Odigie Oyegun (January, 1992-
November, 1993). We cannot effectively asses the contributions of
Dr. S.O. Ogbemudia and John O. Oyegun towards the growth of the
performing troupe due to the brief state of their rule, having been
terminated by military coups in 1983 and 1993 respectively.
Nonetheless, during the period of Professor Ambrose Alli’s rule as
governor, the performing troupe continued to enjoy greater funding
and support from the government.  He re-equipped the troupe by
approving funds for the repair of broken down vehicles of the then
ESAC, purchase of costumes and state of the art musical equipment,
which was acclaimed as the best in the country at that time. It was
better than any other musical instrument owned by any high calibre
musician in the around, including Sir Victor Uwaifo’s, who incidentally
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was the council’s board chairman. The ensemble included bass, rhythm
and solo guitars.

There was a variety of high quality snare and traditional drums,
amplifiers, microphones and generator. There was also a variety of
gold plated wind instruments such as trumpets, tenor saxophones and
bass saxophones, trombones and other musical accessories. Sadly,
during the period of the exit of professionals from the troupe due to
retirement and lack of incentive, the management of the council shifted
into the hands of non-professionals who could not appreciate the
importance of the equipment nor had the expertise to engage them.
They were locked up and abandoned for several years. By the time
they were accessed, they had become rusted and obsolete. There
were attempts later to refurbish them but this desire was truncated by
lack of funds. Moreover, the constitution of a band was out of the
reach of the council as subsequent governments became lukewarm
to matters relating to arts and culture, especially in the area of staff
training and employment.

When the construction of the cultural complex was contemplated
in 1972, it was estimated to cost three hundred and sixty-nine
thousand naira (N369, 000,000) as noted earlier on in this discussion.
Between 1986 and 1990 nearly nine million (N9, 000,000.00) was
estimated to complete the building. According to the W indows on
Bendel Arts Council (1990), a “feasibility study by the Nigerian
Economic Welfare Services in 1986 indicated that about seven million
five hundred and fifty-three thousand, six hundred and eighty (N7,
553,680.00) was required then to complete the centre. As at today
(that is, as at 1991), about eight million, seven hundred thousand
(N8, 700,000.00) is required by the state government to complete the
entire project due to escalating cost of building materials” (1991).The
credit of breaking the jinx that had delayed the completion of the
cultural centre went to Colonel Bassey Asuquo, who in spite of lean
resources as well as myths surrounding the complex went ahead to
complete the project. Daniel Aruna, a retired staff of the ESAC, in an
interview with the researcher noted that “during the commissioning of
the cultural complex, Colonel Bassey Asuquo said that there had been
rumour that any governor who completed the centre would die. Today,
I have completed it and commissioned it, let me die”.

The completion of the cultural complex brought a gleam of hope
to the staff that had been experiencing a decline in the affairs of the
ESCFAACPT since the mid nineteen nineties due to a down turn in
the Nigerian economy arising from massive looting of the nation’s wealth
by both military and civilian rulers coupled with oil glut in the world
market.  The value of the naira dropped drastically against major world
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currencies (Dugga, 2002) and the ray of hope brought about by Colonel
Bassey Asuquo, with the completion of the cultural centre was
extinguished by Group Captain Baba Adamu Iyam who replaced him
in August, 1996. Iyam served as governor in the state precisely for
two years. During this period, he introduced self-sustenance policy
into the ESCFAACPT. This policy required the staff to generate funds
needed for their salaries, remunerations and other needs. His
argument was that as artists, they should go out there and perform.
According to Daniel Aruna a staff of ESAC, he was noted to have
opined that every Friday is Christmas in Benin.

This spurious notion was based on the fact that after observing
the frequency of burial ceremonies every Friday in Benin City, he
came up with the notion that Benins love to party alot. What he did not
understand was that he had resumed office as governor towards the
end of the year when the Ague festival was celebrated. As a result,
burial ceremonies were halted in Benin until the end of the festival in
the New Year. The implication was that since it usually took between
two to three months to prepare for the burials of one’s adult parents,
not all those that died between October and December could be buried
until January. Between September 1994 when he arrived in the state
and December, there were no burials. In the early months of 1995,
there was a sudden explosion in burial ceremonies. He misconstrued
this for party time and decreed that the troupe should go out and
draw clientele from the numerous social ceremonies. The troupe that
had earlier on witnessed the exit of professional musicians from its
company could not put together a band. The council was left without
fund. Staff salaries could not be paid, electricity bill soared and light
was disconnected by the Nigerian Electric Power Authority (NEPA).
Staff could no longer afford to meet their domestic responsibilities as
their children were sent away from schools. Many housewives were
forced to relocate to the homes of their parents or sought other
alternative accommodation when landlords ejected their husbands.
Some families moved into the premises of the council. The self-
sustenance policy lasted for twenty-one months. He also carried out
mass retrenchment and retirement of civil servants in order to reduce
the wage bill. In August 1998, Navy Captain Anthony Onyearegbulem
succeeded him as governor of the state (www.google.com).

Navy Captain Onyearegbulem repealed the self-sustenance
policy imposed on some sectors of the civil service, including the ESAC,
and paid initial salary arrears of six months to the affected workers.
His presence in government brought relief to the ESCFAACPT members
and the troupe was once again repositioned for performances. He
served for only ten months as governor before the transition to civil
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rule on May 1999 following the demise of General Sani Abacha, the
year before and the coming into power of General Abdusalam Abubakir.
The Performing Troupe and the Millennium Governors

The millennium governors are the three democratic governors
that have governed the state since the beginning of the new millennium.
We have used the term ‘three democratic governors’ to differentiate
them from their military counterparts. Apart from being a system of
government by majority rule, the aim of democracy is to ensure that
developments are equitably spread around all sectors of the economy.
The lack of equity in appropriating the resources of the state under
the civilian governors has affected the performance capacity of the
troupe since the inception of the present democratic experience. To
buttress this, we will like to foreground the following assumptions:

1. the resources of the government are insufficient
2. budgetary provisions are not implemented judiciously

3. political office holders live in exhibited affluence and wealth

4. corruption and misappropriation of public funds is rampant

We have noted above that before the time of temporal reprieve
for the troupe engendered by Navy Captain Anthony Onyearegbulem,
there had been a period of mass retrenchment and retirement that
had greatly depleted the number of artistes in the ESCFAACPT. From
about sixty staff in the troupe in the 1980s, it sank to a paltry less than
ten in 1999, which included Sikira Aruna, Ernest Aghama, Bridget Idele,
Felicia Anifowose, Daniel Uwadiae, Felix Idehen and Brown Atiemwen
(Edo State Council for Arts and Culture Establishment Proposals for
2006 Fiscal Year). When Lucky Igbinedion came to power, this
worrisome situation was brought to his attention by the then Director
of the Council, Anthony Edosomwan who in a memo requested for the
employment of a number of professionals into the troupe. The governor
heeded this request and job vacancies were advertised in the Nigerian
Observer in the last quarter of 1999. Interviews were conducted in
November and letters of appointments were despatched at the end of
January, 2000. Three graduates of theatre arts and a number of
dancers, singers and drummers were brought into the troupe.

The Troupe and Chief Lucky Igbinedion’s Government

This coming into office by Lucky Igbinedion as governor of the
state was perceived with enthusiasm by members of the troupe going
by his youthfulness and pedigree.  Having solved the problem of
inadequate staff, the next problem was to equip the troupe with
costumes, musical instruments and other performance paraphernalia.
Although, the troupe could do with the old equipment in its ensemble,
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newer ones would boost the profile of the troupe. Beyond this, the
need for a vehicle (bus) for the troupe was paramount. Memoranda
were written to the government and the governor who was often a
guest of the council at the cultural centre where he attended several
state functions made verbal promises. The governor often reiterated
these promises until his tenures elapsed in 2007.

The implication of absence of a bus or vehicle for the ESCFAACPT
was that during rehearsals or engagements that lasted into the night,
members of the troupe were often stranded or go through great
inconveniences and risks to get home. Amaechi Obi, one of the female
members of the troupe was attacked by vandals along Adesogbe Street
on her way home in 2009 after a late night performance, while Blessing
Iyekekpolor narrowly escaped a group of thieves one night along Textile
mill road on her way home from an engagement. Another disgusting
situation was that the troupe had to rely on hiring of buses from pubic
commuters to convey equipment and personnel each time they had
engagements within the city or outside. This placed the troupe at the
mercy of the drivers who it had no control over. Another problem
encountered by the troupe during this period was that of insufficient
funding at national festivals of arts and culture and the Abuja carnival
that took place every year. The troupe was usually ill-prepared for
such keenly contested festivals and carnivals where trophies were
presented to the best participants in the various events such as
indigenous music and dance, traditional moonlight games, traditional
wrestling, traditional circus, drama, video documentary, cultural market/
food fair, art and crafts exhibition, etc. During the period of Lucky
Igbinedion’s administration, only a fixed amount was approved annually
irrespective of the inflationary trend or peculiar performance
requirements. In most cases, release of approved funds was
commercialized.

Due to delay in the approvals and releases of funds for events,
costumes, props and other materials needed to be procured in
advance were often procured late, and in some cases were hurriedly
assembled through borrowing from private and institutional troupes.
This kind of situation could not have promoted excellence or
professionalism in the arts and it accounted for the troupe’s dwindling
performances since the new millennium. In the memorandum raised
for the state’s participation in the Abuja Carnival of two thousand and
five (2005), and addressed to the Deputy Governor of the state, Mike
Oghiadomhe ( as the governor was on leave), the total amount
requested was twenty-one million, four hundred and six thousand Naira
(N24,406,000.00). The approved amount was five (N5,000.000.00)
million Naira. Despite the drawbacks arising from reduced government
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funding during Igbinedion’s administration, his contribution towards
the improvement and sustenance of the troupe outweighs that of any
other governor in this era. During his tenure as governor, the
ESCFAACPT received several invitations to perform abroad. He
approved two of these invitations. In two thousand and four (2004),
he approved a three week cultural exchange programme with
Constantin Schule in Bochum Germany where members of the troupe
featured in a joint cast of Germans, Americans, Belgians and Dutch
citizens in Ames Cesear’s adaptation of William Shakespeare’s
Tempest. The other approved programme was a trip to Japan. These
were during the tenure of Omorede Osifo as Commissioner for Arts
and Culture and Tourism.
 
The Troupe and Prof. Osariemen Osunbor’s Government

During this period, the troupe witnessed a marginal improvement
as funds for costumes and equipment were continued to be released.
However, in terms of participation in national events, the status quo
remained as the governor took a queue from previous approvals and
approved the same amount of fund for the troupe especially at national
events. The troupe’s performances at these events did not improve
as approvals continued to come late. Like his predecessor, he
approved an international cultural exhibition programme for the troupe
to attend the world Trade Fair in Zaragoza, Spain in two thousand and
eight (2008). The invitation to attend this event came from the Federal
Ministry of Commerce and it was extended to other troupes from other
geo-political zones in the country. Due to delay in the issuance of
visas, only Edo State’s troupe represented the country. Osunbor’s
administration was short-lived so it may be proper to assess him on
the same platform with other Governors of that era.

The Troupe and Comrade Adams Oshiomhole’s Government
The coming into power of Comrade Adams Oshiomhole as

governor of Edo State was a welcome development considering his
record as president of the Nigerian Labour Congress (NLC) and the
fact that he belonged to the same constituency as the civil servants.
Since the first Abuja Carnival which was held in 2005, Edo State had
always featured in subsequent ones. When Adams Oshiomhole came
into power in November, 2008, the time was too short for the governor
to accent to the memoranda for the state’s participation in the National
Festival of Arts and Culture and Abuja Carnival held in October and
December respectively. Approvals did not come and the troupe that
had been engaged in half-hearted rehearsals in preparation suspended
all activities. The next year, the troupe waited anxiously for the approval
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of the required memoranda to facilitate its participation in the events.
In response to a robust memo despatched months earlier to the
governor’s office, only five million (N5, 000,000.00) was approved
and cash was not released until a day to departure. Some borrowed
moneys were hurriedly assembled and used to despatch a fore-runner.
The state participated in the festival without winning a trophy in any of
the events. It, however, came home with a trophy and certificate
awarded to it for attendance.

Two months later, at the Abuja Carnival with Sir Gabriel Osawaru
Igbinedion, the Esama of Benin as Chairman of the carnival, amidst
shoddy preparation, the state came second in the “Queen and King”
parade  making it the first trophy to be won in about twenty years. The
situation has not improved since then. The government has not given
adequate attention to the needs of the ESCFAACPT such as the
employment of artistes into the troupe, replacement of worn out musical
instruments and training of staff to reflect the realities of globalization.
The council (or more specifically, the troupe) has no vehicle or bus.
Its performances have continued to recede by the day with the exit of
some members due to transfer, ill-health, retirement or death. In spite
of the foregoing, the governor had embarked on an infrastructural
refurbishment of Oba Akenzua II Cultural Complex in his first tenure in
office which included painting of the entire complex, tiling of the floor,
replacement of the seats in the hall, restoration of the mal-functioning
conveniences and sinking of a bore-hole.  In the first year of his second
tenure in office, the governor replaced the asbestos roof that was
over thirty-five years old with modern green long span roofing sheets.
He had also recently embarked on the reconstruction of the front wall
of the complex fence that was knocked down due to the expansion
and reconstruction of Airport Road where the complex is located.

Conclusion
The ESCFAACPT is a unit of Edo State Council for Arts and

Culture. In the 1980s and early 1990s, it comprised three ribs; dance,
music and drama. Notable Nigerian artistes that had been associated
with the troupe are Jimi Solanke, Ben Okoeguale, Okafor Azikiwe,
Gladys Nwadionor, Casman Suleiman and Sam Loco Efeimwenokiekie.
Others include Liz Carew, Sheddy Agbagbara, Brown Atiemwen,
Charles Agbonlahor and Lady Caulet. By mid 1990s, the troupe had
shrunk drastically in terms of manpower and materials. The few
members remaining came together to form a loose troupe that
engaged in occasional cultural performances. This condition was
occasioned by a gradual withdrawal of government support and funding
which climaxed in its being delisted from the government payroll
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between 1996 and 1998 under the administration of Group Captain
Baba Adamu Iyam. Navy Captain Anthony Onyearegbulem restored
the troupe to the government’s pay roll in 1998. The troupe continued
to function under the shadow of the status attained in the 1980s, which
climaxed with the winning of the Presidential Gold gong in the National
Festival of Arts and Culture held in Lagos and Bauchi in 1988 and
1989 respectively. The down ward trend experienced by the troupe
since then had not changed even after sixteen years of uninterrupted
democratic governance in the state. The troupe today remains one of
the most ill-equipped and ill-motivated state owned troupes in the
country. 
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Abstract
Piano playing is one of the major courses under applied music studies
in all departments of music in Nigeria. This course is compulsory for
all the students either as a major or minor instrument as the case
maybe. However, scholars have carried out different studies on the
challenges of music students. However, The percentage ratio and
performance of the female students on the piano in comparison to the
percentage ratio of the male students have not received adequate
attention. This paper therefore, examined the percentage ratio and
the performances of female students on the piano using the department
of music, University of Port Harcourt as a case study. Structured
Purposive research sampling procedure was used to administer
questionnaires to selected students from different levels in the music
degree programme so as to ascertain the problem(s) that affects the
percentage ratio difference between the male and female students
on piano. In addition, interview method was also employed. Findings
revealed that most female students have a wrong misconception about
piano by seeing it as a difficult instrument to learn, while some also
sees piano as instrument made for the male students only.
Furthermore, lack of interest, laziness, and inadequate time for
practice and, the unavailability of pianos also stand as major challenges
generally to the learning of the instrument.

Keywords: Percentage ratio, Piano, Female students, Principal
instrument

Introduction
The conceptual act of piano playing in Nigeria could be traced

back to the coming of the European to Nigeria. The mid19th century

http://dx.doi.org/10.4314/ejotmas.v5i1-2.5
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witnessed the introduction and establishment of Western musical idioms
and musical instruments Nigeria. (Omojola, 1995). Furthermore, in
his submission Omojola, (1997), submitted that a distinctive musical
acculturation was established in Nigeria as a result of the introduction
of the foreign religion together with its musical idioms which eventually
dominates the mode of worship in Nigeria.  Scholars like Okafor (2005)
and Akpakpan (2006) respectively submitted that another historical
antecedent that introduced piano playing in Nigeria is also traceable
European trade activities. All of these antecedents established the
generic root of Western styles of music and practices in Nigeria.

In line with the above, Ogisi, (2007), stated that the introduction
of art music in Lagos in the 1880s came along with the art of piano
playing. This was seen as the result of the activities and relentless
efforts of the ex-slaves who were at the limelight of stage performances
in different concert halls in Lagos.  Nevertheless, the evolution and
art of piano playing in Nigeria educational institutions most especially
departments of music, witnessed the introduction and the teaching of
harmonium organ playing through the missionaries in the earliest
Teachers Training Colleges Mission Schools and Colleges of
Education. Over time, the teaching and playing of piano
metamorphosed into a standardized course of study now known as
applied music studies in virtually all the departments of music.  Students’
training encompass all aspects of music, piano inclusive. However,
the percentage ratio difference and performance of the female students
on the piano in the Departments of Music, University of Port Harcourt,
has proven to be a major deficiency to the holistic training of the female
students in their course of studying music. Nevertheless, there is an
urgent need to address the above issue of the percentage ratio of
female students and their poor performance on the piano. Therefore,
the purpose of this study is to investigate the reasons for poor female
students performance and to suggest possible solutions to the
identified challenges.

Piano and its Evolution
From inception, piano stands to be a major musical instrument

that has contributed immensely to the development and growth of
music in the Western world. Its uses cut across numerous forms and
styles of musical genre. This is because of its wide intervallic range
that could be found, seen and used in composing for all other
instruments. Which means, piano serves as the bedrock for other
musical instruments in terms of accompaniment as the case may be.
Also, it sets to be the first string instrument under the strings family
right from the inception of harpsichord. Although the act of plucking
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strings using the key was predominately found in harpsichord which
serves as the popular and major musical instrument of the 17th century
in the Western world. The piano was developed around the 17th
century, starting with the invention of the harpsichord in {1700} by
“Bartolome de Francesco”.  Furthermore, ‘dulcimer a string box’ also
came to the limelight and then the invention of clavichord was
introduced to the strings family. Nevertheless, the clavichord eventually
led to the invention of the pianoforte. (Dolge, 1972, and Ford, 1979)

Applied Music and its Philosophy
Among the diverse courses of study in music department, applied
music course serves as the avenue for teaching and training music
students on various musical instruments which piano stands as one.
Though the conceptualized act of applied music sets to be a major
and compulsory course in the Departments of Music, University of
Port Harcourt, as part of their under graduate degree programme.
Nonetheless, the structure and contents of the course exposed all
music students to the art of learning all kinds of musical instruments
of their choice within the stipulated period of years that is required in
their programme.  This mean that, the study of applied music cut across
the undergraduate programme, while the objective(s) of the course is
to train, develop and equip all music students in various kinds of
musical instruments so as to acquire all the necessary skill(s) that is
needed to meet the demand of the societies.  Although, the mode and
pattern of running this particular course varies in other Departments
Music, depending on the curriculum contents of each department of
music in Nigeria. Nevertheless, different kinds of musical instruments
such as Violin, viola, cello, double bass, lead guitar, bass guitar, drums,
saxophone, trumpet, clarinet, flute, tuba, euphonium, cornet, piano,
trombone and voice just to mention but a few fall under the applied
studies. Likewise, it is compulsory for each student to choose any
musical instrument as his/her major or minor instrument in addition to
piano. This signifies that, piano as an instrument will definitely serve
as either a major or minor instrument for the entire students in the
department of music. The learning of Piano during the course of
studying music as either a major or minor instrument now depends on
the choice of individual student. In the same vein, despite the equal
level of privilege of choosing piano as either a major or minor instrument,
it is now a re-occurrence decimal that 99% of the female students do
not offer piano as their principle instrument right from their entry point
and of the same percentage ratio do have poor performances at the
end of the programme. The master of piano requires intensive steady
hours of practices alongside it techniques and styles. The deliberate
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and constant practice activities improve the performance skills of
students that long to be outstanding pianist. In his submission, Ibude
(2010) stated that the proficiency of any student on the piano depends
and requires a constant active devotion and focus practice of such
student on the piano. He further stated that the clear understanding
and accurate application of basic rudiments of music is required from
such student on piano, which will eventually lead the student to
outstanding performance(s). In the same vein, Turnder (1999) opined
that the outstanding public performance(s) of any student on the piano
depend on the objectives teaching and learning of the student during
the process of practicing piano. This implies that the numbers of hours
spent in the journey of teaching, learning and practices of piano will
result to the effective ability and skillfulness of any student that pays
all of these sacrifices. However, this specific attribute is required in
the act of learning and playing different kinds of musical instruments
generally, but the major focal point of this paper set to be on piano.
Although, the effective teaching of the instructor(s) stand as guard to
effective achievement which could be made by any piano student.

Investigation
In an attempt to give full details on the purpose of this study, a

statistical and descriptive analyses that characterized and represent
the current position of the percentage ratio of the female students
offering piano as principle instrument and other statistical ratios are
stated below, using the Department of Music, University of Port Harcourt
as case study. In order to achieve this, structured questionnaire was
designed and administered to 56 female students who are running
the B. A. degree programme from different levels of studies. (Years
One to Four). Most of the respondents are female students in their
third and fourth years of study. This is because having spent three
and half sessions and two and half sessions in the programme, their
responses on the questionnaire stands to be the true picture and the
true representative of the factors and reasons behind the impending
challenges of the percentage ratio and the poor performance of female
students offering piano as principle instruments in the Department. In
addition to this, an open ended structured interview was also carried
out with some piano instructors and some female students in order to
get firsthand information to buttress the findings obtained from the
data analysis of the questionnaires. The questionnaire used for this
research study was designed to investigate the level of interest of
female students towards the learning of piano, the attitudinal character
of female students towards piano as an instrument, the efficiency of
instructional methods in teaching piano as an instrument, the
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accessibility of the students to the piano and as well as the impact of
the adequate or inadequate availability of the musical instruments
(piano) in the departments of music. The Table below shows the
percentage reflection of the statistic ratio of each level from year one
to four.

Analysis of Results

In view of the above submission, 50 (89.3%) of the respondents
agree to the facts that the male students are doing better on the
piano than the female students. But 6 (10.7%) of the respondents
gave their view that male students are not doing better than the female
students. To buttress the above submission and position of the
respondents that disagreed with the fact that male students are not
doing better than the female students on the piano; 54 (96.4%)
accepted that piano as an instrument is not made for the male students
alone. Rather, it is a universal musical instrument which could and
should be played by everybody. Nonetheless, 2 (3.6%) submit that
piano as an instrument is purposely designed for the male students
alone. Looking into the age group of students undertaking music as a
course of study, 91.3% falls under the age of 18 and 26 years of age,
while 8.7% are 27 years of age and above. Furthermore, the
percentage ratio of male students studying music said to be 57.7 %,
while that of the female is 42.3 %. Similarly, the research study carried
out shows that about 99.9% of the female students did not offer music
at the (SSCE) Senior Secondary School Certificate Level, while about
(0.1%) offered music as a subject at the junior secondary level (JSS
3) only. The above result reveals that, most of the female students in
the department of music did not have preceding knowledge in music
before finding themselves in the field of studying music as profession.

Class Year Total 
Num ber of 
Fem ale 
Students 

Total 
Num ber of 
M ale 
Students 

Total 
Num ber in 
Class 

Total 
Num ber of 
M ale 
Students 
offering 
Piano as 
M ajor 
instrum ent 

Total 
Num ber of 
Fem ale 
Students 
offering 
Piano as 
M ajor 
instrum ent 

%  

Year O ne 14 30 44 5 0 11.4%  
Year Two 7 16 23 2 0 8.7 
Year Three 16 14 30 4 0 13.3%  
Year Four 19 15 34 3 0 8.8%  
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As the result of this, they could not have had any preceding knowledge
on the piano as an instrument as well. Likewise, 56% of the students
undertook the certificate or pre-degree programme a non NUC
programme as the case maybe before gaining admission into the B.A
programme. This to an extent serves as a good platform of
understanding the basic fundamentals of music before the full
commencement of the B. A. programme.

Students Interest in Music
 The interest of most of the female students in the department of

music is not to study music, but the study of other courses. But due to
the difficulties encountered in gaining admission into their choice of
study department, they eventually found themselves in department of
music. According to Feberesima (2012), some of them (students) were
transferred to the Department of music from other departments of
their interest right from their certificate programme as the result of
them not meeting up with the cutoff mark required by such departments.
Similarly, Enakpone (2013) and Nsofor (2013) buttressed the above
submission that the mode of their admission into the Department of
music was not on their individualistic interest as the case maybe, but
as a result of them not scoring the required cutoff mark of their various
departments of interest. This singular approach of recruiting students
into the department of music has made the mind-set of most students
especially the female students to be divided from the very beginning.
Also, this act stands as the bedrock and foundation to which every
other aspect of their study is being built on. As the result of this, quite
a number of the female students have an abused mind towards music
before the commencement of the B. A. programme. Nevertheless, the
research carried out reveals that 98% of the female students never
wanted to study music but eventually found themselves in the
department of music. Although, most times after the certificate
programme, about 50% of them came to fall in love with the profession
and eventually decided to continue with the programme at the B.A
level. Similarly, the statistic results of the percentage ratio and poor
performances of female students on the piano reveals that 57.1% of
the female students accepted the fact that piano is not their best
musical instrument. But 41.1% opted for piano as their best instrument.
Only 1 respondent falls under the category of an indecisiveness which
set to be of (1.8%) of the sum total number of the respondents. (69.6%)
of the respondents find the learning and playing of piano difficult.
While 30.4% of the respondents agreed that they found the learning
and playing of piano easy. (66.1%) of the female students opted that
if they are given a choice to choose, they will never offer piano
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throughout their course and years of studies. (33.9%) of the female
students responded that their poor performance and the bad
percentage ratio of female students on the piano is the result of their
lack of interest in the instrument. But (60.7%) of the respondents opted
that their inefficiency is not as the result of their interest.

Question 1:Piano is m y best instrum ent in the departm ent of m usic 
 Num ber of 

Respondents 
Percentage of respondents 

  

Yes 32 76.4%  

No 23 21.5%  

Indecisiveness 1 2.1%  

Total 
Num ber/Percentage 

56 100%  

Q uestion 2: I do find it easy to play the piano despite the com plexity of the instrum ent. 
Yes 39 69.6%  
No 17 30.4%  

Total 
Num ber/Percentage 

56 100 

Q uestion 3: If I have m y way, I will not offer piano as a course under applied m usic. 
 Num ber of 

Respondents 
Percentage of Respondents 

Yes 37 66.1%  
No 19 32.1 

Indecisiveness   1 1.8%  
Total 
Num ber/Percentage 

56 100%  

 
 

Q uestion 4: M y inefficiency on the piano is as a result of lack of interest on m y part. 

 Num ber of 
Respondents  

Percentage of Respondents  

Yes  34 60.7%  
No 19 33.9%  
Indecision  3 5.4%  
Total Num ber/ 
Percentage 

56 100 
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Inadequacy of Pianos

The inadequacy of piano in the departments of music stands as
one of the major factors that is contributing to the poor performance
of the female students on the piano. Studies carried out revealed that
the numbers of digital pianos available in the departments are very
few compared to the number of students. Although 50% of the
respondents disagreed that the inadequacy of this instrument in their
departments contributed to their inefficiency on it. These respondents
blamed the inefficiency on the poor methods of teaching, insufficient
time to practice, heavy workload in terms of the number of courses
they are offering in a session, etc. However, 46.4% accepted that the
inadequacy of pianos contributed to their inefficiency on the instrument.
The further stated that if there are enough pianos in the department,
the issue of poor performance on the piano among female students
would not have been an issue. Rather, it would have been on a different
platform as it may affect the students and their academics. Likewise,
only 2 of the respondents (3.6%) were undecided on the issue of the
inadequacy of the piano. To this effect, the availability of piano will
surely improve the performance of the female students coupled with
the hour(s) of practice that each student ought to spend every day
with their instructor(s) through a proper scheduled timetable roster.
This would have helped the art of playing piano not just for the female
students but that of the male students would also improved beyond its
present state.

Poor Method(s) of teaching
As shown in the Table below, 33 (58.9%) of the respondents

stated that the poor percentage ratio and poor performances of the
female students on the piano is the result of the poor methods of
teaching of the various piano instructors. This means the issue of
learning usually does not occur in most of the piano classes which
could be as the result of the wrong pattern of delivering of the lesson
by the instructors. Although about 22 (39.3%) of the respondents
disagreed that the poor methods of teaching by the instructors led to

Question 6: In adequacy of piano in my department contributed to my inefficiency on the piano. 
 Number of 

Respondents  
Percentage of Respondents  

Yes  26 46.4% 
No 28 50% 
Indecisiveness   2 3.6% 
Total Number/ 
Percentage 

56 100 
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their inefficiency on the piano, rather, they attribute their poor
performance to others factors. However, only 1 (1.8%) of the
respondents was indecisiveness on this issue.

In view of the forgoing, despite the poor percentage ratio and
poor performance of the female students on the piano, it is worthy of
note to be mentioned that the instrument still has a strong positive
position in the hearts and hands of the female students in the
department of music. 46 (82.1%) of the respondents gave a positive
position that piano should not be scraped out of the department of
music while 10 (17.9%) of the respondents stated their position by
supporting the idea of scraping out piano among the lists of musical
instruments in the department of music. The above result proves that
there a major problem on the issue of learning and teaching of piano
in the departments of music and not the issue of seeing the instrument
as a complex musical instrument. Similarly, of the total number of the
respondents, 54 (96.4%) believed and stated clearly that they can be
one of the best female pianist in the world if they devote more time to
practice of piano. Which means the undertone problem facing them
on the piano could be associated with the negligence on their part in
terms of not putting enough hours to practice. But 2 (2.6%) of the
total respondents were not optimistic on being one of the best female
pianist in the world even if they devoted enough time to practice.  To
buttress the positive position of most female students towards piano
as an instrument in the department of music, findings revealed that
48 (85.7%) of the respondents never disliked piano as an instrument.
This finding negates the general saying and belief that “the female
students in the departments of music dislike piano as an instrument”.
However, 8 (14.3%) of the respondents agree to the fact that, they
dislike piano as an instrument.  All of the above findings were
represented on the table below.

Question 7: Poor m ethod(s) of teaching of piano by instructors led to m y inefficiency on the 
piano.  

 Num ber of 
Respondents  

Percentage of Respondents  

Yes  33 58.9%  
No 22 39.3%  
Indecisiveness   1 1.8%  
Total Num ber/ 
Percentage 

56 100 
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Putting into consideration the poor percentage ratio of the female
students offering piano as principle instrument in comparison with that
of the male students, a clear difference reflected in the two gender
ratio representation. Finding reveals that two or more of male students
out of the total number of the general students in each level of the
classes from year one to four offer piano as major instrument while
none of the female students could be said to be a piano major student.
Nevertheless, despite the fact that both genders received teaching
from the same instructors as the case may be, the outcome of this
research reveals that the male students are doing better on the piano
than the female students.

Speaking on the poor percentage ratio and the performance of
the female students on the piano, most of the female students identified
wrong and poor tutelage and lack of mentorship from their instructors
as the major undertone factor to their problem. This means that if
they have better tutelage from their instructors, there is every possibility
that they will do better than the male students. Findings noted that 54
(96.4%) agreed with this submission while 2 (3.6%) stood on the ground
of indecisiveness. To this finding, there is no single female that
disagreed with the above fact and submission.

Question 8: Piano study should be scrapped out of the list of musical instruments in the 
department. 

 Number of 
Respondents  

Percentage of Respondents  

Yes  10 17.9%  
No 46 82.1%  
Total Number/ 
Percentage 

56 100 

Question 9: I can be one of the best female pianists in the world if I can create more time on 
piano practice. 

 Number of 
Respondents  

Percentage of Respondents  

Yes  54 96.4%  
No 2 3.6%  
Total Number/ 
Percentage 

56 100 

Question 10: I would have loved to be a female pianist but I dislike the instrument. 
 Number of 

Respondents  
Percentage of Respondents  

Yes  8 14.3%  
No 48 85.7%  
Total Number/ 
Percentage 

56 100 
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Interest and Devoted time to Practice
The statistic findings shows that most female students actually

devote less time to piano practices, while the male students find more
time to practice and even go beyond the schedule examination pieces
given to them. To this end, the opinion of the 41 (73.2%) respondents
agree with the above submission while 15 (26.8%) disagrees with the
submission. In their own opinion, the poor percentage ratio of the
female students on the piano have nothing to do with the lack of interest
on the part of the female students but having to do with other factors
that affects their performances. But the high level of interest displayed
towards piano by the male students has made most of the male students
to have special interest for the instrument. Apart from this fact, some
of the male students do create more time to practicing of piano as it is
discovered from the result of this study that 45 (80.4%) of the male
students devotes more time for rehearsal on the piano than the female
students. While 11 (19.6%) of the respondents disagree with the said
submission of the male students giving more time than the female
students to the piano.

Question 11: The m ale students are doing better than the fem ale students on the piano in m y departm ent. 
 Num ber of 

Respondents  
Percentage of Respondents  

Yes  50 89.3%  
No 6 10.7%  
Total Num ber/ 
Percentage 

56 100 

Q uestion 12: Piano as an instrum ent is designed for the m ale students only. 
 Num ber of 

Respondents  
Percentage of Respondents  

Yes  2 3.6%  
No 54 96.4%  
Total Num ber/ 
Percentage 

56 100 

Q uestion 10: I will play better than m ale student on the piano if I have a proper tutelage. 
 Num ber of 

Respondents  
Percentage of Respondents  

Yes  54 96.4%  
Indecisiveness  2 3.6%  
Total Num ber/ 
Percentage 

56 100 
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Impact of the Instructor Method(s) of Teaching
The impact of the instructor(s) teaching in the learning course of

every student could either be negative or positive. The impact is said
to be positive when learning had taken place. That is when there is
proper communication and transfer of knowledge from the teacher to
the student(s). This simply means that the place of understanding of
the students cannot be downgraded because the effect and outcome
of every teaching can be evaluated through the student’s
understanding and the ability to recap what was thought by the teacher
or instructor. In this study, the perceptive views of the respondents
towards the effective impact of their piano instructors were reviewed
and classified under five (5) categories which are: extremely effective,
very effective, moderately effective, slightly effective and not effective.
The students’ perception of how effective their instructors’ methods of
teaching is, was placed on different platform based on the rating of
individual students.   However, 4 (7.1%) rated their instructors teaching
impact to be extremely effective while 10 (17.9) of the respondents
also rated their instructors methods of teaching to be very effective.
The highest rating of the instructor’s teaching methods falls under
moderately effective. 25 (44.6%) acclaimed the teaching of their
instructors to be under this category. 11 (19.6%) of the respondents
agreed that the effect of their instructors teaching does not go beyond
slightly effective while 4 (7.1%) also rated them to be not effective.
Only 2 (3.5%) of the respondents could not place their instructor’s
effective teaching on any of the above category which rendered them
as an indecisive.  Table below represent the general overview of the
effective teaching of the instructors’ methods.

Question 14: The male students have more interest in piano than the female students 
 Number of 

Respondents  
Percentage of Respondents  

Yes  41 73.2% 
No 15 26.8% 
Total Number/ 
Percentage 

56 100 

Question 15: The male students do create more time in practicing piano. 
 Number of 

Respondents  
Percentage of Respondents  

Yes  45 80.4% 
No 11 19.6% 
Total Number/ 
Percentage 

56 100 
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In-depth interview with piano instructors
In an attempt to justify the findings of this study, an open ended

interview was carried out with five (5) piano instructors who are also
members of academic staff of the department. Direct questions were
asked during the interviews which are of necessity to pinpoint the
basic factors that led to the poor percentage ratio and poor
performances of female students on the piano. In the view of the
instructors, lack of interest on the part of the female students towards
piano serves as a major factor affecting the percentage ratio and
poor performances of this gender. Basically, 98% of the piano
instructors in the department suggested that most of the female
students do not have interest in learning the piano. This is because
quite a number of them see the instrument as a highly technical
instrument which is mainly made and designed for the male students
only. The above factors among other factors as stated by the instructors
brought a huge percentage ratio different between the male and female
students in the learning and playing of the piano in the department.
However, research have stated it that interest serves as the
predominant factor most especially for the young students in selecting,
pursuing and determining the process of their learning a particular
course/task in preference to others. This simply means that, the
individual interest of a student propels and facilitates the cognitive
process of achieving and gaining knowledge in a specific learning
process. Similarly, this suggests that interest stand as a strong
phenomenon that restrains any identified or un-identified factor(s)
that may stand as barrier on the part of the learning process of any
student. Thus, it’s a spontaneous attribute that comes from within an
individual student which instigates and redirects the positive
consciousness of achieving a particular course/task. (Hidi, 2016 and
Bolaji, 2016).

Nevertheless, few female students were identified which were
about 2% of the overall percentage of the female students with strong
and high level of interest on the piano. Likewise, it is the notion of the

 Effectiveness of instructor(s) 
teaching 

Number of Respondents % 

Extremely effective 4 7.1% 
Very effective  10 17.9% 
Moderately effective  25 44.6% 
Slightly effective 11 19.6% 
Not all effective 4 7.1% 
Undecided  2 3.6% 
Total 56 100 
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instructors that certain students are doing well in their piano playing,
even though the number is insignificant in comparison to the overall
number of the female students in the department.  Furthermore, the
instructors identified unserious attitude, laziness and lack of quest for
knowledge on piano as part of the major factors that brought about
the said predicament of the female students on the piano in the
Department. Likewise, they perceived a nonchalant attitude towards
the learning of piano from the female students in comparison to the
positive attitude that most male students portray towards the same
instrument. The instructors opine that, the attitudinal factor has led to
a strong laziness on the part of the female students. In view of this, it
is the opinion of the instructors that quite a number of these students
do create time for the practicing of piano except only during the applied
music examinations which means most of the female students’ only
practiced piano in order to pass their applied music in piano and not
for the pursuit of knowledge as the case should be. Even though
learning to pass is paramount in the academic pursuit of every student
but the place of knowledge stands and goes beyond the four walls of
the class room. Practicing just to pass piano or other instruments/
courses shouldn’t be the aim, but how to meet the demand of the
society after school. The first hand information given by the instructors
revealed that the inadequacy of piano in the department only has
little negative impact on the learning of the piano as an instrument. In
their submission, they affirmed that even with few available pianos in
the department, some students are still doing great in their learning
and playing of the instrument. However, they acknowledge that the
availability of more piano in the department will certainly aid more
improvement in the teaching and learning of the instrument generally.

Conclusion and Recommendations
The teaching and learning of piano has been identified as a

compulsory course under the applied music in the higher learning of
institutions where music is being offered in Nigeria with reference to
the Department of Music, University of Port Harcourt. This aspect of
applied music could be major or minor based on the interest of
individual student. However, among the diverse issues affecting the
holistic performance of the students in the Department of Music,
University of Port Harcourt, the poor percentage ratio and performances
of female students on the piano has been identified as the focal point
of this study. In order to address the present challenges that led to
this predicament, the following were identified as the main factor which
includes: wrong method of admission, lack of interest on the part of
the female students, attitudinal issues towards piano, insufficient time
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of practicing piano, poor method(s) of teaching, lack of tutelage/
mentorship, inadequate piano in the department, etc. In view of the
aforementioned problems identified in this study, the following
recommendations are strongly propounded. The entry mode of
students into the department of music should be strictly on merit in
music. This means student should be admitted into the department of
music if such student has the requirements and applied for music as
course of study.  Furthermore, any candidate that will be admitted into
the music programme should definitely have interest in studying music
as a profession. The mode of teaching piano as an instrument needs
to be re-addressed. In-view of this, giving the students their applied
music pieces in piano without proper tutelage procedure should stop.
This is because for any female student to succeed in piano playing,
there must be a proper time and adequate teaching stages between
the instructor and the student. Also, there is an urgent need to increase
the numbers of piano in the department if truly a positive and better
result wants to be achieved. To this effect, the University management
needs to equip the department of music with enough and necessary
piano required by the department.  The art of playing piano just to
pass applied music should stop. In regards to this, standardized choice
of pieces should be collated for each level while a strict mode of
standard in terms of strength and ability in playing piano should be
put in place for certain and specific stages before the examination
period. This should be for all the students and not just for the female
students alone. Failure of any students to attain any of the set stages
and standard before the examination day means such a student will
automatically not qualify for the piano exam. Through this measure,
all the lazy female students and those amidst the male students will
surely sit up in their learning and playing of piano. Also, this will certainly
help all the instructors to carry out their responsibilities properly as
require. And finally, it will improve the holistic percentage ratio and the
performance ability of the female students and the entire students of
the department on the piano.
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Abstract
This article examines the aesthetic qualities of the Kwagh-hir puppets
and how gesture and drama can be used to create kinetic paintings.
In doing this, it adopts the historical-analytic and artistic methods to
present a concise history of the Kwagh-hir puppetry theatre, with a
view to putting together its aesthetic attributes as sources of inspiration
for the creation of paintings. It further interrogates the drama and
gestures of the Kwagh-hir sculptures, as would-be compositional
influences. It argues that the use of gesture and drama to create
kinetic paintings though could be very challenging, is a fascinating
creative experience for the artist. Hence, such creative transformations
could be made to represent various aesthetic designs worthy of public
and individual patronage and appreciation.

Keywords: Adaptation, Kwagh-hir puppetry theatre, Kinetic paintings,
Tiv

Introduction
The Tiv Kwagh-hir puppetry originally started as a revolt cult in

the early 1950s. Kwagh-hir in Tiv means Tiv folklore. The Kwagh-hir
has been traced beyond Adikpo Songo in Kwande Local Government
Area (LGA) of Benue State.  Hence, it is a concept of the individual
inventor of performance. Kwagh-hir in its present form can be traced
to the late 1950s. The earlier forms of the Kwagh-hir had existed prior
to European colonization, and encompassed the story-telling tradition,
the poetic and dance traditions all of which are components of the
Kwagh-hir and whose origin go into the earliest times (Hagher, 2003).
The introduction of the puppets into storytelling and poetic and dance
traditions however, began the modern Kwagh-hir (Hagher, 2003).

The Kwagh-hir theatre emerged about a decade later. It was in
1964, the year of Atem-Tyo, the most brutal Tiv revolt that Kwagh-hir

http://dx.doi.org/10.4314/ejotmas.v5i1-2.6



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 87

spread like wildfire round the whole of Tivland. The Kwagh-hir
comprises many art forms, namely: storytelling, poetry, puppetry, music,
dance, and dramatization. Kwagh-hir as a theatre is performed at night,
as an event which provides secular entertainment, education, and
socialization through the enactment of the past and contemporary
events by human performers. The Kwagh-hir theatre uses puppets,
which vary in size and style. These puppets could be made to perform
a number of intricate movements. For example, soldiers executing an
armed robber or a puppet doctor operating on a pregnant woman
and removing the child. Kwagh-hir theatre has both rod and string
puppets as well as masquerade puppets which have one or more
persons inside the puppet operating its movable parts (Hagher, 2003).
By 1981 the theatre was made into an annual competition, with
participants drawn from all the fourteen Tiv-speaking LGAs in Benue
state.

The Tiv are a people whose history has been traced to the Congo.
Though there is no single universally accepted version of the origin of
Tiv people, they are said to have descended from a progenitor called
Takuruku. Oral traditions have so far been more plausible and
appealing, except that views differ as there are so many oral traditions.
Others have accepted that shon was the first person that originated
from the original deity or Supreme Being. Aondu shon is said to have
given birth to many children amongst who were the Tiv, Uke (foreigners)
and the whites, Buter. Tiv is further said to have given birth to two
sons, Ichongu and Ipusu. This prestigious man called Tiv, left Congo
to Cameroun, and was settled at a place called Swem in Cameroun.
This is where he died and his children, not happy to bury their father
or leave him behind, burnt his corpse and packed the ashes together
with that of his father Takuruku Nyamazenga in a small pot and travelled
along with it to this part of Africa where today they are called citizens
(Igirgi, 2007). The group is largely homogenous, speaking one
language with only tonal variations and exhibiting (with the exception
of minute peculiarities) similar cultural traits throughout the land. They
occupy over thirty local government areas spread across Benue,
Nasarawa and Taraba States, with large migrant communities also found
in Plateau and Adamawa States. All members of this ethnic group
regard themselves as descendants of the great patriarch Tiv (Hagher,
2003).

The puppets in their original state are sculptural. These sculptures
are grouped into three, namely, giant puppets, masquerade puppets
and miniature puppets. Regardless of whichever category they may
belong, these sculptures posses certain characteristic features that
are common to all. Features such as their African proportion
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(disproportionateness or technical inefficiency). In this regard, Enem
(1976) states that “some puppets are naturalistic, some grotesques
and others ridiculous”. They appear primarily in pungent colours, with
white bulgy eyes almost Nok-like and pure black pupils. Enem further
argues that the puppets reflect the moral prejudices and sanctions of
the community (1976).

Aesthetic Qualities of the Kwagh-hir Puppets
The Kwagh-hir puppets possess aesthetic characteristics which

this study identifies as geometric formations like their triangular noses,
Nok-like eyes, small lips and triangular nostrils. The colours used in
painting the puppets are vibrant, because the Kwagh-hir artists use
colours straight from the source. There is no deliberate attempt at
creating tones, shades or tints from such colours. Costumes for the
masquerades are elaborately made and are also highly coloured. This
work is interested in the use of such attributes as the pungent colours
of the puppets; the compressed proportion of the figures; the almost
Nok-like eyes, small lips and triangular noses and nostrils alongside
their gestures and how all these have influenced painting. It would
also interrogate the creation paintings inspired by the drama and
influence of the gestures of the Kwagh-hir sculptures and Kwagh-hir
puppets which could give an illusion of movement, and possibly
stimulate the visual senses into perceiving movement.

Conceptual Framework
Visual motion in art practice is hinged on the concepts of the

twentieth century art.  The concepts, theories and formats have
influenced the development of visual agitations in painting and arts in
general, including Cubism and Futurism (Buser, 2006).  Cubists dissect
forms and place them in such as way that they interact with the space
around them. Futurists, on the other hand, focus on motion in time
and space to capture the dynamism of modern life, which gives one
an insight into the creation of kinetics in painting. Relying on the
foregoing, we adopt the 20th century art as the conceptual framework
for this study. This theory allows for several other movements and
ideas to be adapted and accommodated, hence, the variables of this
article which are the appearance of the Kwagh-hir sculptures and
their kinetic tendencies.

Review of Related Literature
The presentation by the story-teller requires the rendering of

dialogue and representation by means of gesture, expression and
voice of the characters involved in the dialogue. The story-telling art



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 89

is a communal art in Tivland. There are elaborate props and costumes
to initiate the characters in the narration. There is a spontaneous
audience response which also offers criticism of the art. Song and
dances are the main musical events accompanying the narration. The
narrators enliven their art with dance, gestures, mimicry and mime.
The story/plot is structured by crisis, partial solution, renewed crisis
and final solution with latent ambiguities (Hagher, 1990). This statement
further buttresses the story telling aspect of the Tiv Kwagh-hir.

The poetic thought of the Tiv people is significant to the Kwagh-
hir theatre in that it underscores the relationship between poetry, an
essentially speech art, and theatre, a doing art. In Tiv poetry, other art
forms exist in a composite form. The forms are poetic narratives, songs,
including ballads, religious songs, and song accompaniment to dances.
Others are ritualization performances, proverbs and riddles. However,
in spite of this informative account of the Kwagh-hir poetry, no section
was given to the visually artistic aspect of the Tiv people.

A number of Nigerian artists have used aspects of their speech
art, wooden sculptures, and story-telling art, among other things, as
sources of inspiration. But none has particularly dealt with the Tiv
aspects as a source of inspiration for painting as provided by the
study at hand. For example, Bruce Onabrapkeya, a pioneer Nigerian
artist, gained his inspiration from some series of paintings from Urhobo
myths and legends. Stories for him are ‘themes’ that he employs to
“expresses and accentuate the various stylized and abstract forms”
of Africa. To paint his pictures he uses abstractions and stylizations in
telling stories. For Bruce, stories are very stimulating sources of
inspiration for the artist (Buhari, 1984). Bruce Onabrakpeya (1932)
use of myth and legends as sources of inspiration relates to this essay
to a large extent as both studies take up subjects within a story and
story-telling art and explore their aesthetic possibilities. As such,
Onabrakpeya’s prints series cannot be said to have touched on the
Tiv Kwagh-hir on a specific level.

In other parts of the world, artists (painters) were inspired by the
arts of Africa. Several 20th century painters/artists adapted in their
works the African approach to arts. Movements such as Cubism,
Dadaism, Surrealism, Futurism, Constructivism and Kinetic art at
different times have drawn inferences from African ideas. But none
has particularly dealt with the Tiv aspect as a source of inspiration for
painting as provided by the study at hand.

“An Armed Robber at the Stakes” (1976)
The Kwagh-hir puppet (Fig.1) reveals in their aesthetic intention

abstracts from reality those situations, attitudes and social behaviours
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which are not only given in Tiv communities but represent something
of the universal human situation. The Kwagh-hir theatre uses puppets
which vary in size and style these puppets are highly advanced and
could be made to perform a number of intricate movements. For
example, there could be soldiers executing an armed robber or a puppet
doctor operating on a pregnant woman and removing the child (Hagher,
2003). Enem (1976) explains further that:

The quality of actuality is often achieved by
the literal representation of essential details
of a situation presented. For example in the
vignette of the execution of an armed robber
by a firing squad, an actual short is fired and
at the same time the animals head jerks
suddenly and drops to one side. An ironic
edge in that situation is pointed by the
presence of his helpless relations
(presumably his parents) at his execution.

As such this article sees the aesthetic qualities of the Kwagh-hir
puppets and their theatrical attributes as possibilities for creating
paintings.

Fig.1, Artist: unknown, An Armed Robber at the Stakes,
Woods, Size Unknown, 1976 (Source: Nigeria Magazine

No.120, 1976)
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 “Unique Forms of Continuity in Space” Umberto Boccioni (1882
- 1963)

This piece is in the collection of the Museum of Modern Art, New
York, and is rendered in bronze. It shows how the human body interacts
with the environment as it moves, describing motion as the essential
characteristic of modern humans. Feldman (1971) opines that “it
possesses a gracefulness and embellishment of form. One needs only
reflect on how details of an adjacent landscape appear in our
peripheral vision when we are travelling at great speed”. Though this
figure does not possess Kwagh-hir features such as Nok-like eyes,
small lips and triangular noses and nostrils, it however, reminds one
of the speeds of Hungwuandere (puppet).

Fig. 2, Umberto Boccioni, Unique Form of Continuity in
Space, Bronze, 110.1x88.5x40cm, 1913
(Source: Experiencing Art around Us)

“Nude Descending a Staircase” Marcel Duchamp (1887 - 1968)
Marcel in nude descending a staircase juxtaposes his Cubist and

Dadaist experiences. The artist uses yellow ochre on the subject which
makes it look like pieces of wood. Marcel succeeds in arranging these
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‘pieces of wood’, as though they possess fulcrums at certain intervals.
Placing the subject on a brownish background the artist creates a
remarkable contrast thereby making a nude figure look like a
mechanical object capable of motion.

Buser (2006) explains that:

Nude descending a staircase in imitation of
a photograph that captures a person in
motion by means of multiple exposures
inspired by Cubism, he fragments the nude
into overlapping flat planes. Duchamp then
painted the fragments in regular groups
organized in a descending rhythm as the
nude takes one step after the other down
the stairs”.

Although the figure does not exhibit the kind of aesthetic
characteristics owned by the Kwagh-hir puppets, this paper however,
finds the fragmentation and rhythm appropriate in describing the
activities of giant puppets.

Fig. 3, Marcel Duchamp, Nude Descending a Staircase, Oil on
Canvas, 143cmx89.2cm, 1912
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(Source: Artist Rights Society (ARA), New York /ADAGP)
 Discussion of Works Produced from the Adaptation

 Plate: I, Agaku Saghevwua Amos, Dough Ityu, Mixed Media,
140cmx130cm, 2012

 (Source: Artist collection)

“Dough Ityu” (Plate: I), an abstracted figure of Yion describes
the motion created by the spontaneity of the puppets movements as
walking forward, turning of head from left to right and the removing of
pipe from mouth. Forms are moulded with sawdust mixed with ponal
(carpenters glue) and allowed to dry. In this coloured relief the artist
implores the use of complementary colours of yellow and purple. There
is a fragmenting of the forms of the figure from the top left hand side
of the painting. This describes the turning of the puppet’s head and
right hand. The yellow brush strokes that appear on the fragmentation
further enhances the motion while the other purple brush strokes below
indicate the direction of the figures movement as a result of this
movement the puppet’s eyes are also fragmented. The repetition of
the form of the pipe from top right hand side of the painting, and its
increase in size and subsequent resting at the lower middle of the
painting creates a rhythm that describes the removal of pipe from the
mouth. At this level, the artist begins to combine Cubist, Dadaist and
Futurist tendencies; hence, it shows an affinity with the nude
“descending the staircase.
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Plate: II, Agaku Saghevwua Amos, Na Shuoon, Mixed Media,
140cmx130cm, 2012

 (Source: Artist collection)

Further abstracting of the figure of Yion shows Na Shuoon (Plate:
II), repeating forms in the painting. This painting like the one in Fig. 4
was moulded with sawdust mixed with ponal. The embossed surface
was then filed with sandpaper and painted an undercoat of grey colour.
The embossment of the figure is allowed to create the highlights and
tones. While the shades are created by the coloured patches of blue,
red and brown. The fragmenting of blue and red, on the background
and the brush strokes that fall on the left hand side of the painting,
indicates the body movement. Also, there is a repetition of the pipe
from top right hand side of the painting, and resting at the lower middle
of the painting which creates a rhythm that describes the removal of
pipe from the mouth. This spontaneity of the puppet’s movement sees
its left hand repeated from the top middle of the painting downwards
which depicts greetings being offered. Here, forms are further lost
that one does not see any eye, facial features, the patterns of the
anger attire and the head gear, an affinity of this painting to Duchamp’s
“Nude Descending the Staircase” could be discerned.
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“Yion Tema” (Plate: III) like the figure in Plate: II is a seated
figure of Yion removing the pipe from its mouth. Its shows a dissolving
of form into shapes. The intention in this painting is to register clearer
kinetic using an abstracted figure. It is essentially a transformed level
of painting as forms are fragmented, simplified and distorted so that
formal properties of line, shapes and colours come to the forefront.
Though movement here is not spontaneous, the figure describes some
degree of movement. Yion in a seated posture moves his head from
one side to the other as such moving the pipe across the breadth of
the painting. There is a fragmenting of patches of yellow ochre from
the left hand side of the painting to the right hand side. This indicates
the gradual body movement. The harmonious fragmentation of blue,
green and yellow in the background, also gives the painting an affinity
with Duchamp’s “Nude Descending the Staircase”.

Conclusion
This paper has explored the dynamic relationship between

painting and sculpture. It look at certain vistas of theatre, a doing art,
through a presentation of the Kwagh-hir puppetry tradition as kinetic
paintings worthy of public appreciation. Adapting Kwagh-hir proportion
and motion to create kinetic paintings could be a challenging as well
as an exciting creative experience for the artist. Apart from its theatrical
significance, Kwagh-hir puppets could present the artist with a variety
of forms with which creative transformations could be made to represent
various aesthetic designs worthy of public and individual patronage.
This essay has as a finding noticed that brush strokes, patches of
colour, and repetition of design elements have transformed perceived

Plate: III, Agaku Saghevwua
Amos, Yion Tema, Mixed
Media, 120cmx90cm, 2012
(Source: Artist collection)
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movements made by the Kwagh-hir puppets into graceful pictures of
kinetic images. The images produced were conceptual in appearance
because of the transforming of the identity of the source of inspiration.
Though Futurist artists (painters) like Umberto Boccioni and Marcel
Duchamp have been inspired in their works by human figures to create
motion in painting, this essay has however, has chosen to use an
abstract figure (Kwagh-hir figures) as its source of inspiration to create
kinetic in painting. This paper brings to bare motion of Kwagh-hir figures
in painting by the fusion of repeated lines, colour, shape and forms to
create kinetic paintings.

Recommendation
It is also hoped that artist (painters) could begin to use other

traditional sculptures, for example, the “Dabo Dabo”, “Ere Ibeji”,  among
other things, to create paintings through a study of the combinations
of traditional proportions and motion; by repetition of lines, shapes,
colour and form in paintings to bring to the fore this motion.
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Abstract
This study investigates the life and times of Atine Obetoh (Amojo Amen-
Niyeye). It examines the musical creativity of this personage. This
research benefits from a vast aggregate of inputs from Amojo’s siblings
and his first son, Lucky Obetoh. We also harvested some remaining
members of the group for their opinions on certain issues raised in
this article.  These were done basically through historical and analytical
methods – interviews, focussed group discussions, review of audio
clips and of related literature.  From this study, one could vividly see
that Amojo remains an enigmatic giant in Esan minstrelsy whose
creative ingenuity is yet unsurpassed.

Keywords: Amojo Amen-Niyeye, Esan Minstrelsy, Genre, Technique,
Style, Esanland

Introduction
In taking up a task of this kind, many thoughts flooded the

inquisitive minds of the researchers. Some of these thoughts form the
initial impetus for the study and others, the challenges concomitant
with this study. Globally, we find that most history of Western music
books is adorned with the contributions of Palestrina, Handel, Bach,
Vivaldi, Haydn, Mozart, Beethoven, to mention a few. Their scholarship
has even climaxed into a specific composer study. For example
Maynard (1977) examined the life and times of Ludwig Van Beethoven.
In Nigeria, we are also not resting on our oars, for example Omojola
(1995) examined the contributions of A.C. Coker, Fela Sowande, Ikoli
Harcourt Whyte, Sam Akpabot, Ayo Bankole, Akin Euba, L.E.N.
Ekwueme, Meki Nzewi, Okechukwu Ndubuisi, Adam Fiberesima and
Joshua Uzoigwe while Moloye Bateye studied Olufela Sowande, Joshua
Uzoigwe studied Akin Euba and Abayomi Bello studied Dayo Oyedun.

http://dx.doi.org/10.4314/ejotmas.v5i1-2.7
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A critical assessment of the persons studied by these researchers
reveals that they are purely art music practitioners. Surprisingly though,
traditional musical exponents have received scanty scholarly attention.
But for Egogo Alagiebo of Benin done by Mike Ighile, Umobuarie, the
Afan exponent done by Abraham Umuabuarie, etc., it would have been
said in concrete terms that nothing has currently been done. This
study is an addition to the corpus on traditional musicians in Nigeria.
Aluede (2009) opined that:

It does not take a long gaze at the Nigerian
musical scene to know that traditional music
which was a loud voice that characterized
day to day community life is not just under
threat but almost overrun by forces within
and outside the nation’s territorial frontiers.

 It is only when these traditional metiers are studied and
documented that traditional classical music of our people would be
known. It is in this connection that Danielou (1971:5) remarked thus,
when the public ceases to participate in artistic creation, it loses interest
in it, since the art no longer forms a part of the public’s emotional life.
The cult of the star performer replaces the appreciation of the work of
art, the listeners judge according to modish criteria and … the
manufactured product served up to them, but which always remains
foreign to them for they know nothing about the techniques of its
invention.

Background to the Study
The bane of the dearth of data on traditional African musicianship
and musicians is primarily that of under documentation.   This under
documentation stems perhaps from the fact that what begins as an
experiment which was not thought of as ideal enough for documentation
suddenly blossoms into an enormous oeuvre which then becomes
worthy of proper investigation. For instance, while studying Beethoven,
Maynard (1977) observed that: great men are understandably
ambivalent about the prospect of their posthumous biographies; some
have attempted to dissuade potential biographers or even to prevent
them from obtaining data of an intimate nature, arguing that their
creative achievement should be evaluated without regard to its
biographical sources.

Consequently, this paper will be silent on Amojo’s numbers of
wives and children so as to press to the core issues of relevance. His
matrimonial life and family would have probably led us to some
conclusions but chances are that they may not particularly be relevant
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to his musicianship. From the beginning, this study was beset with
multiplicity of variables which almost stalled its investigative process
and some of them were that:

a) the family members needed to know why the study;
b) if the study will bring forth money to them;
c) if not, why are the researchers engaged in an unprofitable

venture?;
d) based on points ii & iii, suspicion developed as they felt that

researchers were not telling them the truth; and
e) Awo primary school, Uromi was burnt in 1985 and all the

records predating the date of that inferno were all lost.

These variables impinged probably with the story of Amojo Amen-
niyeye. A great musical personage and an innovator of no mean status
whose musical ingenuity is the subject matter of this paper. To keep
readers within focus, selected questions are raised. It is thought that
in providing the answers, the tendencies in this paper will be easily
grasped.  Where is Esan and who are they? Who is Amojo? How did
he train?  Why Amojo? What contributions did he make to the evolution
of a new music?

The Esan People
The term Esan is used in reference to a landmass, its people

and language spoken by them. Esanland is located in the Edo Central
Senatorial District of Edo State.  The present day Esan occupies five
local government areas: Esan South - East, Esan North - East,   Esan
Central, Esan West and Igueben.  Although their origin is not clearly
understood, it may partly be traceable to the exodus from Benin
Kingdom.  All Esan towns share common cultural affinity. They practice
patrilineal inheritance with every first son being the principal inheritor
of both the father’s and mother’s legacies. Esan is essentially also a
gerontocratic society where there is so much respect for elders and
their views (Okoduwa, 2006).

Esan Minstrelsy
In this segment, we will define minstrelsy and examine cursorily,

minstrelsy in Esan. In Esan, minstrelsy is Umalemon- this is the art of
storytelling to the accompaniment of traditional musical instruments.
Put simply, a minstrel is a travelling entertainer who would sing and
recite poetry often to his or her own musical accompaniment. In Esan
of the old, every quarter in the village had a minstrel. These minstrels
either played the Agidigbo (thumb piano), the Afanlan (a-seven stringed
instrument stretched over a resonator) or Okede (the drums).  These
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minstrels were respected entertainers who sang about the history,
philosophy, politics, religion and the ills and vices of certain individuals
within the society where they perform. They dotted moon lit nights
and traditional ceremonies with their presence. From personal
observation, this practice is almost extinct. However, while solo
minstrelsy declined, it was replaced by group minstrelsy - a new
movement.  Although the records of group minstrels are few, Umobuare
Ugberaese and Atine Obetoh (Amojo Amen- niyeye) stand out. In the
opinion of Abraham Umobuarie (2010), it was in 1922, at the age of
ten, Chief Umobuarie Ugberaese learned to play Afan (also called
Afalan), and an instrument he made famous for professional storytelling
and entertainment. Thereafter, he transformed it to a celebrated art
which has become a rallying point amongst the people of Esan.
However, our primary concern is the life and times of Atine Obetoh.
According to Monday Asuka, Amojo was a younger contemporary of
Umoboare Ugberase. Exactly when he started public performance is
obscure but he started recording his works first on the gramophone
disc in 1968 (personal communication with Monday Asuka, November
14, 2015).

Functions of Minstrelsy in Esan
Minstrels are primarily culture carriers; they are the community’s

watch, the eyes of the people and repositories of the people’s mores.
Music is a bond which binds people of all ages. In the opinion of Cole
1993), many people are trained to love different styles of music from
birth. Each time they hear a piece of music, they are reminded of
extraneous things besides music, their parents, homeland, even
favourite foods. Music is the nexus which binds many human activities
together.  Music one way or another, becomes meaningful by entering
the realm of social life. Once there, it moves among people and
communities, sometimes locally, sometime globally. The processes by
which music moves from one person to another, from one generation
to another, from one community to another, and potentially throughout
the whole world, are processes of music transmission (Bakan, 2012).
Music cannot be this vital and its makers- the musicians or minstrels
inconsequential.  They are the conduits through which there is musico/
cultural transmission.

Atine Obetoh:  His Family Background and Boyhood
Atine Obetoh – Amojo was born to Obetoh Okpeaifo, a farmer

from Idumu Iyase-Uromi. His mother, Omoduwa Obetoh, a petty trader,
master storyteller and farmer hailed from Idumu-Igun, Amedokhian-
Uromi. He was number four child in a family of five. Exactly when he
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was born is not clearly known. But judging from the account of his
elder sister and that of his first son, he may have been born around
late 1930s. This conclusion is arrived at when they said he was about
sixty years old when he died in 1999.

His Musical/ Educational upbringing
 In trying to do a retrospective investigation, chances are that,

researchers may have some challenges.  This is probably the case
with this work on Atine Obetoh also known as Amojo na ‘mhen niyeye
no mie ‘de. This means Amojo the gradually drizzling rain which takes
over the whole day in captivity. Put in performance context, it means
as small as the ensemble may be, when it starts performances,
everyone is held hostage and enveloped in the performance, thus,
the desire to go elsewhere is often abbreviated. Amojo’s musical
craftsmanship did not just emerge from the blues, his mother; Omoduwa
Obetoh was a master storyteller – a skill Amojo improved upon
tremendously. At a tender age, he had started showing interest in
storytelling as a pupil in Awo Primary School, Uromi. While in primary
three, he made himself a single string chordophone - (Eghonghon
deba Eghonghon1).

 It was this instrument which he used to accompany himself while
singing and telling stories.  In primary five, his musical skill had
advanced; he on his own made a guitar. At this point he started
entertaining his school during end of year ceremonies and prize-giving
days. Many years after leaving the primary school, he formed a group
with which he toured many parts of Nigeria. As a stickler for finesse,
he organized rehearsals two times weekly. To show that he cared so
much about accuracy, during his rehearsals, he had a mantra: “rather
than spoil my songs, go and destroy my entire crops in my farm”. As a
traditional musician of high repute, he toured round all the nooks and
crannies of Nigeria. This was made possible by the different Esan
sons’ and daughters’ associations and Esan progressive unions in
various Nigerian cities. Chief Obhafuoso of Idoa, Chief John Obiyan
of Emu – the producer of Emu battery then in Lagos, Chief Francis
Ijewere –  a one-time director of domestic operations in Central Bank
of Nigeria, Lagos, Chief Ajimenlen Iluobe  who was then the director of
Iluobe Oil Ltd and Chief Ekata of Ivue Uromi.

1 This is one stringed musical instrument. It is made of a stick pierced into small
can which serves as a resonator. The string is fastened to the tin and the stick
which is bent over the tin in a bowlike form.
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His Singing styles and Musical Instruments

Ab initio, Amojo was a man full of innovation. He introduced quasi-
hocketing using different vocal textures personally or among the
ensemble members.  Nketia posited that the hocket-technique,

 (Is) the technique whereby the constituent
notes of a tune, a      rhythm or a tone pattern,
or the constituent notes of supporting
ground-accompaniments are played at the
exactly appropriate points in the time by
those particular instruments that include
them within their compass, or by those
particular instruments that provide the
required contrasts (1962:44).

          As part of the singing technique in Amojo’s ensemble, a melody
is often sung by two or more persons using different tone qualities. In
this, he brought in variety in tone colour. Besides this singing style is
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the art of chanting a proverb within a melodic framework. This is a
form of recitative. In quest of novelty, he fused proverbs into melodic
lines and performed them in musical presentations. An example of
this is Ede lore.

EDELORE

 Text in Esan English Translation
Ede lore The day is cool
Na re gbo ‘kpe la men when big animals can be killed
Oye Ede lore Oh, the day is cool
Ede lore The day is cool
Na re gbo ‘kpe la men when big animals can be killed
Oye Ede lore Oh the day is cool

Call and response

According to Agu (1999),

A large number of African songs are
categorized under call  and response
patterns. In this genre, the soloist, who is
the leader of a group, intones the song and
sings a phrase referred to as the call, while
the chorus or choir responds with another
short phrase or musical sentence which differ
in text and melody from the call.

An examination of Amojo’s songs also reveals that this technique
was profusely used in his fourteen albums. The musical instruments
which were in use in his ensemble were the voice, guitar, bell and
gourd rattle.

Theme and its Treatment in Selected Works of Amojo
Simply put, the theme of a creative work is the central idea which

runs through the work. It is the soul or the nexus of the entire
presentation which connects the style/technique of rendition, choice
of language and the genre.  In this segment, we dare to examine
some of his albums where the Omhanta bi Uuki story featured in great
details. Omhanta bi Uuki literally means the wise and the foolish. Amojo
tells a story of Omhanta-the wise one and Uuki- the foolish one. Uuki
was never focused and could not lead a good life instead; he remained
with his brother and wife.  In the same village was Odede, an already
advanced lady who was accused of witchcraft tendencies. She was
not communicated with in the community.  At a point in time, Uuki’s



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 104

brother drove him out of the house but not without exploiting him by
using him to farm and harvest his produce into his barn.

Driven without any source of livelihood, Uuki went to live with
Odede. In the course of their cohabitation, Odede became pregnant
and gave birth to two boys. These children grew rapidly to the joy of
the immediate family and the community. One day as Uuki set out in
the morning to go to farm, he saw a very beautiful bird, he caught it
and extracted two feathers for his children to play with.  Before the
children could take hold of the feathers, it had turned into money.
Unknown to Uuki that it was his guardian angel who sent him great
wealth through “the money magic bird”, Uuki took the money to
Omhanta. Omhanta collected the money and demanded for the bird
itself. Uuki being a fool killed the bird and brought it to Omhanta.
Omhanta’s motive was that since this magic bird could change to
money, if he eats the bird, his vomit, phlegm and faeces will be money.
On Omhanta’s instruction, Uuki killed the bird and brought it to
Omhanta. Omhanta’s wife prepared the bird, cut it into four pieces
and fried it. Surprisingly, Uuki’s children came to eat them up before
the arrival of their uncle. Shortly after, their excrements turned to
money. For days it was so and their condition could not be reverted.
Having stored enough money on his own, Omhanta suggested to Uuki
to go and kill the children because if the government gets to know of
this development, the children will be killed.

Relying on Omahanta’s advice, Uuki took the kids into the bush
with the strong intention of killing them. He held a very sharp cutlass
which he had sharpened perfectly. As they journeyed into the forest
the kids began to wail sensing what their father was poised to do to
them. As the kids were crying, their father’s wailing bass voice was
even more intense. At a point, their father snapped and said: “How
right and just is it for me to kill my own children, the children I have
laboured for all these years?”  Rather than behead them, Uuki left
them in the forest and came back home.

While wandering in the bush, it was said that a great hunter and
medicine man from the familial world saw them and took them in.  It
was this same hunter who then gave them chewing stick which cured
them of passing money as faeces.  They lived with the hunter for
many years learning hunting, farming and divination.  After these years,
they were released to go home. It was said that they came home with
money, wisdom and divination apparatuses. The story ended on a
note that it was out of the two brothers that one became Oba of Benin
and the other Obi of Ika.
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Proverbs
In the opinion of Mokitimi (1997), Africa is rich in variety of ways,

including natural resources, manpower and culture. Within the
framework of culture, there is a wide range of heritage including
religion, music, dance, art, architecture and oral literature. And in the
realm of oral literature we find the immensely rich world of stories,
fables, recitations, songs, poetry and proverbs.... They adorn and
beautify any language, the way that, as in Nigerian proverb tells,
“Children confer glory on a home.” This is particularly the case in the
oral culture of African peoples, who have cultivated an extremely
complicated use of language, audio and oral communication. Ademola
(2010) corroborates the view above when she remarked that: African
proverbs – whether pithy and sometimes inscrutable words of wisdom,
or simple, everyday truisms – have over the ages, been used to warn,
to instruct or to admonish….Proverbs enrich a language: they give in-
depth meaning to words. So goes the Yoruba speaking people of
Nigeria. A person who could intersperse speech with apt proverbs
was regarded as someone with great wisdom and culture.

 Ademola’s view requires some modification. For example, when
she said that “a person who could intersperse speech with apt proverbs
was regarded as someone with great wisdom and culture” it sounded
as if the practice is extinct. Till date in Nigerian societies, persons who
intersperse speeches with apt proverbs are respected and seen as
not only being eloquent but wise. Amojo’s recordings are replete with
uncommon yet apt proverbs which he hinged his stories on. He
developed the craftsmanship of emplacing proverbs in form of
recitatives in his songs and in some other cases; he weaves the
proverbs into smooth melodies. While some of such proverbs are below
translated, an example of a proverb which is woven into a song has
already been discussed under quasi-hocket technique - Edelore.

Text in Esan English Translation

1. Oriesi mhen bhe gbe gbe A good person is an ornament
to the entire community.

2. Ono leon se gboe Whoever knows self
no bha leon se bho without knowing others
Alimin ki gboe Ancestors will kill him
Ono leon se bho whoever knows others
no bha leon ‘se gboe without knowing self
Alimin ki gboe Ancestors will kill him

3. Ne sele re gbo no luole, For a good deed to kill the doer,
oki gbo na luo na no bha len. It will kill whoever it’s done for who

has failed to appreciate it.
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4. Akpu kpu hon me ni You could scrape every flesh from
ai re su wa the head of an elephant

but you can’t bring home its skull

5.  A la mu hen alo ho, When eating tapioca initially,
aki a reole osuole osuole, it is taken slice by slice
aki ze khian, when you approach the end
aki a gbale ekhun ekhun you begin to gather them in,‘

bulk into the mouth.
6.  Ono bha mie mhin Whoever has not experienced
     No da awanlan and is wise
     Aki yo azen no is taken for a wizard
     Ono mie mhin whoever has experienced
     No bha wanlan and is still unwise
     Aki ye Ozuo no is taken for a fool.

Amojo’s Contributions to Esan Minstrelsy

It is important to examine the creative ingenuity of this personage
who ordinarily could have been regarded as semi-literate person in
the Western sense.  In Omhanta and Uuki, one sees clearly a story of
a man destined to be blessed by God. Although they were delayed by
human forces at some points, God’s divine plans for them were still
actualised. In the story we were told that Uuki’s guardian angel was
determined to bless him, thus the magic money bird came his way.
Even when his ‘wise’ brother hijacked the whole process and the kids
were to be killed to end the story tragically, just by divine intervention,
the fool suddenly had compassion on his kids – an unusual attribute
of fools.  While in what may now be called exile, they learned hunting,
farming and divination – great and highly revered professions of their
time. The story ends with the kids growing to become great people –
Oba of Benin and Obi of Ika. This whole story fits into an encapsulating
title of ‘The finger of destiny’
          In the area of musical creativity, Amojo charts a very rare course
of emplacing a guitar in Esan traditional ensemble and by doing this;
he expanded the sonic latitude of Esan traditional music. Today, his
songs are being arranged, re-arranged and performed by guitar bands
and film producers all over Esan and beyond. While this tendency of
falling back to existing songs in creating new ones may be
commendable, the danger of disrespect for one’s intellectual property
stares at musical creativity in this region. According to Bakan (2012),
support and ownership of music are major facts that influence how
music lives in communities, cultures, and societies.  Some music is
regarded as the property of a family lineage (e.g. in India) or an entire
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village community (e.g. in Bali). Other music is not regarded as property
at all, rather being thought of as an integral facet of communal life
that is absorbed into the broader fabric culture. The opinion above is
informative. Viewed from whatever perspective, it is considered that
music making in contemporary traditional societies, including Esanland
needs to respect ownership rights.

Conclusion
In this paper, we examined the boyhood of this great personage,

Atine Obetoh (aka Amojo), his musical and educational upbringing,
Esan minstrelsy, the musical instruments used in the his ensemble,
the thematic treatment in his storyline, singing styles and the use of
proverbs in crafting his songs. From this traditional music personality
profiling, we discovered that, Amojo was an initiator of a new genre in
Esan minstrelsy. He replaced the Afalan – a traditional Esan stringed
musical instrument with the modern day guitar. Though dead, he has
engendered a legacy of the domiciliation of foreign musical instruments
in traditional ensembles. This, in turn, has helped in expanding the
sonic space of Esan musicality. Without contradiction, his finger of
innovation and contribution to Esan minstrelsy remains a musical spring
which contemporary highlife musicians in Esan have continuously
fetched from.
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Abstract
This article seeks to identify and proffer solutions to the problems
confronting the theatre arts teacher training in Nigerian colleges of
education. It also advances the prospects of effective theatre arts
teacher training in the educational sector and the society at large. In
doing these, the researcher adopts the interview, focus group
discussion (FGD) and observation methods to collect data. Given that
many colleges of education in Nigeria offer theatre arts as a course,
the researcher narrows down the scope of the research to Katsina-
Ala and Oju Colleges of Education in Benue State. The major finding
of the study is that, the theatre arts teacher training programme is
confronted with numerous problems which militate against its effective
execution, thereby making the aim of the programme to be almost
defeated. It argues that the theatre arts teacher occupies a central
place in equipping school children with creative and imaginative skills,
which are capable of building their lives through the teaching of drama,
creative arts and music in primary and post primary school levels. It is
in view of this that the study recommends that the government, college
management and lecturers of theatre arts in colleges of education
should show a high sense of commitment in improving the quality of
theatre arts teachers trained at that level of tertiary education.

Keywords: Theatre arts teacher, Nigerian colleges of education,
Learning, NCCE, NUC, Theatre arts

Introduction
In all societies of the world, human beings need to develop and

grow up properly as individuals. This process is only made possible
by education. This is why it is often said that “to educate an individual
is to make such an individual useful to himself or herself as well as to
the society. In educating an individual both formally and informally,

http://dx.doi.org/10.4314/ejotmas.v5i1-2.8
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the teacher is at the centre of the process. This means, in all the
stages or levels of education, the teacher plays unique roles for
learning to take place. However, a teacher’s role may vary among
cultures and places ranging from providing instructions in literacy and
numeracy, craftsmanship or vocational training, the arts, religion,
civics, community roles, or life skills. In formal educational setting, the
teacher imparts knowledge and facilitates students’ learning in schools
or academies.

Teaching in itself is not an easy exercise and as such all efforts
must be put in place to make it result-oriented. This is why many
governments of the world operate teachers’ colleges, which are
generally established to serve and protect the public interest through
certifying, governing and enforcing the standards of practice for the
teaching profession. Also, there are a variety of bodies designed to
instil, preserve and update the knowledge and professional standing
of teachers. All these are done in recognition of the key role education
plays in society and the place of teachers in driving the process.

In Nigeria, colleges of education and universities offering
bachelors degree in education (B.Ed) are saddled with the
responsibility of training teachers in all disciplines. Also, regulatory
bodies such as the National Commission for Colleges of Education
(NCCE), and National Universities Commission (NUC) are responsible
for the laying down of minimum standards for all programmes of teacher
education and accrediting their certificates and other academic awards
at colleges of education and universities respectively. All these schools
and bodies work towards quality assurance and the excellent production
of teachers for the educational sector. While the colleges of education
produce graduates with the Nigerian certificate in education (NCE)
which is the minimum qualification for teaching in the primary and
post-primary school levels, university graduates of education in all
disciplines hold professional degree certificates, which enable them
to teach at all levels of education.

Theatre arts as a discipline has remained one of the basic tools
for exploring and expressing human feelings and predicaments. This
is because, it is a collaborative art form; rich in history and it speaks to
all societies since it mirrors human emotions, morality, and fantasies.
Being a fundamental human activity, it involves people working together
in order to communicate ideas and explore social issues in response
to the various situations affecting them. Hence, it demands discipline
and dedication thereby making it both a delight and a challenge. Given
this circumstance, the theatre arts is a discipline that commands respect
and there is every need to learn and teach it. This is why it is taught in
colleges of education and universities throughout Nigeria.
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The theatre arts teacher education sequence in colleges of
education is dedicated to preparing highly qualified artists/teachers
to meet the challenges of teaching in the primary and post-primary
school levels. As a theatre student teacher, you receive a solid
foundation of basic skills in traditional theatre courses such as acting,
directing, design, theatre history and dramatic literature, choreography
and technical theatre. At the same time, you will follow a course of
instruction specifically focused on teaching at the primary and post-
primary school levels. The theatre arts department mounted in colleges
of education, therefore, enhances the teaching and professional skills
of students. This is because, at that level of education, the teaching
of theatre arts is done in addition to the general preoccupation of
teacher training in the college. This is why these categories of artists
are also professional theatre arts teachers.

Unfortunately, the teaching of theatre arts in Nigerian colleges of
education has overtime encountered different problems in different
places. These problems have hindered the effective teaching and
learning of theatre arts studies, thereby militating against the effective
training of theatre teachers in colleges of education. Most of these
challenges are administratively inclined, making teaching and learning
difficult.  If, therefore, the training of theatre teachers who are expected
to teach drama, music and creative art courses at the primary and
post-primary school levels is faced with problems, all hands must be
on deck to surmount these problems in order to have an effective
theatre teacher training at colleges of education. Given that there are
many colleges of education in Nigeria offering theatre arts as a course
and it will be intractable for the researcher to go round them, this
study sets out to look at the remote and distant problems confronting
theatre teacher training in Katsina-Ala and Oju Colleges of Education
in Benue State with a view to suggesting appropriate measures towards
overcoming the identified problems.

The Concepts of Teaching and Learning
Generally, the concept of teaching can be looked at from different

perspectives. It could be seen as the act, practice, occupation, or
profession of a teacher. According to Fafunwa, teaching is defined
as, “the action of someone who is trying to assist others to reach their
fullest potentials in all aspects of development” (28). On the other
hand, teaching according to Peters can be, “a way of sharing power
or convincing people to value what you value, or explore the world
with you or through you” (15). This is an all-encompassing definition
and can be analyzed as “sharing”, which connotes two people – dividing
phenomenon, which in this case, may be knowledge. This presupposes
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that, both the teacher and learner (student) are contributors to the
ability of knowing things which Peter refers to as “power”. Another
point that can be deduced from this definition is “conviction”. Here, a
teacher’s thought or belief is being imparted through persuasion or
imposition because the teacher wants to ‘sell’ his or her values to the
learners. This is more or less related to science where teachers and
students explore the world through laboratory experiments. This is
also applicable to dramatic arts where creativity can be explored by
the students through the teacher or by joint efforts of both the teacher
and the students. Beck corroborates this postulation by saying that,
“in teaching drama, teachers and students are engaged in collective
enquiry and exploration” (19).

On the other hand, learning according to Farrants is, “the process
where an activity originates or is changed through training procedure
(whether in the laboratory or in the natural environment) as
distinguished from change by factors not attributed to training” (52).
He links learning to a variety of activities such as swimming, dancing,
driving a car, reading and writing as well as the more complex process
of learning to adapt to the society. As well, Fafunwa conceptualises
learning as the “process by which we acquire and retain attitude,
knowledge, understanding, skills and capacity that cannot be attributed
to inherited behavioural patterns or physical growth” (32).
Furthermore, Peters sees learning as “an activity which is deliberately
pursued for the purpose of obtaining information, acquiring greater
understanding or improving a skill” (20). These views suggest that
learning must be engaged consciously and, therefore, it entails
personal effort or will-power. It also implies that such an activity could
be misused or used properly. When learning is properly utilized, it
enables the learners to discover basic ideals in the study and the
learning materials. This is why Peters advocates for the need to direct
learning properly in order to be beneficial. He emphasizes this need
by putting forth his concept of “supervised and guided learning” which
he describes as:

That plan of school procedure whereby each
pupil is so adequately instructed and
directed in method of learning and thinking,
that is daily done and prepared in a
progressive way under condition most
favourable to a hygienic, economic and self-
reliant career of intellectual endeavour. (25)

This definition presupposes that learning does not seek to just prepare
pupils for graduation in colleges or tertiary institutions, but to helps
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them to cope efficiently with problems in this world of intense
competition. In such a situation, superior achievement depends on
initiating clear thoughts and confidence in one’s ability to organise
experience for new adjustments. This kind of learning aims at producing
an individual who is trained to attack problems and to organise his or
her experience into a large controlling concept which will endow him
or her to initiate ideas or to serve or work without or little supervision.
Derivatively, this suggests learning as ability, which needs proper
direction and is consciously engaged in order to develop one’s thinking
and initiative. At times, learning can also be something we come about
unawares, since the process of learning begins from the birth of a
child and continues throughout his/her life time. This is also possible
because learning occurs when a sort of observable behavioural change
has taken place in the life of such an individual which he or she may
not be aware of. Accordingly, teaching can only take place where there
is a learner or else it will be an exercise in futility. The learner must not
only be available but favourably disposed to learning what is being
taught. Teaching and learning entail a process which can only be
achieved through careful and methodological approach.

The Theatre Arts Teacher
In the context of this study, a theatre arts teacher is one who has

acquired a professional educational training in theatre arts in a college
of education or university faculty of education. In which case, he/she
has the requisite skills of theatre and teaching qualification. As such,
the theatre teacher knows how to plan and implement effective theatre
instruction and assessment and provide students with learning
experiences that enhance their knowledge, skills, and appreciation in
theatre arts studies. Also, the theatre teacher understands and applies
skills for creating, utilizing, and/or performing dramatic material.
Furthermore, the theatre teacher must understand and apply skills
for producing and directing theatrical productions. He/she must have
the knowledge of design and technical theatre as well as different
cultures and historical periods. Fundamentally, the theatre arts teacher
must understand and apply skills for responding to, analyzing, and
evaluating theatre as well as the interrelationship between theatre
arts and other disciplines.

Theatre arts teachers assist students in exploring their creativity
and building interpersonal skills via classroom activities and theatre
productions. They utilize instructional methods to create lesson plans,
exercises and other activities to help students in mastering costume
and set design, acting and directing, etc. In the primary and post-
primary schools, theatre teachers have a responsibility of coordinating
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school children for dramatic and theatrical activities in schools. These
could be during end of term/year party, when schools have august
visitors or in dramatic club activities. In this way, school children are
taught how to carry out a performance, be it a dance, mime, drama,
music and the like. Also, they learn art work which can become useful
to them even in the future.

In the tertiary or university level, the theatre arts teacher basically
teaches theatre arts as a course of study. It becomes easier as the
training is focused and emphasis is placed on matching theory with
practice. Here, the theatre arts teacher is basically involved in the
training of prospective theatre artists who can, on graduation, practice
the arts of the theatre. The theatre arts teacher as a matter of fact
occupies a central place in the education of school children and
students at all levels of the educational process especially in the
creative arts. In Nigeria, professional theatre arts teachers are only
produced in colleges of education, hence, theatre arts is not housed
in the faculty of education in any Nigerian university but in the faculty
of arts.

The Prospective Theatre Arts Teacher in Training at Colleges
of Education

The success of any theatre arts training programme is dependent
on the competence of the lecturers assigned to teach courses and
the equipment/facilities available for use. Lecturers teaching theatre
arts in colleges of education should receive training and professional
development at a high level. They should be credentialed in theatre
arts and education. They should have a fair knowledge of the following:

• Performance – acting, stage, TV, film, broadcasting,
puppetry, children’s and youth theatre, musical theatre,
mime, movement, voice, and improvisation;

• Production – theory and practice, directing, playwriting,
dramatic literature, theatre history, criticism, and dramaturgy;

• Theatre Management – arts management, marketing, public
relations, publicity, facility management;

• Technical Design and Construction – costumes, make-up,
sets, props, sound, lighting, and multimedia (Amanda Swann
3). This is the only way the lecturers can match theory with
practice because theatre is performance and everything
that is done in the course of the training is tilted towards
bringing out the practical creativity and imagination of
prospective theatre teachers and artists on stage or screen.
Also, graduates of colleges of education are expected to
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teach at the primary and post-primary school levels. They,
therefore, require total training in the arts of the theatre to
be able to function properly. Jensen captures it more
holistically when he asserts that, “the real driving force
behind dramatic arts is what it does for the emotional,
physical, and cognitive abilities of the student…” (76). If the
prospective theatre teacher in training at college of
education is guided by qualified theatre educators, direct
study and active participation in theatre will offer him or her
unique situations in which he or she will develop and
demonstrate his or her cognitive and affective skills, critical
modes of thought, cultural values and beliefs, and his or
her comprehension of self and others will be better
enhanced.

The Content of Theatre Arts Programme in Nigerian Colleges
of Education

Generally, theatre arts discipline is divided into three major areas,
namely, the managerial/administrative area, the performing area and
the technical area. These aspects feature prominently in all theatres
be they educational, private or government owned. In teaching all
these areas, so many things are put in place. This is why in theatre
training many courses are put in place to capture the three major
areas of the theatre stated above. According to Felix Egwuda-Ugbeda,
“the theatre arts discipline covers a spectrum of programmes such as
history, playwriting, play production, acting, directing, criticism, dramatic
literature, constructions, management, administration, dance, cultural
studies, tourism, communications, aesthetics, costume, make-up,
props, research, children’s programmes, film arts, public relations,
media arts, etc. Each of the above areas is human-oriented as it delves
into human existence, philosophy, psychological state, behaviour and
human attitude” (498).

In Nigerian colleges of education, theatre arts is not studied as a
double major course and on completion of their studies students are
issued the Nigerian certificate in education (NCE) in theatre arts. As a
result, they have to combine Theatre Arts with another course such
as English, French, Christian Religious Studies CRS and the like. This
is partly in view of the fact that theatre arts is not offered as a subject
in the primary and post-primary school level where these graduates
are expected to teach. The curriculum of theatre arts, therefore, is
structured in a manner that students offer courses in theatre and any
other subject which form their core course as well as courses in
education to qualify them to be professional teachers.
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Basically, the curriculum houses the arts of the theatre such as acting,
directing, playwriting and dramaturgy, costume and make-up design
and technical theatre. Also, courses in theatre management, film
production, theatre history, community theatre and children’s theatre
are all built in the curriculum. A student can successfully graduate in
the Department if he passes a total of thirty-three credit units in theatre
arts.  Egwuda-Ugbeda further asserts that “theatre arts is an art and
a discipline, which focuses on human, human resources and human
society (sic). It is a discipline that searches human mind, records human
mind and sees that human beings are moulded into perfect beings. In
other words, theatre builds a cultivated human being. Theatre arts is
a discipline that delves into the society, understands the components
of society and tries to bring society in line with the dictates of nature”
(499). As a result, theatre arts has the propensity of building a robust
society.

Methods of Teaching the Prospective Theatre Arts Teacher at
Katsina-Ala and Oju Colleges of Education

A teaching method comprises the principles and methods used
for instruction to be implemented by teachers to achieve the desired
learning in students. These strategies are determined partly by the
subject matter to be taught and the nature of the learner. For a
particular teaching method to be appropriate and efficient it has to be
in relation with the characteristic of the learner and the type of learning
it is supposed to bring about. This is why Davis cited in Westwood
suggests that “the design and selection of teaching methods must
take into account not only the nature of the subject matter but also
how students learn” (10). At Katsina-Ala and Oju Colleges of Education,
this study has identified three teaching methods, namely, the lecture
method, the theatre workshop method and the excursion/field work
method.

The Lecture Method
The lecture method is considered the primary method of teaching

theatre arts in the two colleges of education. It is a method in which
the lecturer stands before his or her students and delivers a lecture
on what he or she has to teach them. This is achieved mainly by the
power of speech. It is viewed as the most convenient method of
teaching on the side of the lecturer as all he or she needs to do is talk.
This method also makes more sense where one has a larger number
of students in the classroom. While the lecture method gives the
instructor or teacher the opportunity to expose students to unpublished
or not readily available materials, the students play a passive role
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which may hinder learning. On the other hand, while this method
facilitates large-class communication, the lecturer must make constant
and conscious efforts to become aware of students’ problems and
engage the students to give verbal feedback. It could be used to
arouse interest in a subject provided the instructor has effective
communication skills.

Excursion and Field Work Method
The excursion/field method is adopted in the teaching of theatre

arts at Katsina-Ala and Oju Colleges of Education. Basically, excursions
and field work aim at offering students the opportunity to apply
theoretical knowledge, methods and techniques practically in the field.
Although this method is secondary in theatre studies it is beneficial in
the sense that the students get knowledge of current research, meet
professionals in the labour market, develop observation skills, practice
both individual work and team work, experience unfamiliar places, make
new discoveries, get new impressions, perspectives and ideas. This
is seen in the teaching of community theatre at NCE II.

Community theatre is known with many other nomenclatures such
as theatre for development, gorilla theatre, applied theatre, poor
theatre, theatre on the wheels, street theatre and the like. It is theatre
of the people, for the people and by the people. It has conscientization
as its watchword and is carried out in the people’s communities using
their language and cultural indexes. Christopher Idah and Annas
Ashaver of Theatre Arts Department, College of Education Katsina-
Ala and Oju respectively, in separate interviews with the researcher in
2014 and 2015 affirmed that the two Departments make arrangements
in rural communities and take NCE II students there in the first semester
of every academic session for the exercise. In this way, the students
are able to match theory with practice.

Theatre Workshop Method

Theatre workshop is a professionally performing arts teaching
course for students in colleges of education in Nigeria. It strives at:
teaching students and helping them to grow in the fields of drama,
music and dance, creating an artistic atmosphere where creativity is
inculcated in students, fostering and encouraging artistic excellence
yearly. It offers a variety of programmes for students to explore,
imagine, enjoy, dream and most importantly learn. Also, it provides
opportunities for emerging artists to get familiar with the form and
content of theatre as well as acquire and develop skills of mounting
theatrical productions. The emphasis is on teaching the arts of the
theatre and helping students to expand their imagination and creativity
as well as improving their coordination in a controlled environment.
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Theatre workshop is characterised by planning, rehearsal and
presentation of the theatrical work or material to the audience at a
given place by live performers who either use themselves or inanimate
figures such as puppets as the media of presentation under a director.
Every theatrical production is the product of a workshop experience
where all the performers meet to acquire and improve on their skills
by discussing their experiences and embarking on practical exercises
in order to achieve an effective production. This is why Koppett Kate
asserts that to be able to carry out an effective theatre workshop,
“you need to have a background in theatre or a desire to perform ... a
wish to enhance learning and infuse your environment with creativity,
teamwork and effective communication” (xvii).

Theatre workshop method can therefore be described as a
cardinal teaching method that supports students’ creative development
as artists, teachers and audience members by critically engaging them
in the artistic process surrounding theatrical productions. Each unit is
designed with a list of objectives pertinent to the development of the
students. It is a performance-based method with a multi-dimensional
approach. The main objective is to encourage students to learn more
about the world of theatre and they are expected to participate in at
least three (3) theatre workshop ‘practicals’ before graduation.

The Katsina-Ala and Oju Experiences of Theatre Workshop
 It must be established from the outset that the method of carrying out
theatre workshop in the colleges of education under study is the same
with a few differences. Both colleges mainly engage in dramatic activities
in their workshop sessions with full length plays for the final year (NCE
III) students. This is to ensure that all the elements of the theatre are
found in the play and well coordinated to ascertain what the students
have learned in the three years of their NCE training.

For instance, at College of Education, Oju, the departmental board
of studies (DBS) of Theatre Arts Department allocates all courses
meant to be taught for the semester to lecturers. In an interview with
the immediate past Head of Department Annas Ashaver, she asserted
that, “the DBS allocates all the courses for the semester to lecturers
based on their areas of specialization. On the other hand, theatre
workshop as a course is offered once in every session by all students
of the department at each level. As a result, it is given special attention
and its allocation to lecturers is not just based on specialization but
experience and interest”. In another interview with Christopher Idah
the immediate past Examinations Officer of Theatre Arts Department,
College of Education, Katsina-Ala, he asserted that, it is the Head of
Department that allocates courses unlike what obtains at Oju and
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once theatre workshop as a course is allocated to a Lecturer, he sets
out to see to its execution. However, the criteria for allocating workshop
courses are the same.

After the allocation of workshop courses, lecturers handling them
at various levels are expected to meet with their students, introduce
the courses and tell them what they are expected to do. Sequel to this
is the selection of script for the workshop. This is done in line with the
provisions of the department which Abuur Godwin, a lecturer at College
of Education, Oju, noted that, “the department insists that plays
selected for theatre workshop must be on contemporary issues, and
address the problems of the college and host community”. This is in
consonance with Gowon Doki’s assertion that “theatrical performance,
for whatever function it is intended, is conceived within the ambience
of human society and must reflect that society’s beliefs, norms, and
value system” (3). Selection of plays for workshop in Oju and Katsina-
Ala is done by the lecturers handling the courses and the same
conditions apply.

After the play selection process, the lecturers cast the plays and
start rehearsals. Depending on the availability of time, a lecturer might
type-cast the play or decide otherwise where the actors will be worked
on to play and look like the characters they are playing. It is pertinent
to note that the process of casting a play is very crucial as it determines
the success of the production as captured by Jonathan Dorf when he
noted that, “actors are in a sense the face of your production. No
matter how good the script or the set or the lighting, without quality
actors, the audience is unlikely to remember your show fondly. In fact,
it has often been said that casting well is 90 percent of the work of
production. That may not be entirely true but casting well is crucial to
your success” (1).

After the actors are cast for their roles, the rehearsal process
commences. It is worth noting that in every theatre workshop, the
rehearsal stage is the most crucial and  intensive one because, this is
where all the arts of the theatre are taught practically on stage as
students take up their roles either as actors/actresses, costumiers,
make-up artists, lighting and scene designers, dancers, directors, and
even playwrights. In separate interviews with Andera Tse, the Head of
Department of Theatre Arts, College of Education, Katsina-Ala, and
Joy Akuma, a lecturer in the Department of Theatre Arts Department,
Oju, the rehearsal process is divided into five basic segments. The
first segment is reading/play analysis rehearsal. This is followed by
the blocking rehearsal. Third, is the general rehearsal in which actors
rehearse with their scripts. The fourth stage is polishing rehearsal
where the actors drop their scripts; polish their blockings, stage
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business and use required props. Lastly, is the dress and technical
rehearsal in which the activities of the theatrical production team are
harmonized and actors rehearse first with their costumes, sets and
props and second, with lights. This is the point at which all the lecturers
in the department are invited to see, critique and assess the students’
performance. It is the peak of the exercise as students are advised on
their flaws and strengths. This is to enable them open up channels for
improvement in their subsequent productions.

In a focus group discussion (FGD) with selected students of the
Department of Theatre Arts, College of Education, Oju, they admitted
that, “lecturers who teach theatre workshop, most of the time, do not
attend rehearsals and they (the students) are left to themselves.”
This as a matter of fact and most unfortunately too, is the disposition
of some lecturers towards theatre workshop in many institutions. The
outcome of this neglect is that, students are not exposed to the critical
rudiments of the arts of the theatre as they should by their lecturers.
The reverse is, however, the case in Katsina-Ala where students in a
focus group discussion (FGD) with the researcher, affirmed that
lecturers handling workshop courses attend rehearsals and ensure
that students are do not play truancy. This position is also affirmed by
Joshua Jijingi who emerged the best graduating student of the
Department and College of Arts in 2011.

Theatre workshop in Katsina-Ala and Oju Colleges of Education
is multifaceted and aimed at achieving three different purposes:
teaching students the art of play production with acting as the main
pre-occupation, awareness creation in the immediate college
community and beyond, and revenue generation as workshop
productions are box office productions.

Problems of Teaching and Learning Theatre Arts in Katsina-
Ala and Oju Colleges of Education

The teaching and learning of theatre and drama at all levels of
education is beset by a number of challenges. On a general note,
apart from its non-inclusion in the curriculum of primary and post-
primary school systems, it has suffered relegation by management of
tertiary institutions and universities thereby making teaching and
learning difficult for both staff and students of theatre arts studies.
This explains why Joel Adedeji argues that “drama in education
appears not to be a popular subject in the curriculum of the Nigerian
secondary school and teacher training colleges and lack of manpower
and materials for the subject are part of the problems” (77).

Drawing on the foregoing, the fundamental problem of theatre
teacher training in Katsina-Ala and Oju Colleges of Education is lack
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of manpower. The Department of Theatre Arts in the two colleges of
education are grossly understaffed thereby making teaching and
learning extremely difficult. According to Ndyer Teryila, the Dean of
Arts, College of Education, Katsina-Ala, the Department of Theatre
Arts had a total number of three hundred and ninety-four (394)
students in the 2014/2015 session and the staff strength was just
eleven (11) lecturers. Its counterpart at the College of Education, Oju
had a total number of three hundred of fifty-two (352) students in the
2014/2015 session with a staff strength of eleven (11) lecturers as
affirmed by Annas Ashaver. This shortfall in staff is too obtrusive and
no doubt has negatively affected the teaching and learning of theatre
arts studies in these colleges.

Closely following the above is lack of infrastructure (equipment/
facilities). John Onah claims that the College of Education, Oju in
Benue State is without a theatre structure and it relies on a building
which could pass for a multipurpose hall. One, therefore, wonders
how the department thrives with the teaching of theatre and hopes to
graduate professionally sound artists; the teaching of a discipline that
is practical-oriented in such an institution will definitely be imaginary
or utopian in approach (87). On the other hand, the management of
College of Education, Katsina-Ala, has recently built a befitting theatre
for the department which is awaiting furnishing and formal handing
over to the department. Onah further laments that “ironically, however,
a startling state of the theatre discipline, and by extension, profession
in Nigeria, is the pervasive circumstance of the dearth of relevant
infrastructure: theatre structure and its technical accessories such as
lighting facilities and other paraphernalia or apparatuses, required
for its effective teaching and training” (81). This is the situation at
Colleges of Education, Katsina-Ala and Oju as the departments are in
dare need of lecture halls, equipment/facilities such as light equipment,
costumes props and make-up kits for effective teaching and learning
of theatre arts.

Lack of commitment on the part of some lecturers and students
is another challenge. According to Olaniyan Modupe, there are many
problems/challenges being faced by students and teachers in the
teaching and learning of dramatic arts or theatre arts in Nigerian tertiary
institutions. One of such problems is apathy. Many students are
apathetical about studying dramatic arts because people believe,
erroneously though, that drama/theatre is for the never-do-well people
or vagabonds in the society (117). The problem of lack of commitment
degenerates to apathy and is demonstrated in the manner in which
some lecturers and students handle academic work. In fact, many
students do not attend classes. Theatre workshop which is the melting
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point of the teaching and learning of theatre arts is trivialized and
seen as a mere ritual done to fulfil ‘all righteousness’ at the colleges
of education under investigation. This has badly affected the teaching
and learning in these institutions.

Furthermore, inadequate funding and corruption is identified as
a cardinal problem affecting the effective teaching and learning of
theatre arts in Colleges of Education in Katsina-Ala and Oju. In this
regard, Onah notes that “another problem that besets theatre
education and training is corruption and the absence of rectitude in
the issue of accreditation of theatre departments …” (89). Because
theatre workshop and other related practical courses are not
sponsored in Katsina-Ala and Oju Colleges of Education, students
contribute money to fund their productions and many a time, the course
lecturers use such money to enrich themselves to the detriment of the
students. On the other hand, the corruption that takes place during
accreditation of the departments of theatre arts in these colleges of
education is high given their poor staffing, infrastructure and
equipment. This has seriously affected the mentality of students as
well as teaching and learning activities.

 The disruption of academic calendar and lack of time constitute
another plank of the challenges to the teaching and learning of theatre
arts. Because theatre arts is not a double major course, it has to be
combined with another course as specified by the National Commission
for Colleges of Education (NCCE), the regulatory body for Colleges of
Education. As a result, it becomes difficult to carry out the numerous
practical courses in the theatre curriculum thereby making learning
defective. Besides, the numerous strikes faced by the colleges pose
a big threat to teaching and learning. A typical example of this is the
industrial action embarked upon by all the unions in the colleges of
education in 2014/2015 academic session, which lasted for almost
nine (9) months. This is certainly not healthy for the teaching and
learning of all courses.

Solutions
The problems presented above which, are at present, affecting

the teaching and learning of theatre arts in the colleges of education
under study can be solved. However, there has to be a willingness to
solve them by all the stakeholders involved. The problem of lack of
manpower can be effectively solved by employing qualified persons
who have read theatre arts even at the postgraduate level to teach in
the colleges of education. The problem of infrastructure and equipment
can be solved through planning and commitment. The Benue State
government can strategically plan and commit resources to the
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provision of infrastructure and equipment in the colleges of education.
The management of the colleges can commit internally generated
revenue (IGR) to such ventures for enhanced teaching and learning
of theatre arts.

On the problem of commitment of lecturers and students, the
management of the colleges can improve on the welfare of lecturers
by providing incentives in order to boast their morale and motivate
them in doing their work effectively. One way of doing this is to give
special allowances to lecturers who teach theatre workshop courses.
There is the likelihood that once the students see the commitment of
lecturers in ensuring that teaching and learning is given priority, they
will naturally fall in line or face the consequences of their indiscretion.
On the issue of lack of funding and corruption, the colleges should
fund at least theatre workshop courses. This will ameliorate the
sufferings of the students who have to pay for their productions. On
the other hand, the colleges can work towards meeting the
requirements of the department for accreditation in order to avoid
sharp practices to get theatre arts accredited. Heads of theatre
department in the colleges of education should also be prudent in the
management of resources assigned to them.

Furthermore, the National Commission for Colleges of Education
(NCCE) and ministry of education should consider making theatre arts
a double major course in colleges of education. This will expand the
scope of the curriculum and give more room for the execution of
practical courses. Lastly, the government of Benue State should respect
agreements entered into with unions of tertiary institutions. This will
go a long way in restoring the normalcy in the system of education
and also, forestall industrial actions which often paralyze academic
activities in these institutions. In doing this, the academic calendar will
be stabilized for effective teaching and learning.

Prospects of Effective Theatre Teacher Training
It is easy to predict the future of theatre teacher training in Nigerian

colleges of education in the light of the existing realities. It must be
established that, theatre is both natural and indestructible. It is a pristine
art that will continue to manifest itself under the most difficult conditions,
while being regularly deployed for various ends, ranging from sheer
entertainment to political or religious propaganda. One of the prospects
of effective theatre teacher training at colleges of education is building
a strong and viable manpower for primary and post-primary school
systems. NCE holders of Theatre Arts are expected to teach drama,
music and creative arts in the primary and post-primary schools. With
good training, they stand a better chance of providing the needed
manpower in the educational sector.
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Furthermore, an effective theatre teacher training can build a robust
primary and post-primary school system. This is because, the quality
of teachers that will be turned out into the system will revamp the
system through dramatic and theatrical activities carried out in the
schools. These could be in dramatic clubs, end of term or year
celebrations, etc. By effectively packaging dramatic performances,
cultural values and moral lessons can be taught thereby reinvigorating
the primary and post-primary educational system. The theatre teacher
training also has the capability of enhancing students’ speech arts
and self reliance. Theatre arts as a course has a mandatory speech
component that can effectively take care of the needs of oral English,
capable of reforming the deteriorating standard of oral communication
in our schools. At present, the English language, at both oral and
written levels, is in a dismal state, resulting in a dangerous trend of
mutual unintelligibility. A conscientious programme of theatrical
education can effectively reverse this ugly trend in our schools within
a decade, thus improving communication at a wider social level.
Effective theatre teacher training can enhance self reliance of theatre
teachers who can be self employed given the diverse trainings they
have received. Theatre teacher training should, therefore, be
qualitative and resourceful given that it stands a good chance of
facilitating a more viable primary and post-primary educational system
in Nigeria.

Conclusion
Theatre arts plays a major role in reshaping the society and

securing its future in a dynamic way. In the educational sector, theatre
arts enhances learning and interaction among youths and school
children as well as facilitate their self discovery and expression. This
is why the teaching of theatre arts in colleges of education is imperative
since the graduates are expected to take up the training of school
children at pre-primary, primary and post primary school levels in arts
and craft, as well as drama and music. This paper therefore submits
that the department of theatre arts in colleges of education should
liaise with management of their institutions to ensure that the problems
of theatre teacher training are surmounted, especially those
concerning manpower, motivation of lectures and provision of facilities/
equipment.
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Abstract
This article examines the place of the indigenous African flute as an
instrument of communication in dance performance. In doing this, it
attempts to explore the usefulness of flute in encouraging vocational
and entrepreneurial skills among the youth, with a view to creating job
opportunities. Over the decades, scholars and performing arts
practitioners have failed to adequately develop the indigenous musical
aerophone instruments such as the flute, especially for purposes of
communication in contemporary milieus, given the scientific and
technological trends in a globalized world. The study is of the
assumption that, the flute is a key indigenous musical instrument used
in enhancing dance performance in the African context, which has the
capacity of not just creating jobs, but contributing to the socio-economic
progress of the developing areas of Africa, including Nigeria. Employing
descriptive, interview and participant observation methods, the article
argues that more attention should be given to the practice and use of
indigenous musical/dance instruments, especially the flute as a means
of cultural exchanges among indigenous communities as well as the
generation of employment, beyond the primary functions of
edutainment, mobilisation and infotainment within the African context.

Keywords: African flute, Dance, Youth, Indigenous music, Traditional
media of communication

Introduction
It is a truism that music in the African context serves as an edifying

moving force, which propels performance action towards achieving a
specific goal or objective. This, perhaps, explains why Idolo Kofi posits
that “the didactic function of music is effected through logical

http://dx.doi.org/10.4314/ejotmas.v5i1-2.9
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organisation of lyrics and performance practice” (66). He further
asserts that “some lyrics are presented in direct or indirect satire while
other activities in the performance teach both the viewers and the
participant the coded lesson(s)” (66). The manipulation of the African
indigenous flute instrument is in this category. It produces melodious
tunes which, in turn, trigger an exhilarating experience.  There is often
a conceptual confusion about traditional medium of communication.
This is because, at the mention of the term ‘traditional,’ the general
view or notion is that it is something out-dated or primitive. It is
disheartening to note how people are filled with the erroneous belief
and misconception that the African indigenous flute is inferior, archaic
and barbaric. However, the fact remains that “though the indigenous
instruments of communication or the traditional systems of
communication generally, may seem to be so old and different in their
ways and methods from the Western system of communication, they
remain essentially what sustain the information and aesthetic needs
of the rural populace” (Des Wilson in Elo Ibagere 64).

Functionally, the indigenous instrument of communication in
African music and dance performance symbolized by the ‘flute’ teaches
through logical organisation of lyrics and performance practice in a
coded form.  There are coded lessons and information in African music
and dance practice. Unfortunately, this revered instrument of
communication within the African context is relegated to the
background. Therefore, this study posits that due attention should be
given to the practice and use of indigenous musical/dance instruments,
especially the flute as a means of cultural exchange as well as the
generation of employment, beyond the primary functions of
edutainment, mobilisation and infotainment within the African context.
Flute music in dance performance is part of the Nigerian culture and
that of Africa as a whole. Flute has always had its place in the lives of
the people of various ethnic groups in Nigeria. One can actually argue
that flute music has the potential to provide tonic which sooths aching
hearts and troubled minds. For instance, in 1 Samuel 18:10, whenever
King Saul fell into a frenzy, David the son of Jesse was always there to
play some soul-lifting and spirit-rejuvenating, melodious tune from his
harp instrument to ward-off the evil spirit.

On the mystery behind the exhilarating nature of the flute, Samuel
O. Alidu in an interview with the researchers succinctly affirmed that,
flute players normally change the pitch of the sound produced by
opening and closing holes in the body of the instrument in order to
captivate its listener. By implication, it means varying the air pressure
through the holes of the instrument, the flutist can as well change the
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pitch of a note by causing the air in the flute to resonate at a harmonic
level either by closing or opening of the hole(s).

Indeed, in the larger African performative context, dance is usually
done by a community or a group of people for a particular purpose. It
then indicates that both music and its instrumentation have utilitarian
function. The utilitarian outlook suggests that music and dance play
very significant roles, especially in national ceremonies, ritual/religious
ceremonies, child’s naming ceremonies, war situations, national
festivals, etc., and each time one mentions music and dance in Africa,
this revered instrument (that is, flute) among other instruments always
constitute the ensemble. This is because, in selecting any instrument
for music and dance performance in Africa, consideration is usually
given to its melodic, evocative, dramatic and symbolic potentials
(www.africaguide.com).

Theoretical Framework
This paper leans on the hypodermic needle theory (the magic

bullet theory). It is a theory of communication that underscores the
effectiveness of the media as a powerful instrument of communication.
Joseph Wogu asserts that hypodermic needle theory (magic bullet
theory) is one of the earliest theories of mass communication that
empirical researchers developed around 1920s; he stressed further
that, early researchers (mostly psychologists and sociologists)
concluded that the media had enormous power (93).

Major proponents of the theory, including Hegel, Hobbes and
Machiavelli hold that messages communicated via the mass media
would have strong and direct impact on the audience. This implies
that the media of mass communication ‘inject’ messages, beliefs and
information into the audience as a doctor would inject or inoculate
people using hypodermic needle (Wogu 93). Hence, media messages
were seen as the bullets from the barrels of a gun, which launch out
with speed and accomplish the motives of the shooters soon after
they are fired. The basic assumption of the theory according to Baran
and Davis suggests “mass media could influence a large group of
people directly and uniformly by ‘shooting’ or ‘injecting’ them with
appropriate messages designed to trigger a desired response” (25).
Extrapolating from the above, it is worthy of note that the two images
used to express this theory are ‘bullet’ and ‘needle.’ They suggest a
powerful and direct flow of information from media ‘gun’ into the
spectators’ ‘head’ while the hypodermic needle model suggests that
media messages are injected straight to an audience which is
immediately influenced by the message. In other words, it is suggested
that the media could be a dangerous means of communicating ideas
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because the receiver or audience is, to some extent, powerless to
resist the impact of the message.

Extending the aforementioned thought to messages through the
channel of communication symbolized by the flute instrument, we argue
that the flute is capable of having a direct, immediate and powerful
effect on dancers as well as the audience. By implication, the means
of communication symbolized by the traditional flute is capable of
influencing a large group of people with similar frame of reference
directly by ‘shooting’ or injecting them with appropriate messages
designed to trigger a desired response.

African Traditional Aerophone – Flute
In the considered view of the researchers, the classification of African
musical instruments, including aerophone (wind instruments) are the
media, which produce sound as a result of the manipulation of the air
through the oesophagus with the aid of tongue-twisting, making the
air to vibrate in the instrument. In the process, sound is produced as
a result of the vibration of column of air in the mouth through the
instrument.  In the words of Richard Okafor, “the aerophone include
the instruments of the flute family; it can be made from materials with
a natural bore or hole such as bamboo or the tip of a horn or gourd”
(165).  Elo Ibagere submits that “aerophone comprises all the
instruments that have to do with air passing through a pipe and
producing sound” (64). The aerophone instruments depend on the
manipulation of the column of air to produce sound. Some are skilfully
or mainly carved out of wood by the carvers, especially those who are
grounded in the tradition of music-making while others are made from
rubber pipe, especially the type found in the northern parts of Nigeria.
Other types of the flute family are horns and elephant tusks. The
performer makes use of the air and his or her ability to manipulate the
air and the fingers through the open stops as he or she breathes into
it by blowing the air. The vibration of the column of air into the
instrument helps to produce the sound and the melodious tunes. The
flute instruments are of different types: the male and the female,
depending on the production of its sound. The Igbo call it Oja. The
Asaba people call the flute used for the Egwugwu, Ufele and the other
type is called Opi, the Hausa call it Tsarewa while the Igala call it Olili
or Ufele. Figure 1 is an illustration of a typical flute (African traditional
aerophone instrument).
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Figure1

Generally, in creating sounds from the traditionally blown instruments,
the air serves as one of the major components that set up vibrations
in producing musical tones. A series of open stops along the part of
the tube or instrument enables a variety of notes to be produced. By
opening and closing the stops, the vibrating length varies. Some of
the traditional wind instruments produce a single or a few notes such
that they cannot play melodies independently. Examples of these are
the ‘Amade’ in Gboko, Benue State, ‘Ju’ of the Berom people in Plateau
State. However, the number of the stops varies from one type to the
other. In all, the arts of fluting could also act as an entrepreneurial skill
capable of creating employment for the African youths.

Communicative Function of the Flute in Traditional
African Context

Life generally is sustained by communication. The flute is one of
the major instruments of communication in African dance performance.
Messages produced through this medium are in codes which require
people to decode. According to A.M. Jones, “African music is a
language which encodes emotions, aspirations and people’s goals in
autonomous and self-expressive art form (75). Among the Igala of
Kogi State, for instance, the yodelling and sonorous sounds of the
flute can stir one’s spirit to bring out the best in one’s dexterity as a
listener or dancer. In the same way, the flute has a very important
communicative value for religious or funeral rites. The echoing of
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indigenous flute at dawn indicates that, hunters are to assemble from
their various locations for an important hunting expedition. More so,
in some other parts of Nigeria, it has been claimed that, people who
miss their pathways in the forest are helped to trace their way back
home with the language of the flute.

In the same vein, some people consider flute music as something
human, which originated to some extent, for spiritual communication.
There is a widespread belief that each of the spirits inhabiting the
world possesses its own specific sound. Adams Mohammed, a
professional flutist, from Olamaboro Local Government Area of Kogi
State affirmed that, each time one performs to the admiration of one’s
spectators; one gets rightly nicknamed ‘spokesperson of the
ancestors’. This attests to the fact that, one communicates the
message of one’s ancestors through the flute because of the spiritual
undertones. Others term the flutist ‘Egwu’ meaning the ‘masquerade’.
This is because in some parts of Africa, especially in Nigeria, the voice
of the spirit is believed to be heard through the objects that are used
to represent the gods or through musical instruments such as flutes,
drums and horns. This experience, in no small way often puts the
flutists or the dancers in trance-like state. This claim is supported by
Andrew Horn’s assertion that:

Once possessed by the spirit, he is
effectively no longer himself and cannot
be addressed by his accustomed
name. His body and mind have been
occupied by the force and he speaks
with its voice, not his own. In such a
state, he as the spirit can directly
approach the favours information. (184)

The spirit in this context is embedded in the flute. It is capable of
taking both the flutists and the dancers into another level of
performance. This often seems mysterious and impracticable except
one understands the techniques and possesses the skill of displaying
with the instrument. The forces that occupy the player’s mind and
thought is no longer ordinary. The frenzy of the dance practice is an
ingredient capable of influencing both the dancers and the flutists
into an unbelievable spiritual height.

The Art of Fluting in Traditional African Dance Performance
The art of fluting is a skill that X-rays and exposes human rhythmic
sense. Within the ambiance of African musical aesthetics, a flutist is a
rhythmic personality. Ojo-Bakare affirms that rhythm is the underlining
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beat that animates human movements in dance; but on other way
round, the flute rhythm is part of the underlining notation that
underscores as well as triggers the totality of movements in most
African dance practices, including its musical performances. This is
because the flute is capable of dictating the dance-steps and serving
as a tempo-key with the support of other instruments in dance
performance. This, in turn, gives room to the vigorous rhythmic
movement of the dancers. It is a marker that creates the required
mood of the dance. In other words, it is the ‘salt’ of the music among
the African musical instruments that trigger the dancers into the climax
of the performance. For instance, it would be unreasonable to stage
Agbaka dance performance amongst the Igala people of Kogi State
without the accompaniment of the flute. This is because, in Agbaka
dance performance, the flutist dictates the dance steps during
performance. He or she initiates the song with the flute, re-enforces
the mood, and cues the dancer into action vis-à-vis the expected tempo
in the dance movement. An illustration is given below to demonstrate
this popular Agbaka song for the dance steps in a performance:

Flute Tune:   Ode Chaboo

Chorus:         Ode Chaboo

Now listen as the flutist dictates the steps for the dancers through the
flute.

Flute Tune:    me dago dedemi yoyoyoyo, me dago dedemiii yo.

At the hearing of the aforementioned sound from the flutist, the
dancers already know the dance steps to take. There is often a ‘speech
rhythm’ in English language; which could also be noticed in African
flute rhythm. Just as the speech rhythm of a particular ethnic group
could affect their drum rhythm, the speech rhythm of a particular ethnic
group could also affect the flute’s rhythm of the people. This is exactly
what the African flute does. Every ethnic group in Nigeria knows and
identifies with its own musical rhythm. For instance, among the Etsako
people of northern Edo State, Piroli dance is dependent on the flute
likewise the Igbabonelimhin masquerade dance of the Esan people of
the central part of Edo State.

As a matter of fact, the art of fluting is a survival strategy. We
observed in Samuel Alidu’s professional experience that he never
played the flute instrument without some economic values attached.
On several occasions the spectators always appreciated him in kind
and cash. Drawing on this observation, one could say that in Africa,
the skill of fluting has an entrepreneurial element. One can acquire it
either by observation, imitation or by the ability of learners to indicate
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interest in his or her people and culture through music and dance
practices. The flutist can perform either by standing, sitting or
squatting, depending on the position he or she chooses. Only very
skilful flutists perform, communicate as well as dance to the rhythm
during a dance performance. In the African context, the flutist is a
musician in his or her own right. This is because he or she makes
music through his or her flute. In this regard, Okafor opines that “there
are the academics – western-trained – musicians who are trained in
all the rudiments and theories of the art and perhaps, the other people
– gifted, excellent performers – who may not be trained academically
or formally in the art, but whose natural talents release music which
the society accepts (3).

The Condition of the African Traditional Flutist
In view of the low level of patronage of traditional flute playing in

contemporary Nigerian society, it is disheartening to note that the
performance art hardly attracts incentive and social acceptance by
many people. The indigenous flute music art or performance is
appreciated, welcomed and even loved as evidenced by our field
studies in north-central, south-east and south-south Nigeria; ironically,
the same society treats flutists with disdain.  The flutist is considered
or described with such appellations as archaic, loafer, bumpkin, idler,
yobbo, etc., and one who does not move with time. He or she is the
least respected individual in the scheme of things. He or she suffers
humiliation, ignominy and often slighted where important issues that
matter to society are being discussed. Recently, for instance, the
second author was with a professional colleague, relaxing at leisure
‘joint’, when an inspiration came, which made him to dip his hand into
his pocket to bring out his ‘second pen’ (the flute) to play.

In this moment of relaxation, the echo of the flute rented the air,
and then the people who gathered to listen were held in amazement.
They identified immediately with the performers’ table by asking them
to demand whatever drinks from the bartender. However, a man who
seemed to be somehow ill-informed from another area of the community
frowned at his display with the flute. In the man’s opinion, the flute is
connected with evil people and could be used by rainmakers to stop
rain. Although the second author’s experience may not be a common
thing in terms of professional experience but his claim buttresses the
point on the mystery or sacred nature of the flute. In any case, a
majority of the people encouraged the flutist to continue. This scenario
attests to the fact that, in most cases, we do not value or recognize
what we have in our cultural milieus. We rather celebrate western
musical instruments and their musics which are alien to our culture
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and most of them do not add much didactic value to the lives of our
youths, but rather encourage deviant activities.  According to Iyeh,
One of the greatest problems of the third world nations, including
Nigeria, is the loss of their traditions and cultural heritage. This is not
unconnected with the African experience of colonialism…the problem
of not knowing the reasons behind most of our traditions has led to
our throwing them away and replacing them with foreign cultures, which
have trapped us in a web of confusion. (133-134)

It is not an overstatement to say that our cultures and traditions
are unique and capable of contributing to the economic and social
development of our nation. To support this assertion, Iyeh claims further
that Nigeria is a blessed country in terms of natural endowments. It is
a land blessed with cultural heritages. Foreign observers as far back
as the 1940s attested to this fact and expressed great optimism that
Nigeria’s creative arts will outshine other races if given the opportunity
to do so (275).

Recommendation and Conclusion
This article recommends that, traditional media symbolised by

the flute musical instrument of communication should be encouraged
to an appreciable level to mobilise the people, especially at the
grassroots for community development and national consciousness.
Every serious mass-oriented development programme, especially in
rural communities in Africa can hardly succeed without the active
involvement of indigenous bards, minstrels, flutists, and other popular
culture practitioners within the traditional system. Therefore, their
musics and performance tropes should be developed and used to
encourage this kind of orientation. The traditional media or instruments
of communication in Africa serve as sources of cultural, political, health
and enlightenment programmes for the masses. Overtime, this can
lead to self-actualization and national development through the
acquisition of necessary skills. Through songs or theatre
performances, traditional media provide edutainment in the norms
and mores of society. This will in no mean way help in encouraging
cultural exchanges among indigenous communities. Through traditional
instruments of communication, announcement, directives and
instructions could be disseminated to society. Rural populace often
seek information on how they can improve their situations. One of the
best ways to do this is through the use of indigenous language and
instruments they understand to better their lives and the society in
general. This paper also calls for an innovative negotiation of available
scientific and technological knowledge for the improvement in the use
of traditional communication tools, including flutes. The flute should
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also be considered as part of entrepreneurial activity, which could
generate employment among Nigerian youths.
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Abstract
It is already well established that ceramics require the use of equipment
for production. Also well known is the fact that most ceramists in Nigeria
are unable to procure and utilize major equipment for ceramics
production due to the exorbitant prices of imported ceramics studio
equipment and technology on which the country currently depends.
Deploying the descriptive approach, this article describes a successful
attempt to address this problem by fabricating of the grinding chamber
of a ball mill, which is a major component of very important ceramics
studio equipment. In doing this, it practically engages the major
challenge of producing a porcelain ball mill jar in a typical local ceramics
studio/workshop in a developing economy such as Nigeria.

Keywords: Ceramics studio equipment, Ceramics production, Nigeria,
Re-used materials, Ball mill

Introduction
It is a well established fact that the necessity of equipment in

ceramics production cannot be over emphasized. In spite of this, most
ceramists in Nigeria are unable to procure and utilize most of the
equipment. The chief reason for this is that they are usually imported,
hence, very expensive. This dependence on imported technology has
hampered the growth and development of ceramics in the country. To
stem this, researchers such as Ebeigbe and Omem (2010) and Bada
(2010) suggest that rather than depend on imported equipment, local
adaptations of the required tools could be produced to meet the needs
of ceramists in the country if adequately researched.

http://dx.doi.org/10.4314/ejotmas.v5i1-2.10
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The dearth of equipment in ceramic studios and the need for local
interventions by ceramists and potters is not peculiar to Nigeria alone.
Digitalfire.com (2008), affirms this when it stated, “No industrial plant
that mixes its own raw glazes would be without a ball mill. Yet potters
lack them for a couple of reasons: Expense and awareness.” This
implies that it was not just the cost of most ceramic equipment that
prevented their use but also the lack of awareness that some of these
equipment could adapted and fabricated by the studio potter/ceramist.
To lends credence to this it went on to describe in details how to make
a functional ball mill stand that can serve an average ceramics studio
which is quite easy and inexpensive to construct. Other researchers
like Thorsgaard (2004), Ojie and Esosuakpo (2011) and Davis (2014)
have documented their own efforts at producing various functional
and less expensive models of ball mills from materials available within
their local. Ceramists all over the world have been known to have to
fabricate most of the specialized ceramics studio equipment especially
the potters’ wheels, and kilns on their own. However, this is not the
case where it comes to some other studio equipment. This article
documents one of such researches cumulating in the successful
production of a major component of ceramic equipment locally. It
describes the production of the grinding chamber of a ball mill utilizing
re-used materials obtained locally.

What is a Ball Mill?
A ball mill is described by Fournier (1977) as “a machine for

grinding rocks and minerals consisting of a horizontal cylinder made
from, or lined with an abrasion resistant material (for example,
stoneware or porcelain), and of some mechanical means of making it
revolve.” Similarly, Otimeyin (2015) described it as a device which
consists of a cylindrical porcelain container with porcelain balls or
pebbles meant to grind ceramic raw materials while revolving on a
roller.  It is used in diverse fields and industries. According to Scott
(1991), it is used in the field of engineering, “for grinding mineral,
cement, clinkers, et cetera.” In ceramics, Chavarria (1994) notes that
it is “used instead of a pestle and mortar for mixing and grinding
ceramic materials (clay, oxides, glazes, et cetera) in dry or damp state.”
-

From the introduction of this paper, the importance of a ball mill
as a critical equipment needed in the ceramic studio for the production
of glazes for local raw materials has already been established. The
reason for this as Parmelee’s (1973) explains is that “No step in the
preparation of glazes is more important than the operations designed
to give a homogeneous mixture ready for application to the ware.”
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Therefore, it is absolutely necessary to utilize a ball mill, a device
which guarantees this process. One of the major components of the
ball mill is the grinding chamber which is the main focus of the paper.

The Grinding Chamber
The grinding chamber of a ball mill is called the ‘jar’ of the mill.

This is because it is essentially a cylindrical jar of stoneware or
porcelain. King (2002) described it as, cylinders with a capacity of
about 0.5 litres to 2.0 litres which may be larger depending on the
specific needs of the studio. The jar comes with an opening for loading
and off loading, and a clamp for holding the stopper in place. The
opening of the cylinder maybe coaxial with the cylinder or it could be
located at the circumference. The stopper is conventionally made of
the same materials, somewhat thicker than the walls of the jar. If
necessary a plastic lidded jar can be used. This is even preferable as
Cardew (1971) previously noted that it is more convenient as the clamp
arrangement is then much simpler. As well as opening the lid after the
milling session for discharging becomes much easier, whereas
stoneware stoppers sometimes cause trouble by getting stuck tight.

The Major Challenge of Producing a Ball Mill Jar Locally in
Nigeria

In ceramics, stoneware or porcelain is usually the preferred
material of choice for the production of a ball mill jar. This is due to two
major reasons. The first is that much of the grinding that takes place
in a ball mill occurs between the balls and the jar. It is therefore important
that hard abrasive materials durable enough and which enhance the
process such as stoneware and porcelain are used for the grinding
chamber. The other reason is that apart from stoneware and porcelain,
most of the other materials that can be used introduce contamination
directly or indirectly into the milling batch. For small mills typically used
in a regular ceramics studio/workshop, the stoneware or porcelain jar
is usually cast whole and fire to 1270OC and above, the temperature
needed for porcelain to vitrify. The major challenge with this is,
however, that most of the kilns found in most ceramics studios/
workshops in Nigeria cannot fire up to this temperature. This makes it
almost impossible for the ball mill jar to be successfully produced from
porcelain locally.

Addressing the Challenge: An Alternative Process
In view of the foregoing challenge, we seek to proffer a viable

alternative for this process using locally sourced materials in this study.
We hope to do this by means of the technique used in the production
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of the grinding chambers of large scale mills. As Omem (2012)
illustrated, that in larger mills where casting in one piece is
impracticable, the grinding chamber is usually made up of stout cast
iron or sheet-iron cylinder with the inner surface lining made from
hard abrasive materials. These linings are laid in ordinary strong
cement mortar with the joints of the lining kept as small as possible.

Some Materials Used as Linings in Ball Mills
Sequel to the aforementioned process, it would be pertinent to mention
briefly some materials used as inner surface lining of the ball mills.
Abbe (2008) lists them to include: porcelain, and other natural silica
rocks of very fine crystalline texture such as silex (burrstone), chert,
flint, jasper, and rubber or metal.

i. Porcelain: This is a dense, tough structured and very durable
ceramic material suitable for use as the lining for ball mills. It is
usually white in colour. In some cases high alumina porcelain,
which is usually of higher density is used. It is the toughest and
most abrasive-resistant synthetic linings, and is by far more
durable than the normal porcelain. It is especially useful where
jacketed mills for temperature control are required. Since these
bricks are formed in moulds they are usually very regular in
shape, hence the joints between block is minimized therefore
product contamination is drastically reduced.

ii. Burrstone (Silex): This pure flint lining is noted for its toughness
and exceptional durability.  Its naturally rough surface helps to
prevent the charge from slipping thus ensuring a more efficient
grinding action. The only major disadvantage is that the blocks
are usually irregular since they are usually prepared by splitting
and breaking from massive rocks, hence the probability of
contamination of the batch by the cement is increased.

iii. Rubber: This type of lining is used preferably only for wet grinding
operations as dry rubber tends to abrade excessively. Rubber
linings are usually vulcanized to the shell, although it can also be
laid in removable sections. Natural rubber is most generally used
as it seems to be most resistant to abrasion. Synthetic rubber,
like Neoprene or Hycarr, can be used alternatively.

iv. Metal liners: The cylinders of batch type steel ball mills are
usually made of an abrasion resistant alloy steel like chrome
manganese. It is also possible to obtain them in a range of other
metals including chilled iron, manganese, high carbon steel,
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bronze, Monel, et cetera.  The major disadvantage of metal liners
is batch contamination.

Among these materials enumerated above, porcelain lining was opted
for use in this study due to the numerous advantages in the milling of
ceramic materials as already mentioned earlier in this paper.

Constructing the Ball Mill Jar
Consequently, the ball mill jar produced in this undertaking

comprises a cylindrical metal container and a lid with their interior
surfaces lined with porcelain strips as described in the following stages:

i. Constructing the Metal Case for the Jar
An empty refrigerator gas refill cylinder was used to construct
the metal case for the jar. The bottom part of the cylinder was cut
off and a flat metal sheet welded in its place. This reduced the
bulge at the bottom of the cylinder, thus reducing the amount of
mortal needed to provide a flat bed for laying the inner lining for
the base of the jar. This also eliminates the extra weight that
would have resulted.
The top part of the jar was cut off leaving a slightly smaller hole
than the bottom part. The curved surface was flattened with a
mallet after the interior lining had been laid and set. On this
surface, three screw-like protrusions are welded equidistant from
each other. These three protrusions go through corresponding
holes in the lid which is held and fastened to the jar with bolts.

ii. Obtaining and Preparing the Porcelain
The porcelain used in fabricating this jar was obtained from old
and discarded rectangular ceramic sinks (see Fig. 1 below). These
were washed to rid them of dirt before use. Having cleaned the
sinks, a diamond cutting disc driven by a powerful angle grinder
was used to cut them into slices of approximately two (2) inches
in width. These slices were then further cut into long strips of
porcelain bricks as shown in Fig. 2 below.
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Fig. 1: Old Rectangular        Fig. 2: Some Sliced Strips
Ceramic Sinks used                    of Porcelain
Source: Photographs by Valentine I. Omem (2011)

iii. Grinding off the Glaze and Dressing of the Bricks
Normally, rectangular ceramic sinks are glazed but this glaze is
not needed in the inner surface of the ball mill jar. Therefore, the
glaze on the surfaces of the bricks cut out of the sinks had to be
removed. This was done by using diamond cutting disc to grind
off the glaze. In the way, the bricks were given proper dressing in
order to achieve the desired thickness and remove any other
unwanted elements.

iv. Laying of the Mill Linings
At this stage, the porcelain linings having been properly prepared
were laid into their respective positions starting with the base.
These were first cut into shape to form a circle which would fit
into the bottom of the cylinder. A strong mortal mixture of cement,
fine grained sand which had been sieved previously and
W aterseal (a powdery substance usually added to mortal to make
it water proof) was use to hold the bricks in place. This was
carefully applied and used to lay the porcelain lining inside the
cylinder. Care was also taken to ensure that the joints were kept
as small as possible.  See Fig. 3 below.
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Fig. 3: The Jar Showing the Porcelain Lining Within
Source: Photograph by Valentine I. Omem (2011)

vi. Constructing the Lid
The lid of the jar comprises a circular metal pan (obtained from a
discarded ceiling fan). Using a drill, three (3) already existing
holes on the pan were widened to the appropriate size to serve
as holes for the screw-like protrusions on the jar used for
fastening the lid. It was then lined with strips of porcelain thicker
than those used for the sides of the jar cut to fit the shape of the
pan. A circle slightly smaller than the jar opening was mark out
on the bricks lining the lid and the areas around it cut off leaving
behind a protruding part to act like a cork on the lid. In laying the
porcelain lining, caution was taken not to cover the holes already
drilled into the metal pan. This is illustrated in the planar view of
the lid in Fig. 4 below.
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Fig. 4: The Planar View of the Lid
Source: Illustration by Valentine I. Omem (2011)

To help improve the sealing when the lid is fastened to the jar, a rubber
strip was used to line the area around the elevated section on the lid
as indicated in the diagram above.

vii. Finishing
After the jar and its lid had been successfully constructed, it was then
properly finished and painted as shown below in Fig. 5 and 6.

Fig. 5: The Jar and Lid Fig. 6: The Finished
            Grinding Chamber (jar)

Source: Photographs by Valentine I. Omem (2011)
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Conclusion
The objective of this study was to give a detailed description of a

successful fabrication of a functional ball mill jar from locally available
materials and technologies. This article buttresses the fact that most
ceramic studio equipment can be fabricated locally to provide cheaper
alternatives for the rather expensive imported ones. This, to a great
extent, will help to address the problem of equipping ceramics studios
and workshops in Nigeria. Based on the foregoing, the study calls for
further studies this area and indeed other areas of national life in
Nigeria, with a view to reduce the over dependence on imported goods
and technologies.
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Abstract
Since the departure of the colonialists from the Nigerian shores, the
elite have been in control of political powers in Nigeria. The corrupt
tendencies of this select few, which come in various forms, have in no
small measure, primarily been the key factors hampering national
development and creating a gloomy atmosphere of insecurity and
despair. African writers generally, according to Ngugi wa Thiong’o in
Oha (2008), are “sensitive needles” that record the tensions and
conflicts in their ever changing societies. Many African dramatists
especially those that wrote after colonialism, have recorded the
existence of different acts of corruption among the educated elite in
positions of authority. Many Nigerians thought that independence would
bring a state of transformation but the reverse was the case as the
situation has grown perennially worse. It is in view of the above that
this article examines the cankerworm as it is captured in Ola Rotimi’s
Our Husband has Gone Mad Again (1997) with its attendant
implications for national security and development. The paper exposes
how the issue of corruption, among other things, is treated with humour
and disdain in the text and subsequently explicates how corruption
has generally been the bane of Africa’s underdevelopment. It submits
that as the nation undergoes another transition period, there is need
for caution on the part of the populace about the crop of people they
elect as leaders because every citizen has a role to play in the crusade
against corruption in Nigeria, if national security is to be guaranteed

Keywords: Drama, Corruption, Power, Politics, National development
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Introduction
Drama is an imitation of life. Drama is different from other forms

of literature because of its unique characteristics. Although it is read it
is basically composed to be performed. Hence, the ultimate aim of
dramatic composition is for it to be represented on stage before an
audience. This implies that it is a medium of communication. It has a
message to communicate to the audience. It uses actors to
communicate its message. Nwabueze (2011) defines drama as:

A work of art which delineates human life and
activity through the presentation of actions
by means of dialogue between groups of
characters. Though a literary work, drama
is mainly designed to be acted on stage. This
is why it is referred to as the playwright’s
art.

Nwabueze (2011) further clarifies that of the three major genres
of literature, namely, prose, poetry and drama - drama stands on
completely different pedestal because it can communicate without the
spoken word, while the poet and the novelist have nothing but the
spoken word, which is linguistic, to communicate meaning. In these
genres, depiction of character, emotion, action, thought and setting
can only be done through language. The dramatist uses language to
depict realities but he or she is not limited to it. There are also wordless
dramas which are not necessarily mimes but utilize a combination of
gestures, sound effects, movements and rhythm to communicate
meaning.

In the same vein, Iwuchukwu (2008) asserts that drama is
different from other genres of literature. It has the unique
characteristics that have come about in response to its peculiar nature.
Really, it is difficult to separate drama from performance because during
the stage performance of a play, drama makes life experiences palpable
to the audience. It is the most concrete of all the genres of literature.
In drama, the characters or actors talk to themselves and react to
issues according to the demand of the script. Drama occupies a unique
position. It is also the most active of other genres of literature because
of the immediate impact it has on the audience. It can be used to
inform, to educate, to entertain and in most cases to mobilize the
audience.

Dramatists have the ethical responsibilities to use their works to
shape the future of society. They can do this not only by reflecting the
ugly side of society but also by promoting the positive aspects of the
people’s way of life that are worth preserving and emulating   each
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dramatist, therefore, tries from his or her own perspective, to use the
art to enlighten his or her audience on the goodness, imbalances and
shortcomings of society. Apart from their thematic concerns, Iwuchukwu
(2008) notes that each dramatist, in his or her own style of relaying
message(s), tries to highlight his or her cultural background through
the use of myths, legends, music, songs, dances, proverbs, riddles
and other local materials. In this way, dramatists are also regarded as
custodians of moral and cultural values. In mirroring the society, each
dramatist decides on a particular perspective. When a play presents
an idealized vision of the world as a place where everything is beautiful
and orderly, we call it romance. On the other hand, when a play focuses
on the ugly, chaotic and the debased view of life in a ridiculous way we
refer to it as satire. Satire and romance present extreme and sometimes
unrealistic conditions of life. This article focuses on the satirical
implications of Ola Rotimi’s Our Husband has Gone Mad Again (1997),
especially in its treatment of endemic corruption and its effects on
developmental strides in the Nigerian society.  .

In spite of the greatness of Nigeria in terms of its vast resources,
massive population and quantum of personnel and high intellectual
capacity, corruption and its destructive effects have not allowed the
country to develop appreciably with its great potentials.  Oha (2008)
believes that corruption is the act of exploiting the society by taking
undue advantage of political power to accumulate commonwealth as
personal property. Corruption could lead to a tense state of insecurity
in any society. The fundamental issue of corruption has, over the
years, been treated like leprosy. Yet, those who profess the abhorring
of the vice and those who profess to fight the cankerworm, oftentimes
find themselves swimming in the ocean they cast aspersions on.Umaru
(2009) asserts that political corruption is not a recent phenomenon
that pervades the Nigerian  state. Since the creation of modern public
administration in the country, there have been cases of official misuse
of resources for personal enrichment. The rise of public administration
and the discovery of oil and natural gas  are two major events seen to
have led to a litany of ignoble corrupt practices in the country. Over
the years, the country has seen its wealth withered with little to show
in living conditions of the common man.

Characteristically, Oha (2008) reveals that apologists for the
failings of African governments have blamed colonialism for the
pervasive corruption. According to this view, the nation’s colonial history
may have restricted any early influence in an ethical revolution.
Throughout the colonial  period, most Nigerians were stuck in
ignorance and poverty. The trappings of flashy cars, magnificent
houses and success of the colonists, might have influenced the poor
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to see the colonialists as symbols of success and to emulate them in
different political ways.  A view commonly held during the colonial days
was that the colonialists’ property (cars, houses, farms, etc.) were not
“our” property. Thus vandalism and looting of public property was not
seen as a crime against society. This view is what has degenerated
into the more recent disregard for public property and lack of public
trust and concern for public goods as a collective national property.
However, Falusi (2014) argues that corrupt practices in Nigeria
manifest in various forms: bribery, manipulation of political roles, rigging,
financial misappropriation, stealing from public treasury, giving of
nonexistent contracts, among others. One of the most endemic
problems African nations have been faced with since the exit of
colonialism is high level of corruption. African leaders have been
exhibiting all types of corrupt practices that have hampered the
development of African states. There have been underdevelopments
in many African countries due to cases of financial misappropriations
and abuse of power. African writers have, therefore, been recording
with much accuracy the changing tension and political insecurity in
their societies. After the colonial experiences, there was hope of a
new beginning.

There was hope of a greater tomorrow among the new African
leaders after independence. The effect of these corrupt practices
resulted in poverty, unemployment, insecurity, inequality, social decay,
economic crisis, violence and a spate of crimes, instability,
infrastructural decay, gross underdevelopment and borrowing from
the World Bank or the International Monetary Fund (IMF). African
dramatists have however, been writing on the spate of profound and
widespread corruption in their societies and the implications for
development. Some writers have identified different potential causes
of flagrant and penurious grafts of corruption that exist in the country.
Many blame greed and ostentatious lifestyle as a root-cause of
corruption. To some, societies in love with ostentatious lifestyle may
delve into corrupt practices to satisfy the lifestyle and also embrace a
style of public sleaze and lack of decorum.

Joining the struggle and campaign against corruption in Africa,
especially in Nigeria, drama and other literary writings have become
veritable tools. Dramatists expose corrupt practices in the society
through their works. They can also advocate positive changes in the
society through their works. In this way, drama contributes meaningfully
towards political emancipation and social change. The society is made
up of different people; therefore, a playwright has both ethical and
pedagogical responsibilities to his or her society (Adeoti, 2007).
According to Yerima in Bunu (2016), happenings in the social political
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sphere often impose a burden on the dramatist, especially the one
who is conscious of the social responsibility of an artist. The role of
the dramatist was relevant only as much as he or she could contribute
to change within the society. Yerima further affirms that the role of the
writer is to look at problems and attempt to proffer the way out. This is
incumbent on him or her as a storyteller. It is in this connection that
this study explores how corruption is perceived and treated in Ola
Rotimi’s Our Husband has Gone Mad Again and its development
implications.

Ola Rotimi’s Our Husband has Gone Mad Again: A Synopsis
The play begins and ends in Major Lejoka-Brown’s house. Lejoka-
Brown has three wives; two live with him and are well-bred while the
third wife lives in America. The first wife, Mama Rashida, was married
for him by his late father. After the death of his brother in a train accident,
the second wife, Sikira, was married by Major himself in order to win
the women’s votes.  Sikira is the daughter of the president of the
Nigerian Union of Market Women. The third wife, Liza, and Mr. Lejoka
met in Stanley Viller during the Congo War; she was a medical student
when they met. She wedded him in the registry, which indicates that
she is legally married to him.

Lejoka Brown was a soldier before he came back from the the
United States of America (USA) to take care of the cocoa farm which
his father left behind; he later became a politician. At the beginning of
the play, he discusses what led him into politics with his friend Okonkwo
when Polycarp brings a cablegram which was sent to Lejoka by Liza
telling him that she will be coming back to Nigeria. Lejoka feels
disturbed; he wants her to remain there until the election is over. Also
Liza was not aware that he had two wives before marrying her. Lejoka-
Brown thinks there is going to be trouble on her arrival.

Liza arrives as promised and meets Mama Rashidat and Sikira
while Lejoka Brown and Okonkwo have gone to fetch her. She claims
the plane arrived earlier than scheduled; there is a conversation
between Mama Rashida and Sikira before the arrival of Liza. Mama
Rashida asks Sikira to tidy up the house, that the third wife is going to
arrive from America same day. Sikira makes jest of her when they
hear a knock at the door. Alhaji Mustapha comes in and asks of Lejoka
Brown and leaves a message behind. The play ends with Lejoka-
Brown failing to win the elective position and Sikira contesting for the
post instead, claiming that men and women are equal.
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The Play and Corruption
Our Husband has Gone Mad Again is a satirical comedy of the political
terrain of Africa as well as of those who run it.  African politics, the
contest for acceptability of the people is an aggressive one.  Ola Rotimi
being critical of the ills; is out to condemn the corrupt tendencies in
Nigerian society through the vehicle of laughter and mockery. It is a
comic or mild satire because the play characterizes the actions of
some of the characters which tend to make people laugh. Individuals,
institutions and the society as a whole are also ridiculed in it.

In the play, we witness an attack on the ex-military personnel in
Nigeria attempting to go into civilian politics with the same military
mentality. The drama specifically satirizes the political corruption
associated with the Nigerian society; the major object or subject of
attack and derision in the play is Lejoka-Brown. He is an ex-military
officer, a veteran, who believes so much in his military intelligence in
outsmarting everybody. Rotimi makes fun of Lejoka-Brown because
of his ‘military madness’. The playwright lampoons his protagonist’s
idea about politics with military intelligence and sagacity. That is, in
fact, why Lejoka-Brown insists that politics is a source of wealth-making.
In Our Husband has Gone Mad Again, politics is seen as a profession
where one loots public fund, a social transformer and image raiser for
whosoever is involved in it at the expense of the masses and national
security. In the discussion between Lejoka-Brown and Okonkwo, the
former has this to say why he takes to politics:

Lejoka-Brown: are you there?  Politics is the
thing now in Nigeria, you want to be famous?
Politics, you want to chop life? No—no— you
want to chop a big share of the national
cake? Na politics (1997).

From the above, it is very clear that Lejoka-Brown’s motive in
joining politics is not motivated by his sense of patriotism and service
but he sees politics as a means to an end. This informs why he decides
to go any length to secure political power. In view of this, Ola Rotimi
mirrors the political strategies adopted by the political class to
manipulate the electorate and win elections at all cost because of the
material gain expected by this class; to them, politics is an investment,
and not the process of securing power for good governance, national
health and security.

Ejeke (2001) is of the view that Rotimi portrays the corruption of
the Nigerian politician who conceives politics and political offices in
terms of the material gains and social influences they will acquire from
such positions. It is an avenue for political and economic empowerment,
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which will guarantee a lifestyle of affluence arising from the sharing of
the ‘national cake’. The likes of Lejoka-Brown are the political cancers,
which have become the bane of underdevelopment and insecurity in
Africa. This set of politicians refuses to appreciate the fact that the
society is dynamic and would require committed efforts to be able to
cope with the challenges of governance; rather they cling to archaic
ideas, they are certainly myopic, ideologically barren and too ridiculous
to be leaders of the people.

In exposing Lejoka-Brown’s inordinate motive, Ola Rotimi is subtly
indicting the decadent Nigerian political gladiators. By making jest of
Lejoka-Brown, Rotimi is indirectly attacking our greedy, selfish and
pleasure-seeking leaders in the Nigerian society. Lejoka-Brown
speaks:

It is a war; politics is a war ooo. I am taking
no chance at all. Last time I took things slow
and easy and what happened? I lost a bye
election to a small crab (Our Husband has
Gone Mad Again, 1997).

Lejoka-Brown‘s statement above is ridiculous. Yet it goes to show
how crude and ruthless he is. If Lejoka-Brown is taken as a symbolic
representation of Nigerian leaders, it would then mean that the
playwright is critical about the Nigerian leader’s use of brutal force to
achieve political ambition. Also, it is clear that Lejoka-Brown lost in the
last political contest, but this time around, he vows he will not take any
chances and lose the way he lost the previous time. He, therefore,
decides to go any length so as to win at all cost regardless of whose
ox is gored. Lejoka-Brown’s ‘surprise and attack’ campaign strategy
elicits the playwright’s mockery. Although, Lejoka vigorously explains
to his party members the nature of his political strategy, he only
succeeds in dramatizing his hollow mentality. According to Lejoka:
“gentlemen, our election campaign plan must follow a platform of military
strategy known as surprise and attack …” (Our Husband…, 1997).
From Lejoka’s campaign plan, he exposes the fact that he is incredibly
ridiculous. Rotimi portrays him as a man who fails to understand the
difference between a politician and a soldier. It should also be noted
that there is as well a satire on those who run African politics.

Apart from Okonkwo who we know as a lawyer, we only get to
know that there are some other educated elite in the NLP when Lejoka-
Brown berates them saying that he does not impress them because
he had not been educated at America-Toronto and England- Oxford
(Our Husband…, 1997) Lejoka-Brown, the leader had abandoned
his flourishing cocoa business to join politics because the nature of
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our politics is one which easily transforms the political class overnight.
Each time he makes a promise of a better life to Liza he ties it to the
material benefits he expects to accrue to himself once he wins the
forthcoming elections. Madam Ajanaku who insists that the next leader
of NLP should be a female has her daughter, Sikira, in mind as she
makes the point. The playwright, therefore, seems to be saying that
Nigerian politics and indeed African politics is a strange and funny
one, not just because of how it is approached by its participants but
also the calibre of those who are at the soul of it.

It should also be pointed out that the domineering and tyrannical
influence of Lejoka-Brown over his own family, especially his wives, is
also satirized. Lejoka-Brown is so over-bearing in his matrimonial home
such that one begins to imagine what the situation would look like if he
transfers such leadership style to the management of the post he is
contesting for. Arrogation and deployment of absolute power in itself
is corruption. Power corrupts, absolute power corrupts absolutely. This
dictatorial tendencies or power absolutism is on its own a form of
political corruption and Lejoka-Brown is seriously guilty of that. He
acquires women in the play not for the purpose of caring for them but
to boost his personal ego, to feather his nest and for his political
advantage.

In this regard, Anigala (2007) observes that Lejoka-Brown is
presented as a mighty colossus who pervades the political terrain
with domineering force and influence. The woman, on the other hand,
is conceived as a ‘Lilliputian’ who is completely domesticated. Lejoka
Brown is the boss, who must be obeyed and served. He rides on both
political and traditional platforms to wield his absolute power. While he
discusses important issues with Okwonkwo, Sikira, his wife, runs
errands and provides comfort for her lord. Sikira, who must kneel
down while greeting her lord, is regarded as a mere property, a thing
recently acquired by Lejoka-Brown as a wife for political convenience
while mama Rashida has been domiciled by culture.

Thus, both women are subservient, enslaved by the law of
tradition and illiteracy. Ogunyemi (1998) claims that women are made
to provide food and run errands for men, while men on the other hand,
deliberate and formulate policies and attend to the matters of the
state. This set-up remains in place with male dominance prevailing.
Sikira also takes critical look at her position in the house and returns
a harsh verdict on herself – a slave. This verdict is an expression of
the despair and frustration arising from the patronizing attitude of
Lejoka–Brown. She sees herself as a mere possession acquired by
her husband for political expediency. Her frustration is reflective of
the plight of women who are purchased, caged and inhibited from
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political aspiration by a male-dominated society. She speaks, “in this
house? A slave that is what I am. Did he marry me because he loves
me or because of this crazy politics” (Our Husband…, 1997).

Considering the implication of the above statement, Anigala
(2007) believes that, Sikira has no right of her own. Her right has
been stolen by Lejoka–Brown’s high handedness and despotic attitude.
Sikira is, therefore, to live in servitude under the autocratic hands of
her husband. This is the prevailing situation in Lejoka-Brown’s house
where the ‘long rod’ is wielded threateningly by the macho man; whose
word is law. This role can only be discarded, if Sikira rises to a new
level of intellectual consciousness that will set her free from the shackles
of slavery. Thus, she needs a mentor, who will prod her into obtaining
self respect, dignity and independence. These qualities will provide
her with the strength and courage, to be able to ‘stand tall’ in the
presence of Lejoka-Brown.

The foregoing analysis clearly shows the fate women are
subjected to in their matrimonial homes in many parts of Africa,
particularly in Nigeria. Apart from the political advantage which Lejoka-
Brown wants to gain by getting the woman (that is, Sikira), his high
handedness over the women is derided in the drama as an absolute
power, which is tantamount to being a corrupted person. Unravelling
the evil of acquisition of numerous wives to get political advantage,
Ola Rotimi clearly satirises the polygamous system of marriage in
Nigeria by exploring the usual sentiment that easily divides women –
and this is envy and jealousy. This often creates the feeling of
resentment among women. Ola Rotimi dramatizes the incessant
quarrels and arguments between Sikira and her co-wife (rival) Liza
who live a dog and cat’s life, constantly fighting one another. Sikira
and Liza’s relationship is that of fear and mutual suspicion. Sikira fears
that Liza might overshadow her. Sikira thinks that Liza being more
educated than her would make the latter more domineering and
overbearing than herself. She expresses the fears, thus, “will our
husband care for me now that miss world is coming here?” (Our
Husband…, 1997).

When Liza eventually arrives into Lejoka–Brown’s house as his
most educated wife, Sikira picks quarrels with her at the least
provocation. Lejoka-Borwn’s household is in reality a fictional
representation of what actually happens in most polygamous families.
In extending his satire to such a home, Ola Rotimi is indirectly cautioning
prospective polygamists of the consequences of such a marriage form
– especially acquiring them to fulfil a corrupt political advantage.

The play under analysis has revealed the ills endemic in the
political life of a people especially the perpetration of political
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corruption. Politics is life, and human beings being political animals
find themselves inextricably linked to the political discourse of their
generation. Since drama is a mediator of life, political drama has come
to characterize contemporary theatre in modern era and the effect of
satirical works such as Our Husband has Gone Mad Again cannot be
underestimated.  This powerful attribute of drama has been employed
by Ola Rotimi to make constructive commentaries on the happenings
in society in order to effect some positive changes among men, women
and their environment. The dramatist is to arouse the consciousness
of individuals in society, with a view to making them aware of their
responsibilities as members of the society whose duty it is to take
their destinies in their own hands and make the world a better place.
 The play under investigation also saliently speaks to how colonial
administrations created black elite groups to succeed them and
perpetuate their political and economic interests in the post-
independence Africa. This links African drama of the two periods
because neo-colonialism is the result of a historical process of class
formation by colonialism. Central to neo-colonialism, is the formation
of classes or strata within a colony which are closely allied to and
dependent on foreign capital, and which forms the real basis of support
for the regime which succeeds the colonial administration. It is clear
that African elites are imitating the characteristic behaviours of their
colonial masters who have inculcated the act of corruption into them.
African dramatists have responded to this social malaise. They have
recorded in several ways the different manifestations of corruption in
their countries. They have created works of fiction out of their social
and political experiences to decry the very acts of corruption. The
play, Our Husband has Gone Mad Again, examined here has
represented the theme of power corruption and domination in Africa
by revealing the various causes of such ills. It is clear that Lejoka-
Brown is a product of foreign cultures in Africa.

Conclusion
Our Husband has Gone Mad Again is, no doubt, a satirical attack on
the political and domestic corruption in Nigeria. Many Nigerian
playwrights consider it a point of responsibility to comment on and
discuss the issue of the excesses of the political leaders and Ola
Rotimi is no exception. Until his death, Ola Rotimi was an acknowledged
political analyst and a strong advocate of social change. He has
explored cultural, historical, religious and social means of bringing
about the type of change, which places emphasis on the welfare of
the masses. He has used the play to avail his audience of the
knowledge of the past for the reconstruction or social engineering of
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the present and the future. In the process, he frequently denounced
the political elite as being corrupt, exploitative, oppressive and self-
centred. His call for social change has been the subject of discourse
by many emergent dramatists. The play is indeed a satirical drama
blending a critical attitude with humour and wit for the purpose of
improving human institutions or humanity. It holds up a society to ridicule
and shows the foolishness of an idea or custom in an amusing manner
evoking laughter, scorn or contempt.
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Abstract
The need for cultural preservation and cultural identity among nations
has become an important consideration in this age of globalization.
Today, the world has not only become a global village, but a global
bedroom. With the tremendous development of the communication
and information sectors, particular attention has been paid in recent
years to the need for cultural diversity in the media as a way of
preserving and promoting cultures. It is, therefore, imperative for a
people to have some certain characteristic features that can easily
distinguish them from others. There is no doubting the fact that the
mass media is responsible for the dissemination of values, ideas, and
developmental information in many ways and this goes a long way in
elevating cultures and cultural identity. The way and manner the morals
and cultures of the typical Nigerian community is promoted depend
solely on its mass media.  This article, therefore, focused on the
television as a mass medium with a view to examining its role and
effectiveness in promoting Nigerian indigenous culture, as well as its
continued relevance to the preservation and sustenance of Nigeria’s
cultural identity.

Keywords: Television, Cultural preservation, National identity, Global
village, Nigeria

Introduction
Defining culture depends largely on who is offering the definition. Many
scholars have looked at culture from different perspectives and prisms.
Arriving at a single definition of culture is somewhat difficult. This means
you cannot import a fixed definition into any and every context and
expect it to make sense. What you have to do is to identify the discursive
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context itself.  However, we shall look at a few definitions of culture
that may be germane to this discourse, particularly in relation to the
geo-cultural context of Nigeria. Culture is fundamental to human
existence and human civilization, embodying in its dynamism, the totality
of a people’s response to the challenges of life, and living, in a (any)
living environment. Culture offers meaning, purpose and value to the
socio-economic, political and aesthetic ethos of society (Olu Obafemi
37-38). In the same vain, Tade Aina claims that culture is the totality of
the past and ongoing experience, material and ideational of a group,
that is, their whole way of life. Whilst for others, culture refers  to that
sector of human activity concerned with leisure, the arts and crafts,
religion, ceremonies, festivals, customs and valuations (32).

In the Nigerian society, cultures are very important and they are
held in great reverence (Femi Onabajo 93). Eugene Nida posits that
culture is all learned behaviour, which is acquired socially, that is, the
material and non-material traits, which are passed on from one
generation to another (25). Culture is the totality of the way of life
evolved by a people in their attempts to meet the challenges of living
in their environment, which gives order and meaning to their social,
economic, aesthetic and religious norms and modes of organization
thus distinguishing them as a people from their neighbours (H.B.
Harunah 32). It is in this connection that Onabajo argues that:

People and culture cannot be separated.
Culture stands for the aggregate values and
concepts which characterize a community. It
then follows that people who lack culture or
are ignorant of their past experience either
written or unwritten are themselves not in
full existence. Culture is the product of
ecology and is greatly influenced by the
environment. Hence, it encompasses all the
material and non-material expressions of a
people, as well as the processes with which
these expressions are communicated.
These consist of our literature, music, arts,
customs, social institutions and other
intellectual expressions of the society. (94)

In other words, culture refers to the customs, practices,
languages, values and worldviews that define social groups such as
those based on nationality, ethnicity, region or common interests.
Culture is the way of life and the belief system of a particular group of
people at a particular time. Culture is a complex concept that refers to
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the common values, beliefs, social practices, rules, and assumptions
that bind a group of people together (Joseph Dominick 45). People
have always been a product of their cultures and that explains why
they are so attached to it. The issue of culture is so pervasive and
critical in human lives that it has been described as a way of life of the
people. In reality, everything about human life is influenced by its
cultural environment. As human societies continue to expand, they
became more complex and certain trends emerge. Today, culture has
become a veritable means of determining the direction a society should
go if it wants to grow and develop. Different aspects of culture have
been developed to become the determinants of the survival of societies
(Obafemi 9-10).

In an interview with this researcher, the Onogie of Igueben, HRH
Eluojierior Ehizoje I, stressed the importance of culture, saying that
“any people without a culture are doomed.” In essence, to understand
a people’s culture, one must survey the whole gamut of the people’s
way of life. Such characteristics to be considered include the physical
as well as the abstract. In other words, the concept examines the
material and non-material aspects in the people’s way of life. From
the foregoing, it is safe to deduce that culture is an ambiguous aspect
of nature with ambivalent characteristics, that is, both physical and
abstract. While some aspects of culture cannot be pointed at in real
physical terms (such as beliefs), other aspects, such as painting and
carving in which there is the marriage of aesthetics and functionalism,
are actually physical manifestations of culture. Culture performs certain
functions and a brief mention of them would enable us to evaluate
how it affects and influences the television medium. We list these
functions as follows:

1. culture provides a people with a way of looking at reality;
2. culture provides standards of evaluation;
3. it conditions motivations;
4. it is a medium of communication; and
5. it defines the people’s identity.

An examination of these functions of culture would obviously
reveal that they affect television as much as the functions of television
affect culture. The functions of culture above revealed that culture is
a medium of communication, just as it defines the people’s identity. It
can therefore be inferred that television can define the people’s identity
since it is medium of communication. To buttress this position, we may
take a look at the statement of Obafemi Awolowo in 1959 during the
inauguration ofss the first television (TV) station in Nigeria. He stated
that:
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Culture is a symbol of identity. A strong
cultural or national identity can strengthen
the economy and improve standards of living
of the Nigerian people. It can be argued that
lack of cultural synergy made it impossible
for the country to form national cultural
symbols which every citizen of the country
can proudly and voluntarily subscribe to. As
a ‘historical reservoir’, culture is an important
factor in shaping identity. It is the soul of a
people that fosters unity, builds character
and encourages communal harmony and
peace. This, to a very large extent, can go a
long way to mitigate some of the problems
facing the country and help forge a pan-
Nigerian cultural consensus upon which a
national identity can then be built. (180)

The Role of Television in Promoting Culture
TV is a telecommunication system widely used for transmitting and
receiving moving pictures that can be monochrome (black-and-white)
or coloured, with or without accompanying sound over a distance.
The term may also refer specifically to a television set, television
programming, or television transmission. The word is derived from
mixed Latin and Greek roots, meaning ‘far sight’: Greek tele, far, and
Latin vision, sight (Smith Anthony 191). Television as a medium of
communication has contributed to the overall development of Nigeria
in several ways. When any developing country opts for television, it
definitely must be because, among other things, TV has an important
role to play in advancing the process of national development. It has
and is still making a lot of impact on the economic, political, social,
cultural and educational advancement of the nation. It is the most
effective modern means of mass communication now available to
mankind (Emmanuel Akpan 13).

It is essentially an audiovisual medium whose primary aim is to
use the symbols it communicates to influence the task and behaviour
of the people who receive such symbols. It plays the role of
entertaining, educating, informing and impacting knowledge across
the world. It can be used to mass-mobilize people and create awareness
on topical issues of for commercial and non-commercial organizations.
It is in view of this that we argue that TV can be used to revive, preserve
and promote Nigeria’s dying cultural heritage. The enormous powers
usually ascribed to this medium stems from its audiovisual properties,
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which command instant believability (Onabajo 95). This position was
further affirmed by Scott Cowdell when he argued that:

Television can also make or mar the career
of an individual or the image of a society or
nation. Recently, Transparency International
(a non-governmental agency) sponsored a
documentary on Cable News Network (CNN),
which highlighted the despicable state of
corruption in Nigeria. The recordings were
done with very sophisticated equipment and
the entire package was like a typical
espionage. Policemen and custom officials
in Nigeria were seen actually negotiating for
bribes, which ranged from mere pittances to
huge amounts of money. If the documentary
had been a publication in a magazine it would
not have generated the heated reaction it
did. Many people, especially those in
government, would have dismissed it as a
mere fabrication of foreign detractors. But
the audiovisual mode of television compelled
respect and believability more than any other
communication medium. (178-179)

TV uses programmes as tools to repackage and disseminate
(i.e. preserving, promoting and projecting) Nigeria’s rich cultural
heritage in form of dramas, movies, documentaries, animated television
commercials and alternative indigenous educational technology
resources. As the most effective modern means of mass
communication, its effectiveness in aiding development, according to
Onabajo, derives from the following attributes:

(a) television can present things as they really are (realism
achieved through sight and hearing);

(b)  events can be shown as they are happening;

(c) it can address the whole person, since its range of subjects
is both comprehensive and flexible;

(d) it can also address both the literate and the illiterate with
equal success and effectiveness;

(e) it can speak to the individual intimately, but also lends itself
to group reception; and

(f) it has both intellectual and emotional appeal.
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Another positive consequence, according to Cowdell, is that TV
enhances cultural growth and this is through the process of
acculturation. This is best achieved through such characteristics
explained as “indigenizing what is foreign, idealizing what is indigenous
(and) nationalizing what is sectional (176). One should also consider
the fact that television, as a mass medium, affects and influences
many people at the same time, thus showing the vitality of its role in
the society. There is, therefore, no gainsaying the fact that television
is a good tool for inculcation of socio-political and cultural values.
Socio-political and cultural values of any country can be defined,
sharpened and promoted through different programmes. These
programmes can in no small measure help to foster the sense of
brotherhood among the people of different class, creed and sex.
Changing social systems, cultural and political issues are also brought
for discussion and debate and exhibition on cultural exchange and
political reviews are necessary for preservation of cultural values.  The
television also has the ability not only to reflect but also shape opinion,
and to play a part in forming attitudes, which affect morality. The Nigerian
television has not lagged behind in revitalizing the nation’s cultural
heritage and promoting the musical and dramatic talents (Onabajo
95).

Television network programming and satellite transmission have
further ‘compressed’ the world from a global village into a global
bedroom. We may not, therefore, be too far from the truth to conclude
that the relationship between television and culture is unique and vital
to the existence of culture. Culture is the way that a particular people
communicate and the media they use. The popular culture is the media
most widely used in the society. In essence, therefore, it could be
argued that: to know a people’s culture, the media of communication
of the people should be examined (Femi Adeseye 172-173).

On their part, Patrick Williams and Joan Pearce contend that
“culture is the communication system that enables human beings to
act, adapt and transmit survival resources” (ix). As a development
agent, TV has done much and can do more in activating human
intentions and cultural development through serious educational
programmes which matter-of-factly are now regular features of Nigerian
television (Onabajo 95). The media, particularly TV provide information
and entertainment and, at the same time, have persuasive powers
that are capable of effecting radical changes (Francis Voelker 22).
For this reason, the role of television in the promotion of our culture
cannot be overestimated. However, in trying to showcase programmes
that have the ability of promoting Nigeria’s diverse cultures, the unity
of the Nigerian peoples should be taken into consideration. This may
explain why Onabajo advised that:
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In our efforts to promote indigenous culture,
we should accentuate those things that bind
us together as a nation and not those that
tend to dichotomize us into fragmented
states. The TV station must ensure that only
the right virtues are transmitted to the
viewers. For viewers, a station is justified by
the quality of programmes that emanate
there from. People are more interested in
watching plays and drama, which deal directly
with their culture. (95)

Onabajo’s advice is very apt here given the fact that the spread
or acceptance, for instance, of some fads is usually accelerated and
made more universal by television. The dress patterns of most
television stars, especially musicians and artistes are easily copied
by the youth. In Nigeria today, one of the commonest sights is that
teenage girls parade university campuses wearing mono-strap body-
hug outfits while the guys wear baggy trousers that they keep pulling
up as they sway along the streets. These are examples of fads copied
from television programmes. In spite of its enormous role, the TV still
has some challenges. For instance, there are still villages in Nigeria
where owners of TV sets can easily be counted. Oftentimes, watching
television programmes is somewhat difficult in the face of epileptic or
‘blink-blink’ electricity supply. Onabajo also observed that:

The television medium has not been perfect
and needs to guide against telecasting
bizarre culture and social activities. African
culture has been indicated in the past as
being savage and ferocious. It should
therefore ensure that barbaric
entertainments are removed. The presence
of too much Western culture in telecasts
should also be checked, as it could lead to
cultural imperialism rather than cultural
transformation. (95)

Above all, parents should guide their children on the type of
programmes to watch on TV. This is because TV, to a large extent,
can influence the character and lifestyle of our children and youths,
as the spread or acceptance, for instance, of some fads is usually
accelerated and made more universal by it.
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Recommendation
In order for Nigerian culture to be meaningfully promoted by TV, the
culture of a particular ethnic group or region of the country should not
be promoted at the detriment of others. The point being made here is
that the cultures of the regional tripods (Igbo, Hausa, and Yoruba)
and the other ethnicities that make up the Nigerian nation should be
promoted equally. It is, however, worthy of note to state that the Nigerian
Television Authority (NTA) has been trying in this regard. Nigerian
television should put emphasis on those things that bind us together
as a nation and not those that tend to divide us into fragmented states.
NTA and other television channels must ensure that only the right
virtues are transmitted to the viewing Nigerian populace (Onabajo
95).

The federal government of Nigeria (FGN) must be able to garner
the political and economic will power to tackle the problem of electricity
supply across the country. However well-packaged TV programmes
might be, viewers can only watch them when there is regular electricity
supply. Nigerian television managers and operator should ensure that
negative entertainment contents are removed from their programming
while emphasis should be on local content as against Western culture
oriented ones. Nigerian television stations should be more culturally
oriented in their programming and contents. Government should create
enabling environment for the establishment of more television stations
in the country. That education is key to the dissemination of information
and development of any society cannot be over-emphasized.
Education is very vital to every aspect of mass communication. To this
end, government at all levels should encourage formal basic education.
This will enhance television’s primary function of informing, entertaining
and educating.

Conclusion
Since October 31, 1959 when television broadcasting was launched
in Nigeria by the first Western Region premier, Chief Obafemi Awolowo,
it has tried its best to live up to its objective of promoting cultural
awareness throughout the Nigerian federation. It has been performing
its primary function of informing, entertaining and educating the
Nigerian people. However, emphasis should be shifted from the
projection of Western cultures to the promotion of our indigenous
culture. Nigerian television needs to guide against telecasting of
obscene and disgusting lifestyles and social activities. Nigerian culture
detests them. Thus, the future of the television must be seen as very
significant in the overall social, cultural, moral, economic goals of the
nation. According to Onabajo, whatever the pre-occupations of the
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Nigerian television, be they programmes in drama, sports, situation
comedy, tele-film or news, they must continue to promote an integrative
indigenous culture, moral and value system in our search for
nationhood, identity and national prosperity (98).
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Abstract
Highlife is a popular music genre that crept into Nigeria in the nineteenth
century and has since attained permanent recognition among Nigerian
music types. Some scholars have carried out research on Nigerian
popular music and highlife in particular, focusing on its evolution and
classification. This notwithstanding, the number of researches carried
out in highlife is still insignificant in comparison to other areas of music,
even though its place in Nigerian history is incontestable given its
social, political and economic significance during the struggle for
independence and the period of the Nigerian civil war. Although highlife
music is still performed in Nigeria today, several socio-political events
have influenced its practice. The main objective of this article, therefore,
is to discuss highlife, highlighting some events that unfolded in the
socio-political space between 1950 and 2005, with a view to bringing
to the fore, effects of such on highlife music and musicians during the
period under study. In eliciting information, the writer consulted some
existing literature on highlife music, listened to albums of progenitors
of the genre such as Rex Lawson, Victor Uwaifo, Sir Warrior, Nico
Mbarga and others. Findings reveal that socio-political factors, the
emergence of new musical styles such as Afrobeat, Juju, Fuji and
Hip-hop left a long-lasting imprint on the minds of highlife music
enthusiasts, thereby influencing their taste and crave for highlife, and
posing a threat to its already established prominence. This article
recommends that more studies in the area of popular music (especially
highlife) should be undertaken by researchers, and more highlife chairs
should be created in departments of music across Nigerian universities.

Keywords: Nigerian highlife music,

Introduction
Nigeria is a heterogeneous and cosmopolitan country, largely
cultivated and rooted in a rich cross - cultural tradition, identity, and

http://dx.doi.org/10.4314/ejotmas.v5i1-2.13
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multiplicity of ethnic groups and musical cultures that have culminated
in making her one of the most musically diverse nations of the world.
According to Euba (1977), ‘Nigeria is an extensive music area, both in
its geography and the variety of musical types’. However, there is the
challenge of insignificant researches into her popular music and an
in-depth study on the characteristic features, styles, structure, and
some areas of the various styles. This observation has since been
made by Omibiyi (1981) when she notes that it is compulsory for
researchers to ‘broaden their scope of study to include all varieties of
musical styles current in contemporary Nigeria’. In the same vein,
Adegbite (2006) rightly observes that scholarly studies in the area of
Nigerian Popular music have not been given adequate attention. It is
within this background that this paper seeks to discuss some of the
notable events that unfolded in the social and political facets of pre/
post-colonial Nigeria, and the effects of same on Highlife music. Even
in recent times, Ogisi (2010) asserts that not until the early 1980s,
researches into popular music was grossly intangible. Despite the
successes recorded in various areas of music scholarship in Nigeria,
there is still need for researchers to cover more aspects of popular
music that are still deficient in terms of scholarly output. These remarks,
no doubt clamour for rigorous study of Highlife from diverse viewpoints
so as to unravel it essence.

Highlife Music in Nigeria
Highlife is one of the oldest popular music styles in Nigeria. Amidst

its prominence lied mixed reactions in its general acceptability. For
instance, people have viewed highlife as music meant for drunkards
and never – do – wells in society. According to Olatunbosun (2012),
highlife music is very celebrative in nature, sometimes leaving the
imagery of alcohol and nightlife on its listeners. Supporting this view,
Okoafor (2005) elucidates on why it was initially unpopular. He notes
that:

Popular music artistes were influenced by
acculturation, and by the reason of that,
exhibited traits unacceptable to the
indigenous culture, for the fact that drinks,
women, diabolical acts and certain conducts
that leave much to be desired were
associated with the (highlife) guitarists.

           Similarly, Onyeji (2002) believes the pop musician is lowly rated
because of their loose and irresponsible lifestyle. According to him,
the impression is as a result of earlier entrants to pop music not
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acquiring formal education, indulging in questionable moral behaviours
such as drinking, prostitution, drugs and radicalism. Agawu (2003)
also critiques the impressions of viewing highlife musicians as rascals.
However, these divergent views on highlife music and musicians
changed with the clamour for independence in the 1950s, and later
its actualization in 1960.  There is no doubt that the attainment of
independence in 1960 brought about many social and religious
changes that are still palpable till today. Ogisi (2008), rightly notes
that ‘just as the 1950s is significant in Nigerian music, it is even more
so in respect of its history, as the period preceding independence
was characterized by immense social changes some of which impacted
on popular music’. Highlife music at the time was gradually gaining
prominence among the Igbo, and not only did the peculiar style of the
music turn out to be a thing of national significance and acceptance,
it became one of the most famous contemporary musical types that
originated in Nigeria. Worthy of note also, is that highlife music had
existed long before independence, but it was during the period it
achieved national recognition.
            According to Randel (1986), highlife became prominent among
W est African countries in the 1930s, while Emielu (2009) opines that it
became a ‘recognized musical style’ in the 1950s. According to Omojola
(1995) and Roberts in Ogisi (2004), highlife is a generic label which
encapsulates music of various ethnic groups. According to Aluede
(1997), highlife is ‘a hybrid of Western and African musical ideas’.
From a broader point of view, Collins in Aluede (1997) believes ‘highlife
music arose from the merging of traditional African dance music with
foreign influences like sea shanties, regimental band music and
Christian hymns’. In the opinion of Euba (1977:10) ‘classical highlife
orchestra is essentially the same as the Western dance band of the
1950s, except that the Yoruba tension drum is sometimes added…
highlife songs are mostly in Pidgin English; this musical type reached
its peak of popularity in the years preceding and following 1960…’ In
another vein, Ogisi (2004) and Emielu (2009) also believe that the
name was coined from the recreational music of ethnic groups such
as Kokomba, Adaha, gombe, Ashiko, nyomkro, paika, kpanlogo.
Highlife according to Nzewi (1985) is a ‘Nigerian modern entertainment
art’ which does not bear resemblance with any ethnic group, and cannot
be entirely referred to as Nigerian since it is widely performed and has
become a ‘national pop’ music and dance of African countries like
Ghana. This however, may not be entirely true, since recent studies
(Onyeji, 2002; Ogisi, 2004; Emielu, 2009; Matczynski, 2011) have
pointed to the ethnic and regional identities of highlife.
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It can therefore be summarized that highlife is an amalgam of the
popular music form and traditional melodies and rhythms with some
Western musical features. Many scholars who have written on this
area submit that it is one of the most popular musical genres among
the West African region, and its roots and origin can be traced to
Ghana. Although it had existed in other forms, it is believed by some
researchers to have started in Ghana around the 19th century when
the term ‘highlife’ was coined and later came to Nigeria in 1920.  Onyeji
(2002), remarks that: ‘The origin of highlife dates to the late 19th century
on the Fanti Coast when the ports became melting pots of musical
influences including the music of local fishermen and farmers, of
immigrant ethnic groups, of European sailors, black sailors’. Ogisi
(2004) however sees it in a somewhat different way. For him, the origin
of highlife music does not really matter. He affirms that ‘whether highlife
originated from Ghana or it is indigenous to Nigeria, the fact remains
that its roots are in the traditional entertainment music of the various
ethnic groups across southern Nigeria and was deplored as street
dance music beginning in the 1880s at the instance of the carnivals of
the Brazilian/Cuban émigré’. This means highlife had existed in other
forms before the name was coined. According to Olatunbosun (2012),
‘history ties highlife music to slave trade.
         Regardless of what history books say about the origin of highlife
music, some African raw materials for its musical instruments such as
kongoma (thumb piano), bamboo flute, string instruments, drums were
in existence in the traditional African society before expatriate former
slaves from the United States and England brought western music
elements that made up the fusion called highlife music’. Okafor (2005)
further asserts that highlife ‘grew out of the brass band which
transported the themes and rhythms of local music into the urban
dance hall setting’. Highlife has also been identified by Nzewi (1985)
as a ‘truly national music of Nigeria…’ Despite highlife being one of
the earliest popular music styles in West Africa, and it being initially
regarded as popular music meant for the elite, it has in recent times
been placed at the periphery among contemporary music styles.
However, on the contrary, highlife holds a vital place in the country’s
history especially the role it played in the 1950s, during Nigeria’s quest
for independence. Highlife is strongly tied to the musical traditions
and cultures of Nigeria. The social and cultural influences on the music
are the foundations on which some highlife musicians built their music
especially in terms of the structure and text of the songs. Sharing this
view, Matczynski (2011) believes ‘highlife constitutes not a simplification
of traditional music, but rather a creative reorganization and re-
contextualization of tradition’.
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Some Highlife Musicians and their Bands
In the early 1950s, Ghanaian highlife gained enormous popularity in
the eastern region of Nigeria. According to Ekwueme (n.d), the
legendary Ghanaian, Emmanuel Tettey Mensah who is undoubtedly
the most famous highlife musician of the 1950s, ‘was one of the earliest
to make an international impact with highlife’. Similarly, Aluede (1997)
states that ‘a serious innovative work towards proper Africanization of
highlife music was done by E. T. Mensah and his tempos dance band
that toured West Africa in the fifties and sixties’. He frequently visited
eastern Nigeria for musical performances thereby attracting
followership from teeming fans. His band, ‘The Tempo’s which he
started leading in 1947 held several performances in West Africa at
the time, one of the highlights being a performance with the world
renowned trumpeter and jazz player, Louis Armstrong in 1956. Bobby
Benson’s band became the first Nigerian highlife band to hold serious
musical performances in Nigeria. He grew to be one of the most popular
highlife musicians of his time after releasing albums like ‘Taxi Driver’,
‘Gentleman Bobby’, and ‘Nylon Dress’. His contributions to the
development of highlife transcend his albums.
          It is worthy of note that big wigs like Sir Victor Uwaifo and Victor
Olaiya were not only members of his band, they received their training
in the band, culminating in their development into versatile highlife
musicians, and legends of the style. In the view of Omibiyi (1981) this
pedigree of apprenticeship with Bobby Benson gave Victor Olaiya a
boost. Hence, ‘Victor Olaiya was able to play varied highlife rhythms,
and in recognition of his contribution to music in Nigeria, he was
awarded an honorary Doctor of Music in Czechoslovakia’. Jim Lawson
and the Mayor’s Dance Band soon took over and went on to achieve
unprecedented fame in the early 1970s, although it was prematurely
cut short with the death of Lawson in 1976. Highlife musicians like
Nico Mbarga were also making waves. His ‘Sweet Mother’ became a
foremost hit not only in Nigeria but Africa. This is manifested in the
over thirteen million copies that were sold.

Furthermore, as a result of the Nigerian civil war that lasted
between 1967 and 1970, some Igbo musicians left Lagos and returned
to their homeland. This resulted in making highlife music lose its place,
and become less recognized as one of the Nigerian music styles,
especially in western Nigeria. Several highlife enthusiasts now
conceived it to be ‘Igbo music’, rather than Nigerian. Although there
was later a gradual decline on the popularity of highlife among the
Igbos, musicians like Victor Olaiya, Sonny Okosun, Osita Osadebe
and Victor Uwaifo made frantic efforts to sustain the music. Ifionu (1989)
has grouped Nigerian music limiting it to the traditional music of the
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Igbo. Ogunade (1991) also groups highlife into three categories: The
Igbo based, Yoruba based and Igbo based highlife. In this paper, the
discussion of factors that have impacted on highlife is in three periods,
and has been grouped thus: 1950-1970, 1971-1990, and 1991-2005.
The periods were realized as a result of the various socio-economic,
religious and political changes that took place during the time, and
the major impact these changes left on highlife in Nigeria.

The Period, 1950-1970
The era witnessed a tenacious agitation by Nigerians for

independence and self-reliance from the stranglehold of colonial rule.
The colonial government reached a climax of unpopularity among the
Nigerian populace who were willing to explore any mechanism that
could lead to freedom. Music became one of the strongest tools for
fighting European dominance, and became the loudest voice of the
masses. Worthy of note also, is that prior to this era, highlife music
was still striving to gain prominence in Nigeria. This was due to the
fact that the influence of the Christian missionaries was so adverse
that the citizens considered foreign cultures supreme. For instance,
majority of Nigerians wore English attires to work, Church, and parties.
Foreign blues, jazz and hip-hop were commonly heard in homes,
nightclubs and bars. Anything contrary to the above was deemed a
deviation from elitist standards, or a departure from ‘globally’ accepted
practice. But soon as Nigerians’ consciousness awakened, there was
an instant resistance to almost all alienated cultures. There was a
deliberate opposition by many Nigerians to Western music, dressing,
food, and language with a view to entrenching Nigerian cultural values.
Many churches started holding services in local languages rather than
English. Some priests and other ardent believers of the Christian faith
made efforts to translate the Bible into vernacular, while a number of
choirmasters translated the English hymns to the indigenous languages
of were such Churches were domiciled. These events had a towering
influence on the development of highlife at the time, and changed the
face of Nigerian music. There was a seeming shift towards ‘our own’
rather than ‘their own.’

Among other musical genres like fuji, highlife became very popular
in the eastern, southern, western and northern parts of the country.
Cardinal Rex Lawson was one of the central figures of this period. His
music dominated the highlife scene and spanned across ethnic and
language barriers; it enjoyed considerable patronage and received
significant acceptability when and wherever it was performed. Songs
like Sawale and love Adure are still performed till this day. Another
notable name during this era is Bobby Benson. His music was unique
because of his superlative creative ability; he successfully fused
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Caribbean and jazz musical elements with those of Africa. The 1950s
was a period when many musicians who later were to become highlife
greats learnt their trades under the tutelage of masters like Benson
and Lawson. Sir Victor Uwaifo, Roy Chicago, Victor Olaiya are among
those that played alongside Benson. In variance to Fela’s Afrobeat
that often criticized unpopular governments, corrupt practices, and
social injustice, highlife texts are mostly centered on love, and
characterized by eulogies and praises, channeled at deserving
individuals using the Nigerian Pidgin. It communicated to virtually
everybody whether the language was understood or not. Highlife music
in the 1950s was closely linked with the culture and traditions of the
people, blending Nigerian rhythmic patterns with those adapted from
abroad. In the 1960s, guitar highlife bands sprang up from palm-wine
music. Lawson’s band was a major promoter of this style.

The Period, 1971-1990
Following the Nigerian civil war, the period between 1971 and

1990 witnessed an enormous decline in the prominence of highlife
music in some parts of the country especially the west. The emergence
of Fela Anikulapo Kuti, the irrefutable ‘god’ of Afrobeat, and the Juju
style that was growing in popularity at the time took precedence and
signaled the dawn of a new era in the popular music scene in Lagos.
Around this time, big wigs like James Brown, Stevie Wonder and Manu
Dibango visited Fela to hear and examine his approach in the creation
of the new style. Sonny Okosun also introduced a new style he called
Ozzidi which fuses highlife and reggae. His band was also known as
Ozzidi. Apart from English, Sonny Okosun was able to utilize several
indigenous languages in his music including Hausa, Yoruba, Igbo and
Esan. Highlife further declined with the advent of the disco invasion in
some parts of the country, but continued to flourish and serve
therapeutic purposes in the east from where it all began. The civil war
which had adverse effects on Nigerians and left many traumatized,
paved the way for highlife to become a major source of re-habilitation
to the victims of the war, and in the process, gave the assurance of a
better Nigeria to the hopeless. Osita Osadebe was virtually the most
renowned of this era.

He successfully incorporated Igbo musical elements with samba,
waltz and calypso, with commentaries running simultaneously with the
music. Although not as antagonistic like Fela Anikulakpo kuti, he used
the commentaries to convey personal issues that bothered him. His
song Osondi Owendi which was released in 1984 remains one of the
most trending records ever to have come out of Nigeria. Others like
Celestine Ukwu and the Oriental Brothers International also strived to
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sustain the music. The most popular highlife records till date were
recorded around the period. In 1976, Prince Mbarga’s Sweet Mother
sold upwards of thirteen million copies, and won several awards. Half
Cameroonian, Mbarga was greatly influenced by Congolese music.

Nigerian highlife musicians of the period played a dominant role
in the development of Igbo popular music. Together, common features
are evident in their music. With the unambiguous chords of the guitars,
soothing melodies, unconventional harmonies, and steady rhythms,
they formed a distinct hybrid of highlife. Sir Warrior led this revolution
in highlife; his music was void of external influences, yet it was
universally accepted. Before he started highlife, he had become famous
with Ese music. Perhaps, his versatility, evident in his ability of
performing several musical types is responsible for the success he
achieved in creating a new brand of highlife. He is widely considered
as the one who brought about a definitive style to highlife music. He
stylishly combined Igbo vocals with his sublime and dexterous guitar
skills. For the first time, the period marked the beginning of recognition
and acknowledgement by government. The giving of National Awards
to musicians became a normal trend. Sir Victor Uwaifo is one of such
that received national recognition. In 1983, he was appointed a Member
of the Order of the Niger (MON) and a Justice of the Peace. Uwaifo
was again appointed a Commissioner for Arts, Culture, and Tourism in
Edo State between 2001 and 2003. He was invited to visit the
presidential villa a number of times, a privilege he continues to relish.

The Period, 1990 –2005
Some greats of the second period who lived into the 1990s also

thrived and had positive influences on the era. Victor Uwaifo’s Joromi
possibly still stands as the most popular highlife hit of the period. The
political scene in Nigeria also witnessed unrest, with perhaps the most
unpopular government in Nigeria’s history emerging in the period.
The death of Fela Anikulapo Kuti was another major event in the period.
Highlife lost its ground especially in the southern, western and northern
parts of the country. The death of Fela led to the invigoration and
birth of new musical styles. For instance, hip-hop not only began to
take centre stage in the music industry, it has been ingrained as the
most accepted music of contemporary Nigerian youths. Although
Western hip-hop had found its way into Nigeria prior to this time, it
only became very prominent especially among the youths when
Nigerians started practicing it. Many hip-hop musicians like Oladapo
Daniel Oyebanjo (Dbanj), Innocent Idibia (2face), Peter Okoye and
Paul Okoye (Psquare), and Style Plus sprung up during this time and
their music is still growing in fame.
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          The influence of hip-hop on the youths was so adverse because
of the deliberate effort in trying to re-establish the cultures and
practices that were once considered weird and bizarre during the
struggle for independence. The youths now viewed highlife as ‘old-
school’, and a type of music essentially patronized by people upwards
of fifty years. Although musicians like Osayomore Joseph and Adviser
Nowamagbe in Edo State have released albums that criticize corruption,
social injustice and bad leadership, it could not match the popularity
of Fela’s Afrobeat and hip-hop. Perhaps, if their music had taken the
form of hip-hop it would have enjoyed more patronage. Despite these,
highlife still continues to flourish from where it originated. The 1990s
through the early 2000s can best be described as a period when
highlife went back to its roots. Majority of Nigeria’s highlife bands are
from the east, although some musicians in the east have struggled to
keep it alive.

Conclusion and Recommendation
Change is part of human nature and this trait has overlapped

into even culture and indeed musical culture.  Consequently, every
phenomenon all over the world is subject to or at least prone to change
especially in the face of globalization, technological innovations and
societal yearnings. Music itself has been immensely impacted by forces
like globalization and several social, political, religious, economic and
cultural factors. Idolor (2014) asserts that ‘tradition has always been
repeatedly reconstructed… traditional music practices and indeed
almost every aspect of life are not what they were a hundred years
ago’. This is because ‘one can no longer stick rigidly to traditional
musical practices without yielding to forces of modernity’ (Aluede,
2014). In this paper, we discussed the development of highlife, and
underlined some of the events that took place between the period
1950 and 2005, that have influenced its practice and acceptance in
society. It also provides an insight into the musical lives of some
progenitors of Nigerian highlife music, and some of the techniques
employed in their musical performances. One of the chief concerns of
Nigerian music scholars should be to preserve and avert the impending
extinction of the musical styles that are capable of defining Nigeria’s
identity. Although highlife music has been on a steady decline in Nigeria
given some of the factors noted in this paper, it may not yet be in the
category of Nigerian musical typologies facing total extinction. However,
one need not wait for that time since ‘the decline of highlife with all its
potentialities is a sad development in the contemporary music scene’,
(Okafor, 2005).
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Therefore, ‘in this process, preservation of positive cultural
heritage, of some generally accepted traditional elements which
construct cultural identity of a nation is encouraged’ (Idolor, 2014).
Also, Adeola (2001) in Oikelome (2013) affirms that ‘popular music in
Nigeria carries with it a national identity, which portrays it as a music
that is indigenous to Nigeria. The various uses of language, costume
and musical instruments present the very rich Nigerian and social
heritage’. Apart from encouragement that can be offered to highlife
musicians and their bands, music scholars should not relent in
engaging in more active research focusing on different areas of highlife
spanning from its inception to present day, and the publication of
findings from such research endeavour. Furthermore, departments
of music should create chairs for highlife greats. The University of
Port Harcourt already has a chair for the highlife music icon, Cardinal
Rex Jim Lawson occupied by Professor Onyee Nwankpa and another
for one of the founding fathers of Nigerian art music, Ikoli Harcourt
Whyte, occupied by Dr. A. K. Achinivu. Other departments of music
should strive to broaden their research horizons by delving into
researches in the area of highlife and its musicians by establishing
such chairs. This will be a means of preserving the music and
disseminating same to all and sundry.
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Abstract
Internally displaced persons (IDPs) in northeast Nigeria have since
2009 been chased away from their communities and their villages
destroyed as a result of the Boko Haran insurgency. The cultural
heritage of the IDPs has suffered destruction, hence, there is the
need to bring together and document their cultural identity for
preservation, display and interpretation in a museum. The IDP museum
would, therefore, be able to promote and grant access to different
publics, thereby providing congenial platforms for both the IDPs and
the general public to appreciate and identify with traditional motifs,
artefacts, and other iconic cultural materials, which explicate meanings
in the lives of the people.

Keywords: Cultural heritage, Material culture, IDPs, IDP museum,
Insurgency, Boko Haram

Introduction
Cultural factors influence the genesis, lifetime and demise of an

insurgency. Given the circumstance of the internally displaced persons
(IDPs) in northeast Nigeria and the fact that their identity is attached
to their way of life, this article highlights the meanings of culture and
cultural heritage as defined by some scholars and organizations, and
how such effort could be deployed to remediate the dire straits the
IDPs have found themselves. In view of the fact that their present
condition is as a result of the Boko Haram insurgency in the region a
brief account of the term ‘insurgency’ will be given and a description
of the condition of the IDPs would be highlighted. The article will also
define and present guidelines for the establishment of an IDP Museum

http://dx.doi.org/10.4314/ejotmas.v5i1-2.14
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in Borno. In doing this, we will discuss the benefits of such a museum
to the IDP themselves and the communities and then conclude by
highlighting the general issues of IDP and the benefit of documenting
and preserving their cultural heritage.

Culture, Cultural Heritage and Insurgency
One of the major characteristics that distinguish humans from

animals is the ability to think, come up with ideas and creatively
produce things. These human abilities are products of culture; culture,
therefore, stands at the centre of human existence. Having laid this
foundation, it becomes necessary to explicitly define culture. Culture
is generally defined as the way of life of a group of people – the
behaviours, beliefs, values and symbols they accept which are passed
on from generation to generation. Michael Richardson defines culture
as the totality of all that characterises humans, which includes the
tools and objects we create, the structures and institutions we fashion,
the concepts and ideas we develop and the way they take shape as
customs and beliefs (2). Culture is the learned and shared human
models of living; it is mankind’s primary adaptive mechanism (Louise
Damen 367). Every aspect of human existence revolves around
culture; hence, it becomes a key tool for continued existence. It is a
fragile phenomenon that is constantly changing and could be easily
lost (Sunday Ododo 5). So many factors are responsible for this
changes and sometimes culture being completely lost resulting from
culture contact, natural occurrences, technology, modernization,
population size, unforeseen events such as war and insurgency and
so on.

UNESCO defines cultural heritage as the “legacy of physical
artefacts and intangible attributes of a group or society that are
inherited from past generations, maintained in the present and
bestowed for the benefit of future generation.” Cultural heritage is
grouped into two categories – material and non-material cultural
heritage also referred to as tangible and intangible cultural heritage.
The tools and objects humans create (that which the eye can see)such
as pots, farm implements, buildings, clothing, jewelleries and so on
fall under material or tangible cultural heritage while customs, values,
behaviours and beliefs (that which exists in the mind and is invisible to
the human eye) fall under the category of non-material or intangible
cultural heritage.

The Boko Haram insurgency in northeast Nigeria has displaced
and destroyed cultural heritage of the region since 2009. Merriam
Webster Dictionary defines insurgency as “a usually violent attempt
to take control of a government” (Merriam Webster, http://www.merriam-
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webster.com/dictionary/insurgency). Insurgency is an armed rebellion
against a constituted authority such as a national government. These
insurgents have launched several attacks on the entire northeast of
Nigeria, Borno State being the worse hit. These attacks have brought
destruction on lives and properties. In some instances, towns and
villages have been razed down completely. At the time of writing this
article, insurgents have made so many local government areas (LGAs)
in Borno State uninhabitable and have left the inhabitants with no
option than to flee their roots for refuge in the safest available places
in neighbouring states and in some cases in countries such as
Cameroon and Chad with the majority being in Maiduguri, the Borno
State capital. The most commonly applied definition of internally
displaced persons (IDPs) is the one coined by the former UN Secretary-
General’s representative on IDPs, Francis Deng, and used in the
guiding principles on internal displacement. It holds that internally
displaced persons are persons or groups of persons who have been
forced or obliged to flee or leave their homes or places of habitual
residence, in particular as a result of, or in order to avoid the effects
of armed conflict, situations of human rights or natural or human-
made disasters, and who have not crossed an internationally
recognised state border (OCHA 6).These people are referred to as
the internally displaced people (IDPs).

The magnitude of the social phenomenon of IDPs is a daunting
humanitarian challenge (Sudha Rajput 1). The study and the issues
of those internally displaced, remain less understood than the issues
of other displaced populations, such as refugees or asylum seekers,
owing to this ‘internal’ nature of this crisis. Displacement touches and
adversely magnifies a range of issues at multiple levels, individual,
social, economic, legal and political issues (Rajput 3). However, this
article seeks to identify the cultural heritage of IDPs in northeast Nigeria
with a view to documenting and preserving them in a purpose-built
museum for interpretation and education of the general public. The
intention here is that the destruction of their communities does not
eliminate their identity and culture which the museum can interpret for
other people and the communities to appreciate.

This unfortunate event of displacement has affected the lives
and properties of these IDPs because they have completely been
alienated from their culture which is a vital component for their survival.
Culture is made out of whatever we produce in the course of our social
lives to serve different purposes. Houses and homes tell who we are.
They mirror practical needs, comfort and contemporary ways of living
as well as reflect communication, reception and adaption of ideas of
how to live and how to interact in social groups and as individuals.
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The way we build our houses, the way we eat our food, the way we
establish work patterns, practice religion or create art are integrants
of culture. The results of this is the production of cultural evidence
such as pots, tools, clothes, building, etc., which differentiate human
species (Richardson 3). Humans consciously or unconsciously attach
significance to everything they produce. These products are
embedded with layers of intangible attributes which is translated to
everyone that comes in contact with it. For example, a building carries
the identity of who created it, the history of how it was built, when it
was built, the materials used in constructing it, the story about the
people that lived in it, etc. This kind of significance is what provides
the people linked to this building a collective identity. As a result of the
insurgency, the IDPs have lost their cultural evidence – their material
culture which makes them unique as a people.

The displacement of communities has brought about the
discontinuation of artisan activities which promote their culture and
improve their economic status. Many of the people from the displaced
communities were involved in the production of arts and crafts but
because they are now in camps, struggling to survive, their artistic
practices have been halted. Similarly, their food culture has also
suffered heavily because they are now forced to eat what is cooked in
the camps for their sustenance. Their psychological state has changed
as a result of loss of their communities, identity and their present
condition of living.

In view of the dire situations the IDPs have found themselves we
are of the view that they can be creatively engaged to sustain their
livelihoods through the revival and reinvigoration of their cultural
heritage. Artisans will be encouraged to produce handicrafts that will
not only improve their economic condition but also identify and promote
their culture to feel some sense of belonging. Historians and religious
leaders in the respective communities can be contacted to document
the cultural beliefs and narratives of their traditions. These practices
will enable the displaced people to promote their culture which can
also create village craft/craft centres. The camps will become centres
of activities and cultural formation/transformation. New cultures can
emerge. This approach can be used to build up better community of
displaced people and, by extension, to build a better country. In doing
so, the value of the people and their culture are not lost to history and
meaningful ideas can influence future generations. Many lives have
been lost and properties destroyed by the insurgents, however, the
focus will be on the living. They can be able to live a better life by
building objects of cultural value, make music, etc., where such cultural
heritage can be housed in a museum to promote and interpret their
culture for other people to appreciate.
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Modalities for Setting up an IDP Museum
The International Council of Museums defines a museum as:

A non-profit making permanent institution in the service of society and
its development, open to the public, which acquires, conserves,
researches, communicates and exhibits,  the tangible and intangible
heritage of humanity and its environment for the purposes of education,
study and enjoyment.” (ICOM, http://icom.museum/the-vision/museum-
definition).

Museums are treasure houses for the human race; they store
the memories of the world’s peoples, their dreams and their hopes
(Timothy Ambrose and Crispin Paine 6). An IDP museum in Borno will,
therefore, be a welcome development both for the IDPs and the rest
of the community. In setting up a new museum in any community there
are certain criteria to follow. It is important to meet the established
guidelines in order to maintain and sustain the museum for generations
to come. Museums serve their communities in a variety of ways.

Public Trust and Accountability
The museum is a good steward of its resources held in public

trust and should identify the communities it serves and makes
appropriate decisions in how it serves them. Regardless of its immediate
communities it serves, the museum strives to be a good neighbour in
its geographic area; hence, it strives to be inclusive and offers
opportunity for diverse participation. The museum should be committed
to providing the public with physical and intellectual access to the
museum and its resources as well as placing education at the centre
of its role. The museum must also comply with local, state and federal
laws, codes and regulations applicable to its facilities, operations and
administration. The museum should be committed to public
accountability and is transparent in its mission and its operations.

Mission and Planning
The museum should clearly portray understanding of its mission

and communicates why it exists and who benefits as a result of its
efforts. In this regard, the museum should strive to focus its mission
on the cultural heritage of the IDPs in northeast Nigeria. All aspects of
the museum’s operations are integrated and focused on meeting its
mission. The museum’s governing authority and staff thinks and act
strategically to acquire, develop, and allocate resources to advance
the mission of the museum. The museum engages in ongoing and
reflective institutional planning that includes involvement of its
audiences and community. The museum establishes measures of
success and uses them to evaluate and adjust its activities.
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Collection Policy
The museum will organise its collection policy to focus on acquiring

both tangible and intangible cultural heritage of the displaced persons.
Hence, the museum owns, exhibits, or uses collections that are
appropriate to its mission. The museum legally, ethically, and effectively
manages, documents, cares for, and uses the collections. The
museum’s collections-related research is conducted according to
appropriate scholarly standards. The museum strategically plans for
the use and development of its collections. Guided by its mission, the
museum provides public access to its collections while ensuring their
preservation. The people of Borno are generally considered as having
rich cultural heritage. Consequently, some of the areas of collection
acquisition for the IDP museum may include the following:

Shelter: in the context of internal displacement, the Geneva-based
Norwegian Refugee Council (NRC) has explored the concept of “house”
from the perspective of those displaced (Roseline Achieng17), where
the house is seen to symbolize material, cultural, social and economic
dimensions of those displaced. In that respect, the concept of “house”
extends from a mere physical structure to one that includes property
rights, shelter, security and a sense of belonging and identity
(RoselineAchieng17). The shelters of the displaced persons are a
pure product of vernacular architecture. Constructions were done with
strips of wet mud obtained from a mixture of mud, straw and rice husks.
Models of their houses and compounds can be produced with the
help of the artisans for display in the museum. The fact that such
models and history of their houses are displayed in the museum gives
them a sense of belonging and identity.

Textiles: items of textiles in the form of woven fabrics, tie and dye as
well as embroidery are popular among the communities. Many types
and designs of caps are made by the people from the displaced
communities. This is a thriving economic venture for the people which
the museum can also promote through the establishment of a craft
village within its confines.

Pottery and Ceramics: pottery and ceramic wares are popular among
many of the communities. Bama, which is one of the most affected
communities, is famous for the production of pottery with an
established pottery factory. Similar factory can be replicated in the
museum for the communities to appreciate and tangentially benefit
from.

Fibre Crafts: items of fibre crafts include locally produced mats, fans,
trays (fai-fai), storage containers, baskets, etc. This is an area that is
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also rich among the communities which the museum can used to
display and promote the culture of the people.

Metal Works: many of the communities are known for the production
of iron implements for farming and other activities. Many kinds of
jewellery are also made by smiths using gold, silver, bronze and other
forms of metal. Many of the items can be acquired by the museum as
part of its collection for the purpose of display and interpretation.

Wood Works: items many IDPs make from wood include mortar and
pestle, stools, slates, handles for tools such as hoes, diggers and
knives.

Calabash Decorations: They have very unique styles of decorating
their calabashes which mostly serve domestic and decorative
purposes.

Leather Works: They produce shoes, bags, wallets, water bottles,
etc., from animals’ hides and skin.

Intangible Cultural Works: The IDPs have rich music, oral traditions
and other cultural representations that require documentation and
interpretation in the museum. These aspects of their culture will display
the richness of their heritage and identity.

Education and Interpretation
This is an important function of a museum through which it

reaches out to its audience. The museum clearly states its overall
educational goals, philosophy, and messages, and demonstrates that
its activities are in alignment with them. The museum understands the
characteristics and needs of its existing and potential audiences and
uses this understanding to inform its interpretation. The museum’s
interpretive content is based on appropriate research. Museums
conducting primary research do so according to scholarly standards.
It uses techniques, technologies, and methods appropriate to its
educational goals, content, audiences and resources. The museum
presents accurate and appropriate content for each of its audiences
and demonstrates consistent high quality in its interpretive activities.
It should assess the effectiveness of its interpretive activities and use
those results to plan and improve its activities.

Financial Stability
The museum legally, ethically and responsibly acquires, manages

and allocates its financial resources in a way that advances its mission.
The museum operates in a fiscally responsible manner that promotes
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its long-term sustainability. It is, therefore, important for the museum
to have reliable sources of funding in order not to stagnate its activities.

Building
The museum should have a befitting structure to house its

collections. The museum allocates its space and uses its facilities to
meet the needs of the collections, audience and staff. The museum
should have appropriate measures to ensure the safety and security
of people, its collections and/or objects, and the facilities it owns or
uses. There must be effective programme for the care and long-term
maintenance of its facilities. It should keep the building clean and
well-maintained and provide for the visitors’ needs. The museum must
take appropriate measures to protect itself against potential risk and
loss.

Identify Purpose, Needs and Resources
The museum’s success depends on a solid vision, a clear

purpose, adequate resources and community engagement. It is
important to engage the community and discuss with the leaders in
order to get their support and approval. The museum should not have
the same mission with another museum.

Establishing and Sustaining the Museum
Generally, museums are non-profit making institutions. Hence,

the appropriate legal guidelines should be followed. Once the museum
legally exists, one needs to understand the day-to-day operations of
a museum, everything from caring for collections to hiring staff and
keeping the museum financially viable. The appropriate museum
regulating bodies and associations should be contacted for the
museum to become a part of the larger field-wide cause and can gain
access to a wealth of resources that will help the museum succeed.
The National Commission for Museums and Monuments (NCMM) will
be of immense help as well as the Museums Association of Nigeria
(MAN) and the International Council of Museums (ICOM).

How can the Museum Preserve Cultural Heritage in the Face
of Insurgency?

Acquisition of objects in a situation as this will be by calling on
indigenes of the affected areas to donate their personal cultural
materials. An archaeological excavation in these areas will also be
fruitful in producing material evidence of the people. Surviving artisans
can also be commissioned to produce replicas. Some items can also
be purchased from local markets. For the non-material culture, that
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is, the intangible, the museum can organise cultural programmes,
events and activities such as durbars, cooking competitions that
features local cuisines, traditional dance festivals, etc. Besides, the
elderly should be encouraged to instil those beliefs, customs, norms
and practices on the younger ones. Museums provide a range of
benefits for the locations in which they are established. These include:

1. serving as the custodian of cultural heritage, thereby helping
in its conservation and preservation.

2. serving as a place of collective memory for the community;
3. bringing to limelight the culture and history of minority

groups;
4. providing job opportunities for the people who can serve as

tour guides;
5. serve as centre for learning for both formal and informal

education through direct contact with the objects as well as
through learning of crafts;

6. museums develop a sense of identity and fosters unity
among people;

7. museums play a vital role in revenue generation in the
following ways:

• the museum attracts tourists, thereby generating revenue
for the community it is located through hotels, transports,
markets, restaurants, etc. Jobs can also be created through
such spending; their spaces such as halls can be rented
for events for a fee; tourists’ attractions play a vital role in
encouraging foreign investors to establish industries in an
area. This goes a long way in revenue as well as job
creations.

Conclusion
The museum being an eleemosynary institution has become

unpopular in Africa and has suffered extremely low patronage. A lot of
work needs to be done in the area of enlightenment. The public needs
to be aware of its significance and the role it plays in improving the
quality of lives of the public it serves.  For it to function properly, it
needs strong support of the government. Apart from its cultural and
socio-economic benefits, a museum of this nature goes a long way in
returning normalcy. As a matter of fact, Borno State has since 2009
when the insurgency began, witnessed a remarkable exodus of IDPs.
Establishing an IDP museum will not only attract tourists but will also
encourage those that fled the state to return. In the face of the current
economic crisis, Nigeria as a country needs to look the way of tourism
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as a revenue generator. Rwanda has generated a huge sum of
revenue by harnessing their heritage both natural and cultural. This
will ease the pressure put on crude oil that has recently witnessed a
decline in its price.
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Abstract
This article embarks on a re-reading of Wole Soyinka’s A Dance of
the Forests in order to determine the relevance of the play to the
twenty-first century Nigerian cum African society. The re-reading is
cast in a postmodern conceptualization because it attempts a
deconstructive reading procedure, which reassesses and subverts
earlier significations imputed to the text by previous readers, the author
and characters in the text itself. It affirms that, to the 21st century reader,
the play is a paradox of dramatic representation which integrates
antinomies that are antithetical to progress with a shallow but
conceivable salutary vision to the twenty-first century African society.

Keywords: Twenty-first century African society, A Dance of the Forests,
Antinomies, Post-modernity

Introduction
The narrative and rhetorical strategies in A Dance of the Forests are
such that the popular view of history, and of social and political
progress, is subverted to justify the failure of vision and lack of
cohesion in the society; and they suggest the need for new myths
(and metaphors) for societal rejuvenation and progress. From these
demythologizing perspectives, the play impresses one as a narrative
of liberation in this era of technological revolution and late capitalism.
The artistic contributions in the play therefore are timeless.

This discovery places one in a position to argue that narrative
knowledge is salutary and that it leads to progress and subsequently
to technological power. This is a view J.F Lyotard similarly articulates
in his book, The Postmodern Condition: A Report on Knowledge, when
he argues that what legitimizes social institutions is narrative knowledge
not scientific knowledge (1-3). Frank Mowah rightly affirms that: it is
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… narratives (like myths, legends, stories, songs, etc.) that define for
cultural institutions, the experiences and actions, and what is
transmitted from the set rules that constitute … social bond. He further
asserts that:

… narrative knowledge derives its potency
from the fact that it can clarify itself without
recourse to argumentation and proof. But
since science which is the epic of the age of
technology … needs legitimacy, it has to fall
back on narrative knowledge as an
instrument for that legitimacy [my emphasis].
(11)

The way A Dance of the Forests embarks and achieves its
narrative of liberation is that it demythologizes old myths of progress
by presenting certain antinomies in such a way as to make readers
see how these myths have failed. The antinomies shatter the false
image of oneness and progress and present fragmented (or distorted)
views through which we can reconstruct new community and identity.
The dramatic medium becomes very appropriate for a political
discourse because by the nature of drama, which embodies action,
dialogue and characters, fragmentation (an essential tool of drama)
is an inherent aesthetic and structural device, which is politically
significant. The depth of the play’s fragmentations can be seen in the
character’s presentation of ideas and in the author’s use of rituals,
myths, flashbacks, parody, songs, dances, imagery and symbols as
synchronic elements in the artistic portrayal of society.

The Antinomies of Progress in A Dance of the Forests
By ‘antinomies’, we simply mean antithetical conceptualizations,

negative, sceptical, or contradicting views of human progress
presented through the various criticisms of society in the play. These
antinomies deconstruct the false notion of conceptualizing a change
in an epoch, such as the play’s ‘gathering of the tribes’, as progress
specifically as Adenebi implies it:

…I remember what I said, what we promised
to do. An occasion such as the gathering of
the tribes - a great thing … [my emphasis].
It would happen only once in several
lifetimes… only once in centuries of history.
It is a whole historical epoch in itself. We
resolve to carve a totem that would reach to
the sky. (Collected Plays I, 30)
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Adenebi further says that: “I should have thought that something
more in keeping with our progress would be more appropriate” [my
emphasis] (31); and he expresses his disappointment with the calibre
of guests the gods sent to the human community’s seeming landmark
achievement. The ‘totem’ in Adenebì s speech is the symbol of the
image of oneness, progress and achievement. The idea of the
gathering of the tribes suggests that. This image is displaced and it
becomes defective through the portrayal of varying shattering and
distorting images of despair, occasioned by the historic event. The
image of landmark achievement therefore can be identified as the
play’s central informing metaphor (the transcendental signified), which
pervades the entire text. The images of despair suggest a progress
which is absent - the other - and which renders the epochal
development in the text to be an ‘unreal’ and ‘a false sense’ of progress.
The images of despair are signifiers, which introduce complications in
the text, fragment the structural vision and enable us to see through
the play’s mythological framework a lot of social problems, which
recourse to mythology has engendered, and which have actually made
progress elusive. In the play, despair is palpably a dominant mood; it
is also the contradicting and displacing signifier, which leads to other
signifiers.The first instance of despair is occasioned by the choice of
the Dead Man and Woman sent by the deities to celebrate with the
humans. What the human community actually wanted, in Adenebi’s
words, were “the descendants of  [their] great forbears”, “the scattered
sons of proud ancestors”, “builders of empires”, “descendants of …
great nobility” (31) to help mark the historic event, but the deities
chose for them, as the old man (Demoke’s father) puts it, “slaves and
lackeys” (31).

The two guests (the Dead Man and Woman) of the play are
described by Aroni (one of the deities) as “two spirits of the restless
dead” (5) who have been victims of terrible treachery in their previous
lives. They “were linked in violence and blood” (5) in their former lives
with four of the human characters: Rola, Demoke, Adenebi and
Agboreko – three of whom are the protagonists of the play. The
presence of the guests helps to establish guilt in the consciences of
the protagonists and the rest. This explains the psychological and
physical rejection of the guests by the humans in the latter’s hostile
reception of the former. The disappointment of the human community
and the subsequent violent rejection of the guests advance the
dramatic plot, which rises to a schizophrenic peak when the stage
direction informs: “[Sounds of bells, shouts and gunshots, from afar.
[And]…Dead Man Listens”. To the Dead Man, “That is hardly the sound
of welcome” (8). The following conversation further reveals the tension
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and restlessness of the humans who desperately drive away their
guests.

Adenebi: I heard all the commotion. And I met one of your men
who said you were hunting some shady characters.

Old Man: And so we are.

Old Man: Look here, we haven’t got nets or cages, so you can
see we are not really trying to capture them. If we can
drive them away from here, it will be sufficient. [To the
Councilor.] tell the men to scatter… I cannot hear them.
They must make a lot of noise. (28-9)

The old man suddenly  thinks he has found a solution, and orders
an “old decrepit [monster] wagon”, christened the “Chimney of Ereko”
which has been “put off the road” (29), to do the job. According to the
Old Man: “… the Chimney ought to do it. When that monster travels at
anything over two miles per hour you can’t see the world for smoke or
smell a latrine for petrol fumes. If any ghost can survive it, then there
is no power that can help me” (30). The complications in the play are
further extended with the revelation that Demoke (one of the
protagonists) killed his apprentice carver, Oremole, during the carving
of the totem. The dead guests reveal this to the other protagonists,
and Demoke admits:

Dead Man: It is death you reek of. Now I know what the smell is.

Demoke: I did … I asked you, did he accuse me?

Dead Woman: I said the living would save me. What fingers are
those whom I begged to let down my child gently?
What have you thought to push me further down the
pit? [Goes]

Dead Man: May you be cursed again. May you be cursed
again[Goes]

Demoke: I pushed him. I pushed him down

Rola: Why?
Demoke: … The one, who did not fall from the tree, apprentice

to my craft, till I plunged him into hell. (25-6)

We find therefore that at the centre of the play’s celebrative mood
is an underlying view of discord, disunity, animosity, sterility and
anarchy. This undercurrent of chaos and discord is, for instance, given
dramatic representation by the sustained conflict between the two
deities, Eshuoro and Ogun. Oremole’s guiding deity, Eshuoro, who
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has been wronged in many other ways due to the events, demands
vengeance and justice, and Demoke’s patron god, Ogun, vows to
protect him. Demoke confesses to Obaneji that envy was the motive
of his murderous act:

Obaneji: Hatred, Pride. Blindness. Envy. Was it Envy?

Demoke: Envy, but not from prowess of his adze.
The world knew of Demoke, son and son to carvers
Master of wood, shaper of iron, servant to Ogun
Slave, alas to height and the tapered end
Of the silk–cotton tree, Oremole
My bonded man, whetted the blades
Lit the fire to forge Demoke’s tools
Strong he was … [my emphasis]. (26)

The emphasized words and many other details about Oremole in
Demoke’s long speech, reveal that the former was a promising,
intelligent, creative, skillful, and youthful member of the community
killed in his prime. The carver’s murderous act is sacrilegious even
when we try to believe otherwise that the killing was a necessary
sacrifice to the gods for their task to be completed as Aroni’s words
imply: “Demoke pushed a hand and plucked him down… the final link
was complete – the dance could proceed” (5).

The murder signifies the barbarism and cannibalism, which have
plagued the African society and which have also been the hallmark of
the competitive, capitalist modern civilization. The cause of such
barbarism and cannibalism is the will to annihilate others who stand
on the way of our drive to satisfy our pleasure instincts, which produce
in the first place social competition. All societies (past and present,
traditional and modern) have been basically propelled by the same
ego motive. The irony in the play stems from the ambiguity that,
repressions which have been the cause of civilization are also the
bane of it. In fact, in the play, the murder is Demoke’s present sin for
which with his past one, he is led into the forest – a metaphor, in the
play, for the abode of the gods and spirits – for trial and expiation.

We reiterate that the “totem” and the festival of the “gathering of
the tribes” represent a false sense of progress – a false image of
unity or oneness – because of the numerous underlying images of
despondency and anarchy in the social structure. The images of false
achievement and those of despair are signifiers which produce other
signifiers – metaphors which introduce other metaphors - creating a
complex interplay of significations. The despair creates in us an
awareness of substitutes - the unattained ideals lacking in the society
and resulting in social sterility and decay. These substitutes, the absent
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ideals, constitute the paradigmatic elements, which are as important
as the syntagmatic superstructure of the play. They reveal the
ambiguity or ambivalence in the text’s superstructure and show its
inherent irony.

Furthermore, despair and frustration form the underlying
principles of characterisation. like Demoke, the other protagonists,
Rola and Adenebi, and the other characters, suffer from certain
inhibitions. Rola and Adenebi, for instance, display antisocial behaviour
which contradicts the celebrative spirit that the historic event is
supposed to inspire. A sensitive reader gets worried that this historic
event – the present progress necessitating the gathering of the tribes
– does not bring these protagonists happiness. Rola and Adenenbi
psychologically reject the celebration. They go into the forest to seek
sanctuary. We hear Rola say: “The whole sentimentality cloys in my
face. That is why I fled. The whole town reeks of it … the gathering of
the tribes! Do you know how many old and forgotten relations came to
celebrate?”(9). And Adenebi also says; “I have a weak heart. Too much
emotion upsets me”, and later informs “I came here to get away from
the excitement”(11).

The dissatisfaction, frustration, disillusionment and gloom are
pervasive in the environment of the play in a manner that tends to
prophesy the outcome of the newly independent Nigerian nation. The
gloom and decadence, which pervade the text, are worsened by the
massive corruption and general insensitivity to the plight of the
underprivileged – the same facts which have crippled the economic
stability of African societies and retarded social, political and
technological progress.

The reader wonders at the scale of corruption and destruction in
the play and whether what is being celebrated is any achievement at
all: massive fraud and bribery take place at the council resulting in the
death of thousands; vehicles that are not road worthy are put back to
the road when money has exchanged hands. The horrifying fatality of
this greed and indiscretion results in numerous terrible accidents. The
destruction wreaked by the two lorries, ‘Chimney of Ereko’ - ironically
christened “God my Saviour” (17) – and the ‘Incinerator’, illustrates
the loss of order, and belies any achievement in the community. The
following conversation portrays the catastrophic use such that modern
inventions have been subjected by a careless, insensitive, corrupt
and anarchic African society in the play.

Obaneji: … this one, the Chimney of Ereko. What a lorry! What a
record it has. You put it off the road recently, didn’t you?

Adenebi: W e had to, it was smoking like a perpetual Volcano.
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Sobaneji: Pity … Chimney of Ereko. It had survived crashes, apart
from falling in a pit two or three times … .

Obaneji: … now take another casebook which we closed only
yesterday. Another passenger lorry. They call it the
Incinerator.

Adenebi: Never heard the name.

Obaneji: You couldn’t have. It got that name only yesterday after
what happened.

Rola: What?

Obaneji: Before I tell you I must let you know the history of the
lorry. When it was built, someone looked at it, and decided
that it would only take forty men. But the owner took it to
the council.  … one of your office workers took a bribe. A
substantial bribe. And he changed the capacity to seventy.
(17-8)

The result, as Obaneji intimates us, is that the lorry got an accident
and caught fire and sixty five of the seventy passengers “burnt to
death” (19). According to Obaneji: “They were all on their way here –
the gathering of the tribes” (18). The human characters in the play
have obviously neither changed nor learnt from any past mistakes.
The same mistakes continue to repeat themselves: the corruption,
hatred, hostility, cruelty, brutal murder, deception and general lack of
discretion. All these still very much characterize the present as they
did in the past. The Dead Woman confirms this: “A hundred generations
have made no difference. I was a fool to come” (25).

The foregoing point is significantly portrayed by a flash back into
the court of Mata Kharibu, eight centuries back, where the three
protagonists in their former lives were responsible for the enslavement,
brutal treatment of the Dead Man and the death of his wife, the Dead
Woman (while being pregnant) (46-57). The significance of this
flashback is vividly captured by Eldred Jones:

Soyinka heightens the comparisons with our imperfect present
by making the human characters in the play double as both
contemporary and historical characters, thus making the point that
the more men change, the more they remain the same. The specific
garb may change but the basic human characters remain fundamentally
unaltered. (“The Essential Soyinka” 118)

Jones’ view is corroborated in the text when Forest Father (the
supreme deity in the play) who doubles as Obaneji, a mortal being,
says:



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 197

Trouble me no further. The fooleries of
beings whom I have fashioned closer to me
weary and distress me. Yet I must persist,
knowing that nothing is ever altered [my
emphasis]. My secret is my eternal burden
to pierce the encrustations of soul–
deadening habit, and bare the mirror of
original nakedness – knowing full well, it is
all futility. (71)

This is where many critics identify pessimism as a prominent feature
in the play as in many Soyinka’s works. To say, however, nothing ever
changes or “nothing is ever altered” is to deny the play of its salutary
message, which rests squarely in the expiation we are told by Demoke
the three protagonists have undergone. The vision of pessimism is
described by Maduakor thus: “In a situation where nothing happens
or so much happens at a leisurely pace, all too suddenly, the balloon
of inertia is punctured and both audience and cast are shaken up by
the impact of the blast” (183). And he further identifies it as “Soyinka’s
favourite method of organizing the structure of his plays” (183).

The vision of pessimism nevertheless is significant to a
postmodern critical perspective; and:

One of the abiding concerns of the new
historicism [which] is the reconstruction of
our view of history not as progressional,
evolutionary inevitability, but as multi-
directional network of ruptured continuities
in which cause may be effect effect cause
… . (Osundare in “African literature and the
Crisis of Post-Structuralist Theorising” 2)

The flashback device in the play is a historical tool and is therefore
of a postmodern aesthetic interest. It is symptomatic of the text as a
product of schizophrenia. It foregrounds the visions of characters and
the play’s structure, and ruptures the image of order in structural
progression. It provides historical explanations for the prevailing loss
of values and the lack of humanity in the capitalist world hinted at in
the play. The meaning derivable here is that African society can liberate
itself from the Third world bondage of tyranny, underdevelopment,
poverty, superstitions, and corruption by looking back into the glorious
and inglorious part of her history, legends, myths, folktales and
proverbs in order to reconstruct a new identity and to recreate new
structures and institutions for the survival of community.
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A Dance of the Forests is a political play. It is not just a celebration of
a glorious achievement as suggested by the phrase in the title, ‘A
Dance’, but a metaphor of contrasting fragments, which also portray
the “problems confronting [the] inchoate world” (Eyoh 67) of the 20th

century new Nigerian nation – if we can allude to the state of Nigeria
and her historic achievement at the time the play was written. The
half–child symbol in the play distorts the image of unity, completeness
and order. It is both an allegory and a concrete symbol which
demythologizes the myth of the glorious past; it detotalises (contrasts)
the vision of accomplishments. Its association with the figure – in –
red and the dangerous game at “knife-points” (70-1) are signifiers,
which create an awareness of future strife, destruction and bloodshed.
More significantly the Half-child confronts us with the need to reassess
our old myths in order to see how they have repeatedly led us to self
destruction, man’s inhumanity to man, avarice and lack of “progress”
in the real sense of the word. More so, just as the half-child was not
born in the past because of the atrocities of that past, he can not be
born in the present as well because the same conditions that made
his birth impossible in the past are still in the present. The interpretation
here is the major perspective which the schizophrenic trial scene in
the forest, which also constitutes the play’s main climax, represents.
The text does not just resonate pessimism; salutary vision emerges
from it as well. First, the various images of despair create an awareness
of social problems, and this knowledge is itself salutary. Second, the
denial of Demoke to take custody of the half-child is significantly so
(that is, salutary); it suggests the need to create new myths of existence,
break away from, and rupture, the recurring image of duplicates which
our history has embodied as we have learnt, for instance, from the
Crier in the play:

To all such as dwell in these Forests; Rock devils,
Earth imps, Tree demons, ghomids, dewilds, genie
Incubi, succubi, windhorls, bits and halves and such
Sons and subjects of Forest Father, and all
That dwell in his domain, take note, this night
Is the welcome of the dead. When spells are cast
And the dead invoked by the living, only such
May resume their body corporeal as are summoned
When the understreams that whirl them endlessly
Complete a circle. Only such may regain
Voice auditorial as are summoned when their link
With the living has fully repeated its nature, has
Re-impressed fully on the tapestry of Igbehinadun
In approximate duplicate of actions …  . (45)
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Forest Father does not see how Demoke’s inability to adopt the
Half-child proves him wrong when the deity says: “my secret is my
eternal burden – to pierce the encrustations of soul–deadening habit,
and bare the mirror of original nakedness – knowing full well, it is all
futility” (71). These words by Forest Father directly inform us of the
failure of the gods and superstitions to provide lasting solutions to
societal problems. Man must therefore look inward for personal and
social redemption.

The salutary message is further extended by Eshuoro’s inability
to destroy Demoke on his totem. Ogun, his patron god, helps the
carver to escape Eshuoro’s vengeance. This singular act is liberation
for Demoke and the rest of the human community. Symbolically, it
shows that though myths and superstitions have been part of the bane
of social progress, it is also through the reordering of these myths
and the attuning of selves to inner potentials that society can advance.
The sense of expiation further affirms the play’s salutary vision. It tells
us that social transformation can never come from superstition and
sacrificial offerings to the deities, because these have served as the
instruments of “conservatism and thus of anarchy and oppression in
our society” (Mowah 13). Our lesson is that, expiation is a personal
and liberated process of self discovery. The conversation between
the Old Man and Demoke , his son, speaks of this.

Old Man: Demoke, we made sacrifice and demanded the path of
expiation

Demoke: Expiation? We three who lived many lives in this one night,
have we not done enough? Have we not felt enough for
the memory of our remaining lives? (73)

From this perspective, the journey of the three protagonists into
the forest is a journey into the labyrinth of the mind for the healing
cure to the problems of the external environment.

Significantly, antinomies in the text manifest as the social, political
and psychological problems which cause despair, which put any sense
of achievement in doubt and destroy any celebrative mood. They attest
to the inadequacies of the gods and the futility of relying on them. The
gods are portrayed as displaying man’s weaknesses, corrupt, petty,
indiscrete and visionless – the same cankerworms which have caused
anarchy in the human environment. According to Aroni, “it is enough
that they [the protagonists] discover their regeneration” (59). This is
a pointer to the fact that people must seek salvation in themselves,
discover their potentials and redirect their own energies to more useful
purposes.
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The antinomies in the play serve as effective paradigms for
understanding the real meaning and essence of progress. Real
progress from both content and form also includes using myths to
your own advantage by becoming a myth-maker yourself; people should
not depend on myths but myths on people.

Soyinka addresses many social and psychological problems in A
Dance of the Forests so much so that we can have recourse to it for
healing. The play demonstrates how narrative knowledge can be an
alternative for, or complement, scientific knowledge. Through his
criticism of society, the playwright created his own myth to help advance
the course of culture and society; his creation is a substitute for modern
myths like computer and other technological inventions.

The Paradox of Dramatic Representation in A Dance of the
Forests

A Dance of the Forests is a text which demonstrates that literature
as a cultural product can function as a demythologizing art. The play
achieves that through its inherent conflict and fragmentary devices
such as satire, irony, parody, flashbacks, and other symbolic
representations. These aesthetic elements in the play establish it as
a paradox of dramatic representation. Paradox is hereby used in
consonance with the view of the new critics who extend the term to
include “all surprising deviations from, or qualifications of, common
perceptions or commonplace opinions” (Abrams 127). It is also in
agreement with Jeyifo in his article “For Chinua Achebe: The Resilience
and the Predicament of Obierika”, who sees it as “irony and dialectic”
which he says is the “pole of demystification” (61). In fact, as Cleanth
Brooks has said “the language of poetry is the language of paradox”
(Abrams 127). Drama itself actualizes through paradox by the mythical
realization of an action through foregrounded elements, characters
and dialogue.

The conflicts in A Dance are the first to raise the play’s metaphor
to prominence. We can identify conflicts at different levels. There is
the conflict between the living and the dead heightened by the rejection
of the dead by the human community; between the living and the
supernatural necessitating frequent sacrifices for atonement and
thereby establishing the need for expiation as solution to the various
acts of transgressions; between two principles: restriction and freedom,
self-denial and self-assertion (which stimulates an awareness of the
conflict between reality and pleasure principles). The protagonists
and the deities, especially Eshuoro and Ogun, incarnate these in the
text. Conflicts also exist between old and new or the past and the
present; between tradition and modernity – a subtle theme which the
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destruction by the two lorries, ‘Chimney of Ereko and the Incinerator,
including the destruction of the forest and the araba tree, explore at a
lower level of signification. The list is endless.

In this re-reading of the text, the supernatural agreeably emerges
as a potent signifier. D. Aiyejina rightly observes this when he examines
A Dance of the Forests in his study of the supernatural in African
drama:

The signifier [the supernatural] thus operates at two functional
levels: first as an expression of the archetypal image operational in
the subconscious of the society; and secondly as a function of time
past and present. (95)

However, the supernatural signifier operates at more than these
two levels. The supernatural functions at different planes: metaphysical,
secular, individual, collective, psychological, historical, etcetera. Each
plane contains its own conflict creating therefore series of conflicts,
which intermingle and deny the play of a palpable plot. It is through
these conflicts that the supernatural serves as a link between the
deep and surface structures creating a situation whereby form becomes
meaning, and meaning form. The ‘forest’ is where the conflicting
interests converge. Maduakor attempts an explanation of the elaborate
signification of the forest metaphor:

The forest is an extension of the grove metaphor; it is not only a
ritual symbol of expiation or purgation but also a non-ritual symbol
with multiple connotations. First, the forest is an abode of an unseen
power, the home of the gods … . The forest is also a metaphor for the
human world. Finally, the forest is a maze, a labyrinth impenetrable
and unknowable, where nothing happens and yet everything is
possible. (179)

What is left out in Maduakor’s brilliant explication of the forest
metaphor in the play is that the ‘forest’ also signifies the inner dwelling
place of the unconscious drives (individual and collective ) where we
confront our various gods (our inner potentials) and from which we
can confront the reality of our existence. It is ironical that the gods in
the play which the humans should look up to are not fundamentally
different from the latter since the former incarnate the same
cankerworms that have caused rift and disorder in the corporeal world.
The conclusion therefore is that there is no salvation in these gods,
but in man himself. This explains the significance of the three human
protagonists’ experience of expiation, and why when the Old Man says:

Old Man:       Demoke, we made sacrifice and demanded the path of
                      expiation …  . (Demoke replies)

Demoke:        Expiation? We three who lived in this one night, have
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                      we not done enough? Have we not felt enough for the
                      memory of our remaining lives?” (73).

The forest which is the setting of the play is like a mirror held on
to life. The gods themselves are not spared because we are to see
through the “forest” mirror the true nature of the gods. They are
demystified as they quarrel, make their own mistakes; they are mean
and petty, portrayed sometimes as cheap crooks, blood-thirsty; they
show delight in trivial and in human misfortunes. There are many
instances where the foibles of the gods themselves are portrayed.
For instance, Obaneji (Forest Father) displays his pettiness and love
of trivials when he says:

Obaneji: Pity. I was very fond of it. Chimney of Ereko. It had survived
eight crashes, apart from falling in a pit two or three times.
Yes it was something of an Old Warrior. I grew a real
affection for it. (17)

Adenebi’s reply, “If you like that sort of thing [,]” casts doubts as to the
integrity of the deity. And he becomes more disappointing when he
narrates with relish the story of the fatal accident involving the
Incinerator which claimed many lives. The encounter between Murete
(the spirit inhabiting the wood) first with Eshuoro, and later with Ogun,
shows the pride, gullibility and greed of these gods. Agboreko – the
Elder of the Sealed Lips (the diviner) – approaches Murete several
times with wine to appease him in order to know the where about of
the protagonists in the forest and to learn about what the gods think
of humans. After accepting the offering, Murete in his arrogance is
hardly forthcoming with the information Agboreko seeks. In fact, other
gods in the play, like Murete, behave like the humans and do not
show they are better. The demystification of the gods is a sustained
parody in the play.

Soyinka demonstrates with his constant use of mythology and
rituals that he uses these elements as convenient metaphors to make
vital, social and political comments. Mythology and rituals form a larger
controlling force in this play’s mesh of significations. They serve as
totalizing and detotalising tools. That is, Soyinka uses them to present
issues from different perspectives and they also become the means
with which he debunks or destroys an earlier portrait or structure
erected; he constructs, reconstructs and deconstructs with them. It is
from this perspective that Sekoni’s assertion about Soyinka’s use of
‘ritual’ in “Ritual and Communication in Soyinka’s Drama” may be better
appreciated: Ritual in Soyinka’s drama is not only used to produce
and convey meanings … it is also employed to comment on the entire
process of communicational act of which it is an element (87).
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Drama is a communicational act. Ritual and mythology can be
useful metaphorical vehicles. This is characteristic of Soyinka’s creative
impulse, which he admitted in an interview he granted The Southern
Review: “I use Yoruba gods as creative metaphors, sometimes as
metaphors for my own existence. One in particular called Ogun” (512).
The situation in A Dance of the Forests is such that humans and gods
are parodied and satirized in the portrayal of social decay and
imbalance. It is a dramatic style which is similar to Euripides’ and
Brecht’s. The narrative strategies in the text such as parody, satire,
irony, mythology, rituals, stories, flashbacks, fragment and foreground
man’s psychological, cultural, social and political experiences; they
take us back and forward in the drama and enable us to see in the
stream of time the diachronic and synchronic elements which constitute
the totality of life in the dramatic representation. These elements also
detotalise by making sensitive readers and audience, as the case
may be, question the supposed sense of progress, social stability,
secular logic and the infallibility of the gods.

The dances and music are other idioms which foreground
experience and make the dramatic representation a meta-narrative
of ruptured continuities. Dance is an important metaphorical vehicle
in the play. It is an element which shows its prominence right from the
title: A Dance of the Forests. It is likely to raise one’s “expectation of a
celebration in which leafy boughs are borne by dancers to give the
impression of dancing forests” (Ukala in “Dance and Music in Wole
Soyinka’s A Dance of the Forests” 121). Ukala in the foregoing article,
identifies three kinds of dances and their significance in the dramatic
text:

The dances in the play can loosely be classified into three types:
the ritual, the symbolic and the pseudo-sacrificial. The ritual dance
[according to him] occurs during the more elaborate rite of divination
in the play… .This dance seems designed to inspire the gods to make
utterances, through the oracle, regarding possible solutions to the
problems of the human community… . The symbolic dance comprises
the ampe and the Dance of the Half-child… . The pseudo-sacrificial
dance Is … called “the Dance of the Unwilling Sacrifices”. (122-4)

Ukala also identifies two kinds of music in the play, namely:
“Background music and Dance music” (126). Ukala believes that the
use of Dance and music in the play help to strengthen the “main motifs
of the play – namely, the hostility of hosts to guests, contradiction (or
disharmony), and (mis)application of freewill” (128). The motifs of the
play are many as they also include personal and group sacrifice, greed,
guilt and freedom.
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A Dance of the Forests, through its paradox, is both a counter-
and meta-narrative which subverts popular views of progress and
history, and which achieves objectivity by discountenancing the “pitfalls
of self essentialisation in the construction of community” (Jeyifo in
“Wole Soyinka’s Theatre” 65-6).

Postscript
The 21st century Nigeria validates the relevance of the prophetic

vision of Soyinka’s A Dance of the Forests, which was written in 1960
to celebrate the country’s newly acquired independence at that time.
The corruption, insensitivity, inhumanity, failed vision, false unity and
progress, which characterise the celebrative society of the play, are
reminiscent of Nigeria. One of the major recurring features in the play
is its recourse to mythology and rituals because of the need for
expiation and sacrifice. It suggests that this can be attained by
objectively reviewing old and contemporary myths and by identifying
the antinomies that have stood against economic, political and socio-
cultural progress. Until this is done, whatever is celebrated in ‘The
Gathering of the Tribes’ (which many believe signifies Nigeria) is false
unity and progress. The antinomies that are antithetical to genuine
progress could grow monstrous and in a schizophrenic peak destroy
the foundation or the existence of the community of ‘The Gathering of
the Tribes’. The good news is that there is an identification of a solution
to the anarchic sterility in the play. This is in the objective analysis of
the past and contemporary history and a subsequent effort toward
expiation at individual and collective levels. The bad news is that those
to lead society out of the gloom, are leaders like Adenobi, Demoke,
and Rola, who are terribly tainted and visionless. Such are the
ambivalent moods that surround the vision of progress in the society
of the play, and, by extension, its referent, Nigeria, even in the 21st
century.
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Abstract
Ethnic and minority rights issues coloured early nationalist politics
and thus shaped Nigeria’s decolonization. Ethnic criteria determined
the evolution of political parties in the 1950s, thereby complicating the
polarization of national and regional politics. Expediency compelled
the regional parties to harmonize and jointly dialogue with the British
colonial authorities over constitutional reforms that culminated in
independence. In spite of this development, regional divergences
persisted. From another perspective, leaders of minority ethnic groups
agitated for their own different states with the imminence of
independence. In the alternative, they demanded for constitutional
safeguards as guarantees against their potential domination by majority
ethnic groups in an independent Nigeria. In 1957, the colonial
government convoked a commission to ascertain the facts, and there-
upon, recommend measures of allaying the fears of minority ethnic
groups in Nigeria. The popular idea among the minorities of creating
separate states was rejected by the Willink Minority Commission in its
report. In its place, it recommended that a “Bill of Rights” patterned
along the European Convention on Human Rights be incorporated
into the independence constitution as a way of guaranteeing minority
rights through national integration. Consequently, copious provisions
to protect some basic human rights and fundamental freedoms of all
Nigerians were enshrined in the independence constitution. This article
examines the debates about minority rights in the work of the Willink
Commission and the circumstances leading to the enactment of human
rights provisions in the Nigerian independence constitution.
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Introduction
Nigeria emerged as a fragile social formation from the colonial partition
of Africa.  The fissiparous forces accommodated by the colonial
arrangement vividly manifested during the decolonization process. In
the terminal year of colonial rule, minority rights agitation emerged as
one of the dominant national discourses. Post-independence politics
intensified the endemic centrifugal forces within the Nigerian polity,
peaking in complete absence of national consensus. This eventually
culminated in a tragic civil war between 1967 and 1970. Nigeria has
continued to grapple with an unresolved national question.

This article examines the debates about minority rights in the
work of the Willink Commission and the circumstances leading to the
enactment of human rights provisions in the Nigerian independence
constitution. It is structured into five broad segments. This introductory
aspect of the work is followed by an examination of the main concepts;
origin of minority rights claims in contemporary Nigeria respectively.
The other aspects of the work include an examination of the reports
of the Willink Commission, the alleged cheap compromises among
the ruling elite on the eve of independence (often categorized with
contempt in the literature); and minorities’ rights in the immediate
postcolonial era respectively, which takes us to the conclusion.

The Concept
The concept of ‘right’ in the context of the national question is

one plagued by definitional controversy. However, for moderation
purposes, we have conceived right within the framework of this paper,
as “legally enforceable claim to something” (Ibhawoh, 2008, p.17).
On the other hand, an ethnic minority group connotes a group of
people singled out from the others in the society in which they live for
differential and inequitable treatment, and who consequently evolve
consciousness of themselves as objects of collective discrimination
(Akinyele, 1996, pp 71-94; Bello-Imam, 1987, p.266-281). Considered
together, the concept of minority rights would mean rightful entitlements
of a minority group. Minority rights within the framework of this study,
therefore, characterizes the constitutional rights of minority ethnic
groups in the closing years of British colonialism in Nigeria through
independence down to the early postcolonial period.

Background: Origin of Minority Rights Claims in Contemporary
Nigeria

The minorities question and related challenges in Nigeria are
founded in the character and historical circumstances of the evolution
of the Nigerian state, set in motion by the colonial initiative of Britain in
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1900.  The landmark event saw the establishment of effective political
authority over three separate territories: the colony of Lagos and the
protectorates of Northern and Southern Nigeria. This area was home
to a multitude of politically autonomous mini states before the colonial
conquest. They existed in diverse brands of social formations, including
chiefdoms, kingdoms feudal aristocracies, and acephalous states. The
merging of Lagos colony in 1906 with the protectorate of Southern
Nigeria established two administrations in the country that was to
effectively polarize it into North-South. And because the expediency
of colonial governance dictated it, the 1914 amalgamation of the two
protectorates was haphazard (Alapiki, 2005, p. 52), uniting the country
mainly in name and geography.

The dynamics of WW II re-enforced incipient African nationalism
in the post-war period which compelled the British to initiate
constitutional reforms in the background to independence. The period
between 1946 and 1951 specifically witnessed landmark political
transformation in Nigeria with the granting of franchise. The initiation
of the active participation of Nigerians in making their own constitution
deepened the level of popular participation in Nigerian politics through
the formation of political parties.  The ugly side of this development,
however, was that the nationalist movement which united all Nigerians,
irrespective of ethnic configuration, in the anti-colonial struggle started
to fragment along mainly ethnic divide (Ajayi, 1980, p.36). For one,
beyond the amalgamation, Nigeria in all practicality remained a dual
polity administratively, politically, and culturally (Alapiki, p.52), with each
containing some volatile pockets of ethnic fragments. The prevailing
bipolar administrative structure set the country on the evolution of
diverse tradition, character and orientation. In spite of this divisive
political atmosphere, a rudimentary sense of national consciousness
had started to evolve in the country at the time the Richard’s
Constitution was introduced in 1946 (The Willink Commission Report,
1958, p.88-89).

Characteristically, the Richard’s Constitution regionalized the
country in a tripartite structure: east, north and west and thus
introduced a new variable into the emerging political debate. Because
the boundaries of the regions were not coterminous with ethnic lines,
it generated the problem of minorities in the different regions (Rotchild,
1964, p.40). The colonial administration aimed to produce a Nigerian
federation through this triangular structure with legislative power
respectively. Unfortunately, this had a boomeranging effect in the end,
if we take for granted that the British colonial officials had genuine
intentions originally. The tripartite division further consolidated by the
unusual federalism (whereby one part was bigger than the other two
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parts joined together) on the country in the 1954 colonial
arrangements, engendered ethnic cleavages between the Northern
Hausa/Fulani, Eastern Ibo, and Western Yoruba on one hand. On the
other hand, the majority was pitched against the minority ethnic groups
through British colonial policies which focused power on the three
regions and undermined the concerns of the minority (S.O. Jaja, as
cited in Mustafa, 2003), and thereby “strengthened these ethnic
identities as interest groups fighting for political representation and
power” (Ahmad, n-d, p.4-5; Cooper, 2002). The colonial government
thus negated a potential atmosphere in which to develop a national
consensus.

This existing ethnic bigotry nurtured by the colonial policies
shaped the formation of political parties with the granting of franchise
in 1951. Each of the three regions had a majority ethnic group which
conferred demographic advantage on them, and therefore respectively
constituted a political power base for the formation of political parties.
The emergent political parties compromised the national agenda with
their emphasis on regional and ethnic loyalty (Post, 1963, p. 395;
Sklar, 1963, p. 474-475). The Action Group which evolved in 1948
from a Yoruba cultural movement upheld a Pan Yoruba nationalist
agenda (Awolowo, 1968, p.48). The Northern Peoples’ Congress (NPC)
in the same vein was essentially Northern political party of Muslim
Hausa Fulani ethnic group, with a restricted membership to Northern
region descents. The National Council of Nigeria and Cameroons
(NCNC, later the National Council of Nigerian Citizens) abandoned its
original national ideology to reign as Ibo political party exclusively of
Eastern regional interest. The deepening ethnic consciousness
accordingly produced a scenario where the ‘tribe’ became the basis
for electoral support rather than actors’ activities as part of the political
systems (Akinyemi, 1976, p.135; Post, 1963, p.395). In the context,
support for a political party outside that of the community’s amounted
to repudiation. Even in the organization of the parties, ethnic bigotry
was pronounced. In spite of the policy of open membership most of
the political parties propagated, “the actual distribution of party strength
and the composition of the local affiliates of each party were largely
determined by ethnic or religious solidarity” (Sklar, 1963, p.474-475).
As independence approached, ethno-regional agendas intensified.
The major ethnic groups exploited their share size respectively to hold
the nation to ransom. Some politicians such as Ahmadu Bello (leader
of the NPC) and Obafemi Awolowo (leader of the AG) even went out of
their ways respectively at various times to question the logicality of
the Nigerian nation (Awolowo, 1968, p.48) and threatened secession
when they could not get their way through in national political debates.1
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This preponderant ethnic consciousness, either in the politics of the
regions, or on the national stage, exerted pressure on the minorities
in their respective areas. They became apprehensive about their
survival under the imminent independence dispensation. Hitherto, the
coercive state apparatus of the British colonial regime limited minorities’
agitations to the level of grumbling. Existentialist imperative in an
anticipated independent country dominated by the major ethnic groups
emboldened them more with the approach of independence.

In all the three regions of the country, minority fears became
wide-spread, precipitating the publication of various charters of
demands. Such included the demand for the creation of the Calabar-
Ogoja-Rivers state in the East, and the Mid-West state in the West.
Their counterparts in the Middle-Belt demanded the creation of a
similar state as a sanctuary for the minorities in the North which they
believed would guarantee their post-independence autonomy (Ahmad,
n-d, p.3). They argued for constitutional safeguards as an alternative
in pursuit of this objective. Through the medium of their newly founded
political parties (United Middle Belt Congress (UMBC), the United
Nigeria Independence Party (UNIP), the Borno Youth Movement (BYM),
they demanded for the resolution of the problems of the minorities
before independence, either by creating new states for them, or out-
rightly redrawing of the map of Nigeria to annul their minority status.
Therefore, the subject of state creation was a turbulent one (Akinyele,
1996, p.75-76)2 throughout the constitutional conferences of the early
1950s.

Ironically, the majority groups who had united together with the
minority groups to denounce the alleged atrocities of the British were
rather ambivalent to these demands, where they did not out-rightly
negated them. While the North rejected the idea in totality, the AG and
NCNC acclaimed support for it was a matter of convenience (Rotchild,
p.40; Akinyele, p.189). The British ultimately convoked the Willink
Commission in 1957 to study and make viable recommendations that
would protect the minorities, and strengthen their confidence in the
soon to be independent Nigerian state. Specifically, the commission
had the following terms of reference:

1) To ascertain the facts about the fears of minorities in any part of
Nigeria and to propose means of allaying those fears whether
well or ill founded.

2) To advise what safeguards should be included for this purpose
in the constitution of Nigeria.

3) If, but only if, no other solution seems to the commission to meet
the case, then as a last resort to make
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detailed recommendations for the creation of one or more new
states and in that case:

a) to specify the precise area to be included in such a state or
states;

b) to recommend the governmental and administrative structure
most appropriate for it.

c) to assess whether any state recommended would be viable
from an economic and administrative point of view and what
the effect of its creation would be on the regions from which
it would be created and on the federation. 4) To report its
findings and recommendations to the Secretary of States
for the Colonies (Nigeria, 1958, p.A2).

Recommendations of the Commission
The Commission noted in its report, among others, that there were “.
. . genuine fears and the future was regarded with real apprehension”
but repudiated the demands for state creation on two grounds. Firstly
the potentially divisive character of state creation and second its cost
and associated miscellaneous implications. It suggested instead, a
“Bill of Rights” modelled after the European Convention on Human
Rights to be included in the independence constitution as a way of
promoting national integration and guaranteeing minority rights (Willink
Commission Report, p.88).

The Commission also made other recommendations towards
allaying the fears of the minority groups. For instance, informed by
the development where some regional governments, allegedly abuse
their control over the law enforcement agents (NAI/CE/W3 B, 20
February, 1958) it proposed the establishment of a federally controlled
police force. Yet other recommendations included equal sharing of
financial responsibilities between the regional and federal
governments; the setting up of a council to monitor the economic and
social development in minorities’ areas; appointment of candidates
from minority areas to government agencies whenever opportunities
are available, among others (Nigeria, 1958, p.88-100; Ibhawoh, 2007,
p.165).

From the beginning, the Willink Commission doubted the potency
of a constitutionally backed bill in addressing the challenge of minorities’
fears of oppression, because it considered them issue to be determined
more by the character of the ruling class. Yet in its wisdom, the bill of
rights would “provide a standard to which appeal may be made by
those whose rights are infringed” (Willink Report, 1958, p.98).

Although the inclusion of a bill of rights in the constitution
achieved consensus among the political parties and interest groups,
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the proposal not to create minority states polarized them. The AG and
supporters who wanted insulating enclaves for the minorities from the
‘bullying’ pressure of the dominant groups were disappointed, and
accordingly vituperated the Willink Commission (West Africa, 23 August,
1958, p.795; West Africa, August 30, 1958, p.831& 818). But because
the NPC and the NCNC believed that the creation of more states could
fragment their power bases, they applauded the recommendation
against it.

At the 1958 London Conference where the Willink Commission
Report came up for debate, the issue of state creation was most
contentious. The AG that had insisted had to abandon its support for
the creation of more states for the minorities when the issue threatened
to impede independence in 1960 (Nigeria, 1958). The issue of state
creation therefore rested till after independence. Two issues require
our critical attention here from the above analysis, before we proceed.
First is the AG compromise at the 1958 London Conference, which,
from the perspective of the minority groups and supporters, amounted
to an act of betrayal. The second is the logic for repudiating state
creation by the Commission.

Compromise of the Nationalist Elite
The Nigerian nationalist elite have variously been criticized,

severely, for the compromises they made on the eve of independence
(Johnson-Odim & Mba, 1997, p.111). This has given rise to the notion
in some existing narratives that the process of independence was
rash and stampeded without adequate preparations. From my
perspective, the action of the AG was an appropriate expedient political
remedy to a dire exigency.  In all practical purpose, the party was only
pragmatic in “seeking first the political kingdom” in the context of the
illegitimacies upon which the British imperial order was allegedly
founded. But how that political kingdom was eventually managed when
it came, is a different subject all together. There was no guarantee
that delay in independence would transform the primary objective of
exploitation of the colonial project into benign paternalism. Except if
we have accepted the altruistic motive of imperialism, which is hardly
true. Foreign domination, no matter how benign, is an albatross, and
deserves the use of every means to abolish. Compromise, within this
context, on critical examination, was a decisive political instrument
appropriated to contend with the exigency of anti-colonial campaign.
Anti-compromise arguments from this perspective tend to regenerate
the debate about the actual character and intention of colonialism
project. A critical appraisal of the post WW II processes in colonial
Nigeria would reveal that constitutional concessions were grudgingly
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given out of nationalist pressure rather than colonial magnanimity
(African Heritage, October, 15, 2012). In the circumstance, any excuse,
however feeble, would have been ‘legitimate’ enough to deny
independence to Nigeria left to the British. The threat by the colonial
Secretary at the 1958 London Conference to withhold independence
arising from disagreements over the protection of social and minority
rights (Ojiako, 1981, p.29) was not an empty one. Neither was it an
altruistic desire for a united Nigeria. Nationalist’s obstinacy in the context
would have amounted to unproductive brinkmanship. Their subsequent
compromise apparently pulled the carpet under the feet of imperialism
- a feat for which, to me, they deserve encomiums rather than
denigration.

Moreover, compromise was a realistic strategy in the hands of
the nationalists in their interactions with the colonial regime from the
very beginning. Illustratively, while they rejected the ideas and
institutions of empire in the early hours of colonialism, they did not
always reject the standards of empire. The commitment to social and
economic reordering of British imperial power remained an attraction.
Irrespective of their vibrant anti-colonial agitations emphasizing the
rights of Africans within the colonial order, most elites favoured some
form of British overrule. Early compromise also manifested in the
Western-educated elite alliance with local kings and chiefs, in spite of
sometimes-acrimonious differences, to advance the political rights of
Nigerians in the early days of colonial rule (Ibhawoh, 142-145). The
maiden emphasis was not on the right to self-determination or complete
independence as it became in the 1940s but on the right to political
participation in colonial administration. Peculiar dynamics in each
phase determined the nationalists’ response in the anti-colonial
struggle.

State Creation
On the second issue of state creation, the Willink Commission

declined assent to this demand on the grounds of its generational
character, inherently associated with the phenomenon in which
creation of one state encourages demand for more; and, because
the commission wasn’t convinced that fragmentation necessarily
tackles deprivation (Akinyemi, 1976). For taken this position, the
Commission was greeted with criticisms (Okpu, 1977, p. 68; West Africa,
30 August 1958, p.831). Let us examine the issue more critically here.
In contrast to common belief, the option of state creation was never
really on the table for the Commission. The strong emphasis on, “if
and only if” (Nigeria, 1958, A2), the introductory language of the clause
on state creation in the Commission’s terms of reference conveyed
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an encoded message; which for good or for bad reasons,
euphemistically oust the Commission’s jurisdiction from considering
state creation for any practical purpose. Again, the cynicisms
expressed by the Secretary at inception, would have made a dissenting
recommendation from the Commission a clear act of rebellion. The
inclusion of the subject of state creation in its terms of reference, with
hindsight, was obviously for political propaganda: to impress upon
the minorities that ‘their demands were being considered,’ and ultimately
buy time for the British imperial officials. Therefore I share in
Mackintosh’s position (Mackintosh, 1966, p. 34) that Sir Henry Willink
and his team never had the mandate on the subject of state creation,
but from a different perspective.

Hindsight evidence supports that the Willink Commission’s
rejection of state creation was objective. For example, in 1963 when
the then civilian government repudiated the Commission’s report and
created the Mid West, a rancorous political atmosphere ensued with
a looming threat of violence over allegations of ethnic biases in the
distribution of posts, institutions and amenities (Daily Times, 14 April,
1965, p.1; 23 April 1965, p.1; 19 August 1965, p.5, Akinyemi, 1976,
p.82). The first signpost to a potentially complicated scenario was the
unsuccessful litigation against its creation by some ethnic groups within
the new state. Perhaps the Willink Commission was right afterward.

From another dimension, the creation of Mid-West intensified
political tension among the elite, even transcending pre-independence
limits. The AG who hitherto supported the idea of state creation to
protect minority rights paradoxically opposed the action (perhaps
legitimately) because of its alleged partisanship aimed to dismantle
the political base of the party (Alapiki, p. 56). In contrast, the NPC who
jointly controlled the Federal Government that created the Mid-West
with the NCNC, bitterly resisted minorities’ demands for the creation of
the Middle Belt and Calabar-Ogoja-River states respectively in their
regions; thereby denying them the right to fair representation for which
the North threatened to secede in 1953 (HOR Debates, 3rd Session,
1962). Post independence experience saw state creation perfected
into a cudgel in the hands of those in control of Federal might to
haunt opposition – perhaps in a dimension Sir Henry Willink and his
team never anticipated. Minorities’ rights were rendered mere pawns
in the grand chess board of the Nigeria dominant groups in the process.
Flowing from the above, I consider the way and manner the Willink
Commission has been attacked or sometimes vilified a bit too hard.
This approach tends to blame the messenger for the message; or
worst still, blaming the handkerchief for the tears. This conclusion is
not a rejoinder to launder the image of colonial rule in Africa. Far from
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it! Sordid as some of the colonial African historical experiences are,
I’m convinced that each of the historical episodes should be properly
contextualized. If the Willink Commission committed an act of omission
or commission, it must be situated within the general context of the
atrocities of colonialism. The Commission must not be identified,
isolated and hanged in a simplistic manner that simply resuscitates
the discredited Manichean paradigm of the colonizers versus colonized.

Minorities Rights in the Immediate Postcolonial Era
Pervasive definition of human rights remains one of the

repercussions of imperial order in Africa (C. Ake in Aguda, 1989). The
ideology of colonialism was incompatible with the application of full
effects of rights which would have negated the essence of colonialism.
Therefore, contradicting its proclaimed civilizing mission, colonialism
denied the colonized people the real notion of natural and fundamental
human rights given its tradition of invocation and revocation of rights.
This malignant human rights tradition of the colonial period was carried
into independence with the enactment of the 1960 constitution, and
beyond (Wado, 1992, p. 23-25).

The colonial instrumentalist tradition of deployment of rights was
acquired by the Nigerian ruling class first as a means of engagement
with the colonial state whose laws, they frequently opposed for
circumscribing the political rights of traditional rulers. But paradoxically
they resisted the broadening of such rights in a manner that excluded
them (Report on the Amalgamation of Southern and Northern Nigeria,
and Administration, 1912-1919, in Joan Wheare, 1950, p.31-32). The
closing period of colonialism saw the transformation of rights
discourses from anti-colonial deployment to a means of validating
nationalist agendas and, ultimately, negotiate their own positions in
an emerging new order. Rights talk originally deployed to validate the
colonial regime, proved to be an equally effective instrument with which
Nigerian elites consolidated political power within the colonial state
(Ibhawoh, 145). This was the context in which the independence
constitution was born.

The Independence Constitution and Beyond
In line with the Willink Commission’s recommendation, the

independence constitution, taking a cue from the United Nations
Declaration of Human Rights (UDHR) and the European Convention
for the Protection of Human Rights and Fundamental Freedom,
copiously provided among others, for the protection of fundamental
human rights through the “Bill of Rights”. Such rights included right to
life, freedom from inhuman treatment, freedom from slavery and forced
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labour and the right to personal liberty (Eze, 1988a; 1988b). Others
are right to fair hearing, freedom of conscience and religion, freedom
of expression, freedom of peaceful assembly and association, freedom
of movement and residence; freedom from discrimination, and the
right to family life (Nigeria, 1960).

A meticulous implementation of all these elaborate provisions
would have automatically protected the rights of the minorities. But
diverse categories of problems attended on the constitution. To begin
with, the nationalists exhibited an attitude of “seek ye first the political
kingdom” through their various political parties in political debates
leading to independence as argued elsewhere in this paper. Thus in
spite of their intra-class and inter-ethnic rivalries, they harmonized to
demand for independence from Britain at the 1958 London conference.
Impliedly, the political class was conscious of the reality that the Nigeria
they were to inherit from the colonial regime was not a finished Project.
Therefore they were expected to fix all unresolved national problems
after independence, including minorities’ rights guarantee.
Unfortunately, the post-independence realities contradicted these
expectations.

The nationalists who had promised to restore all the rights negated
by the colonial dispensation adopted the same tactics and subversive
compromises among themselves to deny citizens’ rights. For instance,
in spite of the constitution, the NPC controlled Northern region rejected
the right of universal adult suffrage for women because it allegedly
contradicted customary religious practices in a suspicious compromise
with the two opposition parties, AG and NCNC, supposedly more liberal
in their approaches. It betrayed the commitment of the ruling class in
protecting the rights of individuals and minorities. Demographically,
the Northern region had minorities who were not Muslims. But as it
were, the rights of their women to vote were compromised without
regard to their fundamental human rights to freely exercise their
conscience. For a nation with a responsibility to protect human rights
on one hand and in search of national integration on another, this
kind of behaviour is inherently polarizing. If we excuse the pre-
independence compromises as organized strategy to negotiate the
British out of power, they lost their validity after independence.

The proviso imposed on the guarantee of “freedom from
discrimination” illustrates the point on the inadequacy of the
constitution in protecting the rights of individuals and minorities. The
constitution unequivocally outlawed discrimination of any person on
grounds of his or her ethnic group, place of origin, or political opinion.
Yet it, defined discrimination to exempt “any law that imposed restriction
on certain persons in ‘special circumstances’ that were ‘reasonably
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justifiable in a democratic society” (Ibhawoh, 2007). Such negative
provisos, were not only nebulous, but portrayed the poverty of the
constitution. That the bill excluded social and economic rights such as
the right to education and work, which are basic obligations of any
responsible government, added to its inadequacy – making it a mere
statement of civil and political rights.  Illustratively, the ‘Bill of Rights’ in
the constitution failed to address the problem of illiteracy required to
enjoy associated rights such as freedom of expression, right to free
press and the likes; just as it did not address the grinding poverty that
made majority of Nigerians the real ‘wretched of the earth’. Thus sharing
Osita Eze’s view on the material poverty of the bill of rights Ake argued:
Human Rights have to be much more than political correlate of
commodity fetishism which is what they are in the western tradition. In
that tradition, the rights are not only abstract they are also ascribed to
abstract person. The rights are ascribed to the human being from
whom all specific determination have (sic) been abstracted (Ake, 1989,
in Aguda, p. 26).

Therefore, the post-colonial context was characterized by intense
competition and conflicts over political and economic resources by
the main ethno-regional blocs. As elsewhere in Africa, Nigerian citizens,
irrespective of ethnic background, needed roads, access to health
facilities, portable clean water, and access to education, gainful
employment, to mention few of them. But the ruling elite provided no
means to secure these either through development in industry or in
agriculture, and could not even provide food for the population.
Hegemonic consciousness of the regional groups, in the midst of scarce
economic and political resources, means that the ethnic minorities
were invariably exposed to diverse forms of discrimination and neglect
(Mustapha, 2003).

Again, minorities Protection clauses were not justiciable – a
variable that aggravated their plight. Provision of establishment of
Minorities development agencies was vague on enforcement of
compliance (Chapter III, Constitution of the Federal Republic of Nigeria,
1960). This implied that minorities could not hold a state official
responsible in court in case of failed projects, or when such projects
are not initiated at all. This problem is inherent to human rights laws.
Although the universal fundamental human rights developed over a
long historical period, the sordid events of the Second World War
shaped their eventual outcome as codified in the UDHR. Consequently,
the provisions were largely framed in the context of the international
society. As Eric Posner (2014) observed:

The weaknesses that would go on to
undermine human rights law were there from
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the start. The universal declaration was not
a treaty in the formal sense: no one at the
time believed that it created legally binding
obligations....

Evidently the human rights laws were framed in the context of
the international environment. It would have therefore been imperative
to transcend them in protecting the rights of the individuals and
minorities in municipal laws. In this case the unique circumstances of
each country would have been taken into account. Unfortunately this
did not happen. In the case of Nigeria, such laws were received into
the country through mere statutory declarations and pronouncements.
No practical effort was made by the political elite to adapt them to
local realities.  This and related complexities entrenched the problem
of enforcement of the bill of rights from the very beginning. Thus
individual rights were violated with impunity, and could not be enforced
in the face of some obnoxious colonial laws re-enacted into the Nigerian
post independent legal framework. Such laws included the Official
Secrets Act of 1962 and the Seditious Offences Act of 1963 tyrannically
employed by the state.

In reality, the fundamental human rights enacted into the
independence constitution, and thereafter, were given with one hand,
and taken away with the other. A constitution that was practically
spineless in protecting the rights of one man could not have protected
those of a minority ethnic group.

Why the Independence and Succeeding Constitutions Failed
Some scholars have sought to explain the constitutional

inadequacies of the independence period to the poor recruitment
process of the African elites that negotiated it and afterward (Wado,
1992). It is argued that the Nigerian political class was a product of
the imperial order and they imbibed the petty bourgeois values of
their age. Human rights laws in the colonial legal regime merely served
the purpose of legitimizing the colonial regime, invoking it when it was
convenient, and revoking it if otherwise. The inherent private rights
and individual freedom of action in libertarian traditions of the English
common law and the system of justice extended to the colony were
denied Africans – a dispensation that frequently provoked debates of
diverse perspectives over rights and liberties between the Europeans
and Africans. As argued above, this instrumentalist orientation of rights
discourses was acquired by the African ruling class, first to challenge
the colonial order and subsequently to legitimize their new positions
as rulers of independent states with the same privileges and immunities
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of former imperial officials. Rights discourses became appropriated
not only as a counter force against the colonial state, but also for
intra-class warfare and internal rivalries for political positions. The
process compromised fundamental human rights, ipso facto minorities’
rights.

Although the approach of blaming the colonial order for post-
colonial ills is common in African historiography of early decades of
independence, it does not often exhaust the story as it appears in this
case. As the Willink Commission noted, “. . . a government determined
to avoid democratic courses will find ways of violating them”. By
implication, the policy choice of any government is determined by the
requisite political will. We are, therefore, convinced that, in spite of
the alleged deficient framework of the constitution, an elite committed
to the enforcement of human rights would find in moral force and an
appeal to nationalism, enough propelling force. We share in Kalu
Kelechi’s (2004) opinion that the crises of human and specific minority
rights stems out of procedural governance. Experience has shown
that where competition over scarce means of existence did not
entrenched ethnicity and its minority variant, it often aggravated it.
Responsive and responsible ruling elite do not require a court order
to offer food, provide electricity, good roads, and employment on
equitable basis to make life meaningful for the entire citizenry without
discrimination. The law only intervenes when there is default. In order
of importance therefore, moral force precedes the law.

It is conceded that the colonial order did not offer the best
conditions for leadership training. For this we have already excused
the various compromises among the elite in the background to
independence, to ensure an early exit of the illegal British colonial
regime. If the colonial order was socially inadequate, a basis for an
intellectual revolution existed, perhaps through a practical reconnection
with the ideology of traditional African communal responsibility in the
post colonial period. To begin with, the diction of “human rights” in the
pre-independence debates among the nationalists was only a modern
articulation of the ideals of traditional African extended family life
founded on the ideology of communalism (Izuagie, & Sado, 2015,
p.101-124; LeRoux 2000, p.43; Njoroge & G.A. Bennars, 1986, p.163;
Tutu, 2000). Whereas “fundamental human right” was protected by
the community in traditional African societies through the extended
family system, in modern time, it was the duty of the state to protect it
(Ondo Provincial Pioneer, June 16, 1956, p.2). If the rights of all the
citizens of the state are protected, the rights of the minorities would
have been protected.
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Instead the elite were more conscious about their self-protection
in a manner that made travesty of self-rule (Oyebola, 1976). They
became more opportunistic in character and plagued by a vacuity of
vision having procured independence. Thus in spite of the alleged
over emphasis on civil and political rights of the independence
constitution, it was not until the 1979 Constitution that the bill of rights
was expanded to incorporate cultural and economic rights as well as
collective ethnic group rights (Constitution of the Federal Republic of
Nigeria, 1979). Even with this they are still not enforceable till date,
almost fifty years after independence! - Latent basis for perpetual
ethnic minorities’ agitations.

The Nigerian ruling elite had the requisite consciousness to
progressively lead their various people. They demonstrated this in a
number ways, but we can illustrate with one or two examples due to
time and space. On a closer scrutiny, for instance, the idea of a
constitutional ‘bill of rights’, was not the original initiative of the Willink
Commission. It was first the idea of the nationalists through the NCNC
Freedom Charter, strongly influenced by Nnamdi Azikiwe (National
Council of Nigeria and Camerouns (NCNC) 1948, p.2.; Ita, 1949, p.14).
The intellectual fecundity abound in the Charter can only make
pejorative allusions to the poor leadership opportunity offered by
colonialism as subjective. To begin with, the Freedom Charter was
drawn up in 1943, preceding, in the circumstance, the UDHR which
was enacted in 1948. More importantly, as a statement of rights,
affirming a wide-range of political, economic, and social rights for all
Nigerians, it became much more inclusive than the bill of rights enacted
in the independence constitution (NCNC), Freedom Charter (Lagos:
Sankey Press, 1948). In spite of this manifest intellectual sophistication
of the nationalist elite, they yielded to crass opportunism!

Therefore, the various minorities were exposed during the political
debates of the late 1950s till early independence. Eghosa Osaghae
has therefore observed, perhaps with some exaggeration, that since
independence: “the Nigerian Federation remains the [ethnic] majorities’
paradise. . . as the numerical minorities continue to be dominated,
even oppressed” (Osaghae,1986, p.165). The role of colonialism in
the scenario therefore need not be exaggerated. Some findings of
the Willink Commission illustrated this point. For instance, while diverse
minorities invoked the right to ethnic self-determination in their demands
for state creation, the claims of exclusion upon which such demands
were founded were either exaggerated or out-rightly falsified (Akinyemi,
p.77-78; Akinyele 1990, p.224; Nigeria 1958, p.28; NAI/CA/11 in CE/
W3F6). This clearly underlined the moral variable in the debate of
minorities’ rights.
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Conclusion
The need to prevent the tyranny of the majority over minority

informed the enactment of the bill of rights as recommended by the
Willink Commission in the Nigerian independence constitution. But
this was never enough as dictated by first the colonial framework and
then, the character of the ruling class. The Nigerian political class was
a product of the imperial order and they imbibed the petty bourgeois
values of their age. Imperative to the resolution of the crisis of minority
rights therefore is the dispensation of a just and proactive political
order that could progressively undertake a credible process of
constitutional amendment. In a socially fragile polity such as Nigeria,
with virtual absence of national symbols, only good governance built
on democratic values and moral authority can adequately address
ethnic minority issues.
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Abstract
Nigeria is one of the leading African countries with a robust playwriting
tradition. This is evident in the size of drama that the country has
produced. However, with the advancement in cyber-technology qua
the internet, it has become imperative to re-conceptualize playwriting
and to re/imag[in]e the nucleus of dramatic literature/play-text. The
social media is one of the aspects of cyber-technology that questions
the extant theorization on playwriting and dramatic literature. This is
so because the conversation threads in various instant messaging
applications, group chats and/or social networking groups can be
argued to be performative and can be adapted into play-texts for
theatrical purposes. This study used the principles of thermodynamics
in adaptation to argue that online conversations in various chat-threads
can pass for a de facto, well-plotted drama script. It is a research in
interdisciplinary studies which imposes the principles of
thermodynamics, a subject in pure science, on theatre adaptation.
The study analyzed the online conversations of some group members
of the Society of Nigerian Theatre Artists (SONTA) Facebook page
and explains how the principles of thermodynamics apply to dramatic
art. The study discovered that coordinated online chats can expand
the frontiers of playwriting; how people conceive drama or play-text,
and most importantly, can lead to the birth of interactive dramas or e-
plays.

Keywords: Internet, Facebook, Fe/male, Dramatic/Play-text,
Thermodynamics, Adaptation, E-plays

Introduction
The basis of cyber technology on which web applications operate is
the Internet. The Internet is a network that links millions of computers
around the world. “It is an interconnection of various networks across

http://dx.doi.org/10.4314/ejotmas.v5i1-2.17
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the globe” (Awoleye et al., 85). Its beginning can be traced back to
the 1960s during the Cold War era where Internet was mainly used for
military surveillance. However, the Internet nowadays has been
democratized and it is a viable tool for every progressive mind in
research, business, commerce, communications, entertainment and
recently drama. It is useful to all categories of people irrespective of
interest or profession. It dissolves the taxonomy created by international
governments and all manners of demarcations or boundary systems.
One of the ways the Internet defies international boundary system is
through its communicative interactivity. The social media platforms
constitute part of the interactive experience of the Internet. The Internet
‘actively’ began in the 1990s with the development and rapid diffusion
of the World Wide Web (WWW). The development later brought about
Social Networking Sites (SNS) and micro-blogging in the early 2000s
(Okhakhu and Omoera 13; Alabi 70).

Today, the Internet is replete with overabundance of social media
and micro-blogging websites. This means that citizens across different
borderlines could interact, communicate, share videos, pictures,
instant messaging, and contribute to existing literary-filmic dialogue
or develop a new conversation. Facebook is one of the most populous
social media websites because of its diffusion and international usage.
For many in the creative industry, Facebook offers a form of interactive
online convergence for many groups. However, the nature of the
interactivity in different online conversations on Facebook as well as
other different social media websites is opening up a skylight in dramatic
arts and theatre studies. This can be seen in some of the accessible
online chat-threads on Facebook, WhatsApp and Blackberry
messenger; some of which could pass for a well-plotted drama script
[without the knowing of the chatters]. Such chat-threads carry all the
characteristics of drama-text and could be adapted to the theatre stage
for performance. This paper examines the fe/male’s online chats in
the Facebook group page of the Society of Nigeria Theatre Artists
(SONTA). To do this, it uses the thermodynamics of adaptation to
explain the logic of online texts and how they can be adapted for
theatrical or dramatic purposes.

Thermodynamics and its Application to the Theatre
The literary theory of thermodynamics is a fundamental law of

nature applied to theatre with special emphasis on the triangle of equity
expressed as protection, freedom and balance (Binebai, 10). According
to Kilty, “the theory has its earlier roots in post World Wars American
literature but has been imposed on dramatic literature to establish the
profundity of art” (35). Because drama is a sociological art, as Binebai



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 226

notes, the theory insists on the presence of protection, freedom and
balance to be complete. This is in consonance with the second law of
thermodynamics which states that work and heat are different forms
of energy. One can be turned into the other but can never get more of
one than the other. Thus, both needs protection and freedom to
achieve balance. The same principle applies to drama which thrives
on conflict. As heat takes process to produce energy, or work to
produce heat, the same way the plotting of drama builds to produce
conflict and resolution for the theatre. The energy produced from heat,
within the context of theatre, is similar to the action that brings about
entertainment. Thus, the principle of protection, freedom and balance
hold sway in the subliminal process of writing dramatic texts whilst
chatting on the internet qua Facebook.

The adaptors in writing or adapting dramatic works is obliged to
protect the authenticity of the text be it written or oral, as he or she
expresses his or her freedom in actualizing his or her literary goal.
However, as in thermodynamics, balance is required in dramatic text
as work can be turned into heat completely but only a portion of heat
can be turned into useful work. But how does all these relate to fe/
male conversations online and especially on Facebook? As Moh’d
and Chua conclude, “young female spend more time on Facebook,
has more Facebook friends, and are more likely to use profile pictures
for impression management” (1). This submission makes female’s
Facebook presence a thermostat which triggers heat which in dramatic
terms leads to conflict or slows down an already existing conflict. Moh’d
and Chua’s submission implicates Fagorusi’s fundamental question;
“what is the gender of Facebook?” And, “how is sex changing gender
narratives?” (1). In an attempt to provide answers to this, Goffman in
Bailey et al. infers that the gender of Facebook is not predetermined
but its instead performed according to time, place, and audience in
ways that are influenced by interactivity and community (105). Within
the ambience of this intellection, Phillips observes that “the construction
of female gender is discursive, interactive process in which individuals
are both objects and subjects of gender definition through their physical
and textual performances” (312). He goes further to state that gender
definition can only be construed within the process of globalization.
Fagorusi corroborates this position by noting that “the democratization
of the Internet and communication as well as the resultant development
of divergent gendered subjectivities is a challenge to understanding
gender” (2).

Indeed, the focus of globalization is shifting from technology to
people and purpose (Crystal 3; Ilyas and Khushi 51). This implies that
socialization is central to the development of a people. If the internet
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therefore is a revolution that contributes to socialization then there is
likely to be a conversational, linguistic, literary revolution instituted by
avant-garde approach to conceiving the world; concepts, theories and
disciplines. This literary revolution is evident in the theorization of
Ehiemua and Omoera who assert that “social networking occasioned
by Fb communication interface plays out like a reality drama” (5).
They conceptualise reality drama as “a recorded narrative which
portrays the real-time experiences of certain personae who
subconsciously or consciously play themselves in their natural setting
using an all inclusive real-time language” (3). According to them,

…The role of the social media in the
propagation of reality drama is phenomenal
for the following reasons. One, users and
their contacts/friends in the chosen social
medium unconsciously become actors who,
sub-consciously, create their own narratives
based on real-time experiences. Two, the
linguistic freedom and creativity are over-
stretched that expressions sometimes
deviate from linguistic norms; and they
foreground the underlying essence and
philosophy of reality drama in which the
regularity and irregularity of daily life routines
become excitingly novel. Three, the
democratization, interactiveness, portability,
accessibility and convenience of social
media through telephone and computer
formats further foreground the revolution in
media technology and functionality patent
in the new media…. (3-4)

As scholarly as the theorization of Ehiemua and Omoera appears,
the term ‘reality drama’ seems to be multivalent. At the first level, the
term suggests that other forms of drama are not ‘real’; that is, in the
sense or world of theatre. Second, the terms ‘reality’ and ‘drama’ (as
in reality drama) are diametrically opposed against themselves. Reality
drama implies that some dramas are f/actual whilst others are not.
The idealization of drama as ‘truthful lie’ is further questioned by the
inventing or coining of ‘reality drama’. Third, from the explication of
Ehiemua and Omoera, reality drama sees social media users and
their contacts as [mere] actors whereas the activities of users and
their contacts transcend acting to involve play-writing as professional
groups could perform their conversation as dramatic text.
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In spite of the ambiguities inherent in the theorization of reality drama,
the strengths in Ehiemua and Omoera’s theorization cuts across
instinctive narratologics, ‘real-time experience’, neologism, lingo-
manifoldness and creative freedom which account owners and their
contacts/friends take pleasure in. With all these lacking in conventional
drama, reality drama appear to be contesting for space with
conventional playwriting especially given its unique form in narrating
the experiences of social media user or micro-bloggers. As Ginger in
Ehiemua and Omoera 5-6) notes, “while conventional drama basically
thrives on human connectivity, the Fb internet medium “is a veritable
playground for connectors”; it is where “weak ties can flourish” and
where “more opportunities through compounded and elaborate sharing
of identities and media can be offered”. These experiences are un/
veiled in the interactive experience that takes place between certain
male and female members of the SONTA Facebook group page.

Methodology

Data Collection
Composite explanatory study was employed for this research using
direct observation and interview. The study included over seven
vignettes of the conversation that ensued between four online
members of the SONTA Facebook Group page. However, only
vignettes are presented for analysis. The vignettes were selected and
adapted using purposive sampling.

Method of Data Analysis
The data collected for this study were analyzed using explanatory
methods. The chat-threads were arranged in simple screen-shots
tagged “vignettes” and each vignette was analyzed based on the form,
content and language.

Ethical Consideration
Ethical approval for the study was obtained from the respective
Facebook users/chatters that make up the dramatic characters for
the study. An informed verbal consent was obtained from each of the
participants before carrying out the study with the agreement that
certain parts of their comments are edited.

Discussions

Summary of the Facebook Chat
The chat centres on the battle of sexes between Uwaoma, Blessing,
Victor and Victoria. Prof. Sunny Ododo shares an information asking
women to apply for SONTA-Theodora Tobrise Young’s Female Thesis
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Assistance Grant. The information is greeted with excitement as certain
online members of the SONTA Facebook group ‘likes’, ‘comments’ and
‘shares’ the update. Afterwards, Finest Uwaoma asks for a male version
of the grant. This catches the attention of Victor who queries the desire
of Uwaoma. Blessing and Victoria gets angry as they feel that Uwaoma
as well as other males do not like to see their ascendancy in terms of
career development. Long deliberations ensue as the two women
accuse the male folk of ‘dwarfing’ their progress irrespective of the
certain amount of attention they have managed to gather. Victor is
accused of being a sexist. Uwaoma is also accused as gender ultraist.
What follows is a series of verbal attacks on feminism, sexism and
gendered role-play.

Analysis of Online Chat-threads as Dramatic/Play-texts

Vignette 1. Prof. Sunny Ododo’s photo sharing calling for female
application for SONTA-Theodora Tobrise Young’s female thesis
assistance grant.

This information serves as a prologue for the commentaries to
follow. It sparks-off its first gender sentiment by the comment posted
by Finest Uwaoma who in this thread passes for one of the dramatis
personae. Uwaoma’s simple thirst for the content of Vignette 1 is
greased by Victor’s cataclysmic response. He says “Male version?”…
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“Is that safe?” This very remark fans the ember of femininity which
leads to the introduction of Amadi Blessing and Thespian Victoria to
the chat thread.

Like every dramatic piece, the chat starts from a measured
plotting and builds into its high point resulting to a simple conflict. The
chat starts from simple information shared by Prof. Sunny Ododo and
the comments that ensue become a femme contestation between
female and male gender.  The conversation in Vignette 2 shows the
development of the story and how the chat progresses into a well-
plotted story adaptable to the theatre.

Vignette 2. Show of femininity and gender difference between
Group chat members.

The affective emotions and gendered expressiveness which the
chatters infuse into their dialogue reveal the enclosed perception of
women and how they feel men see them. Victoria and Blessing’s point
of attack on the other sex spews out the feeling of male’s attempt of
not wanting to lose out to women. The content of the dialogue in vignette
2 divulges male’s fear of female ascendancy. This is done with much
expressiveness and emotion as Victoria notes in her dialogue.  In
vignette 3 as well as other vignettes examined, emotions are luxuriantly
displayed. The insensateness of the male gender rather than cause
dissonance between the contesting genders propels Blessing and
Victoria to begin to define the female sex as they want it to be, not as



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 231

Uwaoma and Victor think it should. The chat thread in vignette 2 raises
a fundamental question. Have women really earned their place in
Nigeria’s socio-political space or are their present successes a
tokenism from the male gender to divert their attention from other
areas needing attention?

For students of drama, Blessing and Victoria raise a fundamental
ecclesiastical question in terms of the canonical formation for drama.
How many femme plays or dramas are entrenched in the list of plays
or curricula of Theatre Arts and English departments across Nigeria
in spite of the considerable amount of feminist works in Nigeria? In
vignette 3, Victoria use such words as ‘conquered’,      ‘torturous’, and
so on, to explain the subtle removal or less attention to feminist works.
For them, the dramatic oeuvres of Tess Onwueme, Mabel Evwierhoma,
Irene Salami-Agunloye, Julie Okoh, Tracie Utoh are only a small amount
of the extant feminist dramaturgy and performance aesthetics in
Nigeria. Other feminist works abound however the challenge of
negotiating a speaking space among the canons has been hindered
by the ecclesiastical authority in the Nigerian drama culture. This plays
out in the chat thread as Blessing narrates her encounter with Victor
on a debate they had during the 28th SONTA Conference in Lagos.
The chat thread is further ‘heated up’ when Uwaoma resurfaces to
take on the conjectures of Blessing and Victoria. Uwaoma’s
reappearance engenders conflict and more disagreements on the
foundation of feminist movement. Uwaoma and Victor coming together
to challenge feminist aesthetics dissipated the sexed intellection of
the female gender by picking holes in feminist struggle. In their
dissipation, Blessing and Victoria draw strength from Ayakoroma’s
heroine, Alaere in Dance on the Grave. For them, the strength men
think they possess is the one given to them by women.
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Vignette 3. Chat examining feminism and male tokenism.

Each vignette discusses different situations within the bracket of feminist
aesthetics. However, in completing the drama adaptation of Facebook
chat and claiming copyright of the play script, the adaptor should locate
himself or herself in a particular relationship with the source text. This
researcher does this by being involved in the conflict under adaptation.
The complete vignettes are translated below.

Happenings One

Prof. Sunnie Ododo shares information online calling for female thesis
assistance grant application. Ojieson, Martins and three others like it
the post.

Uwaoma: Great! Just waiting for the male version (smiles).

Martins: Great visionary.

Victor: “male version”… Finest, is that safe?

Victoria: (enters as she laughs) Males. They always want their
own (She calls out to Silver Ojieson who ignores her)…
The thought of women ascending to the top tortures
them (She shakes her head in pity).

Blessing: (She speaks as she enters) It really does torture them.
Sad! (She joins Victoria as they shake heads). Sad!
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Victoria: I thought patriarchy is being conquered (She pinches
herself).

Blessing: My sister, forget dat tyn o.

Victoria: But women are enjoying the 35% affirmative action they
have always fought for.

Blessing: W as that earned? Or it’s just a tokenism by men.

Victoria: What do you mean?

Blessing: Tokenism. They gave us that to oil the gods of our heart.
Do you really think it would remain so? (She rolls her
eyes about searching for nothing. Victoria laughs).

Victoria: Who knows?

Blessing: Maybe Finest and Victor know.

Victoria: W ell, my take? I think we earned it. You’re acceding
knowledge to them. See? (Blessing laughs).

Blessing: You got me there.

Victor: (Passes) But that is just the reality. You will always
depend on us (Tongues out as he exits)

Blessing: Tonguing out? If not for God, I would have called on my
village deity to force that tongue in forever. Gawd!

Victoria: That’s gutsy!

Blessing: Oh you? You this unrepentant sexist!

Victoria: You know him?

Blessing: I do know him. But more like an acquaintance.

 Victoria: Huh!

Blessing: We had a robust-turned-gendered discussion last
SONTA. Dis man na masochist. Enemy of feminism, if
you like.

Victoria: (Mimick) ‘Unpleasant fellow.’ God bless his soul.

Blessing: ‘Nemy na understatement o.’ So you see? With men like
this on our classroom you think the literary canons would
ever change?

Victoria: Can’t figure out what you mean. Please explain.

Blessing: Check the syllabus of Theatre Arts departments across
Nigeria. How many female playwright works do we study?
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Victoria: I haven’t given that a thought.

Blessing: But I did long ago and when I asked my HOD why he
threatened me.

Victoria: Really? Where there are no women in the department
you could run to?

Blessing: Who is the HOD and…. (Uwaoma walks in).

Uwaoma: I am just thinking of gender equality.

Blessing: Women ke? Who could withstand that Pharaoh of HOD?
Ah! Make I call him name? Him dey dis group o (She
seals her mouth).

Victoria: Ah! Seal it well o (She laughs). But you’ve graduated
already now. He cannot do anything to you.

Blessing: Hmmmm. I am not going to jeopardize my younger sister’s
chance o. She likes theatre arts too much.

Victoria:  (Laughs) Who says women have no head? (Laughs
again). Very thoughtful of you. But come to think of it,
why are there a minute amount of feminist play texts in
theatre arts departments (She tries to gather support
from others). Or, is there any canonical authority that
determines what drama text to be studied by students?

Blessing: Me nor know o. I think the men and maybe two or three
women, in theatre departments sit to decide the text to
be studied.

Victoria: That’s really not good. I think that should be discussed
in the SONTA conference.

Blessing: Are you attending? Just try to avoid Victor and others. I
would inbox you the list of them to avoid. I think you
should avoid Uwaoma too.

Victoria:  Why is that? (Victor enters).

Victor: Ahhhh! Blessing, how is this different from witchcraft? I
read through the thread and don’t know what to think.

Victoria: Not even on the sexist masochistic accusation? (She
winks).

Victor:  I am used to Blessing accusing me thus. Just because
I gave her a run on a femme-based debate and scored
points she since then accuses me thus.
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Victoria:  (Laughs). Are you really a sexist or you simply scored
points? (More laughter).

Victor: Thespian Victoria, come to SONTA.

Victoria: Begging the question like a thespian that you are…

Blessing: (Laughs). I am gonna tell the world, Vic (Uwaoma enters)

Uwaoma: (Gives a long laughter) Blessing, whereas I‘ve decided
to be an observer in this plenary session in order to
digest the dividends of feminism. Victoria, fear me not
I’m not chauvinistic unless nature insists. See you in
SONTA in Abuja.

Blessing: Uwaoma, what is the gender of nature?

Victoria: True, what could be the gender of nature?

Uwaoma: Kai! These comrades have teamed up against me oh.
How can I come out of Vicky’s hand whose digital photo
is Soyinka, a male? To face the question, nature is of
womanism instead of feminism. Where because I’ m a
woman does not exist; where both men and women can
work nocturnally yet the woman must breastfeed the
baby! Racing out oh! (Victor laughs uncontrollably)

Blessing: Womanism, motherism and every other gendered isms
are offshoots from feminism. Soyinka? Huh! He’s on my
digital photo stand for one reason…

Victoria: and what could that be?

Victor: (Laughs) The answer is in the question. The gender of
nature is Victoria’s DP (Laughs out loud)

Blessing: Come back o. We got to settle this before SONTA o.
Else I go put stone for pocket come there o (Uwaoma
enters laughing)

Uwaoma: Madam B for Blessing, I’m there oh. Victor will make the
stones to turn to bread. I’m here ma.

Victoria: I’m being bullied here. Trying to analyze Uwaoma’s post.
What is the meaning of ‘work nocturnally’? And ‘Woman
will breastfeed the baby’?

Victor: Yes we will make bricks with the stones, marry them and
put them in the house (He holds his heads and gives a
long rhythmical laughter). Victoria, you haven’t seen
anything yet. ‘working nocturnally’ means that the person
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that is on top is boss and the person below is the one to
breastfeed the baby. Or do you ladies want to alter
nature?

Victoria: Chineke!

Uwaoma: (He guffaws) Victor, you want 1929 riot to happen again
oh. Odikwa risky oh.

Victor: Omo, you sure sey that one go make anybody budge
now? This generation children go just bring out their
phones, tablets and begin snap the spectacle then
upload ahm to Facebook and Instagram immediately.

Victoria: Now I see why Victoria calls you an unrepentant sexist.

Uwaoma: B for Blessing, the magic man is here. He is ready to
settle the matter in a traditional way by conducting mass
wedding. Are you now running? (Victor laughs then
covers his mouth)

Victor: Toh! Theatre arts is an ensemble as we are taught.
Theatre arts permits polygamy in an Antoine Artaud’s
way. Now Uwaoma, take Blessing

Uwaoma: Bro Victor, e be like sey you don win oh. Dem don run
oh. More women needed for theatre of the absurd oh!
Who dey house?

Blessing: Take? I can’t be taken like some 19th century’s woman.
Who win? Victor? Na God win oh and God is female.

Victoria: True. God is female in Ijaw.

Victor: Story for the gods! Blasphemy!

 Blessing: Men? We have their medicine (She covers her leg and
seats properly. An insect flies past her thighs as she
hits it down. Victoria looks at her)

Victoria: My womanhood is being hurt here. Where are other
ladies? Going out of gas.

Victor: Calling other ladies to come to your rescue? Check the
time please. Oh! It’s 10:38pm. Nah, they can’t come to
your rescue. They are ‘working nocturnally’ (He mimics
Uwaoma. Uwaoma laughs).

Uwaoma: Remember some professors are reading oh (He laughs.
Victor begins to speak in tongues as Uwaoma laughs)
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Blessing: Una no dey shame. Na for our bodi una dey flex muscle
abi? Ok na. I go save this thread and forward it to
Professors Irene, Julie, Tracie and all of dem woman
professors. I dey wait for una Ph.D defence.

Victor: Come Blessing stop that rough play o (Victoria bursts
into wide laughter). So na intimidation una wan use now?
Una no go dance for my grave. I can’t be that character
in Barclays Ayakoroma’s play (Blessing joins Victoria in
laughing)

Victoria: What a play! I love the way the play ended with all its
symbolisms of victory.

Victor: Ah! I sympathize with Olotu. But Blessing don’t put your
confidence on Alaere, your heroine in that play oh. I’m
an Edo man and we don’t die. May the day break.

Blessing: … and break on your head! (She laughs).

Victor: God pass you. Book don spoil you finish. Abeg I wan
sleep. Go join Oreame people abeg.

Blessing: E good. We will remain your protectors.

Victoria: Weaklings! Thank God they have us.

Blessing: … Yes, at their front for that matter.

Victor: You meant to say at the back…

Blessing: Nope. In front and on top.

Victor: On top? Huh! Na wa o. May the world not go upside
down.

Adapting Facebook Text to the Theatre
There are three contexts on which the adaptation of [Facebook]

texts to the theatre can be viewed. They are; generic context, authorial
context and theatrical (medium-specified) context. The adaptation of
the online chat applies Cardwell’s line of thinking which requires that
adaptation should belong to a specific genre of theatre making (19).
The degree to which the adaptation complies with familiar genre
conventions should allow the audience to draw conclusions about the
interpretative approaches of both the script and the production. This
is connected to the positioning of the stage adaptation of ‘Online Chats’
in relation to literary text to film and novel to stage adaptation. For
example, the Facebook online chat is an interactive story that reinforces
the battle of sexes; a comic hybrid that partly satirizes aspects of the
female battle for equity in new world order, partly educational, and
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partly informative. The trajectory of the adaptation may draw on and
refer to television genres but is generically a chat-thread in a
poststructuralist mode. The adaptation of Internet chat thread to the
theatre stage sought to disturb the genre location of playwriting.
For authorial context, the source text remains largely written by the
participants of the online chat because their individual posts
unknowingly build up into a story. Hence, the source text can be argued
to be written by all the chat participants. For stage adaptation, the
adaptor may become the playwright since the online chat requires
certain level of creativity to make meaning out of a chat-thread. The
theatrical (medium-specificity) context brings the online audience to
the theatre stage but this time the audience is compelled to accept
the adaptor’s version of events and his or her sympathies. In the
adaptation of the chat under study, the adaptor-playwright presents
all the issues raised in one single ‘happening’ which could have be
broken down into several other happenings using the entry and exit
points of the male characters to begin or end any of the happenings.
Whilst this study recognizes Cardwell’s distinct tripartite concept for
adapting text for different genre of the performing arts, the three cannot
be extricated or separated in adapting online chat-threads to the theatre
stage because of the several issues (authorship and medium specificity
most especially) which such adaptation brings. To conclude, well-
plotted social media chats that subconsciously advance social, national
or any inter-relational narrative can be adapted to the theatre stage,
and if well written or so adapted, they can become an important trend
in contemporary playwriting.
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Abstract
The historicity of any event resides in the truthfulness, depth and
critical conception of it. Incidentally, these three qualities formed the
constituent parts of the working tools of the poets/bards/griots in pre-
industrial societies; hence the confidence the society reposed in them.
The modern African playwright presumably steps into the shoes of
these traditional performers in terms of utility, inquisitiveness,
information processing, critical perception of events and innovation.
This article adopts the inflection device in fabulous theatre (Abubakar,
2006) to measure the efficacy or otherwise of the aforementioned
qualities in Femi Osofisan’s handling of three major historical events
in The Chattering and the Song (Osofisan, 1977and Once Upon Four
Robbers (Osofisan, 1991). The antecedents are the reign of Alafin
Abiodun of the then Oyo Empire, the Agbekoya crisis in the then
W estern Nigeria and the Armed Robbery Decree enacted during
General Yakubu Gowon’s military rule.

Keywords: Griot, Historical antecedents, Mass reaction, Femi
Osofisan, Fabulous theatre, Nigeria

Introduction
The traditional West African griot could be described as a muse

for the upcoming generation and an archive for the old. He or she
transmuted for the young to serve as pedestal for a better and enduring
future, while, for the old, he or she interrogated past actions which led
to condemnable flaws that should not recur. This social function seems
to be more on the modern literary artists, especially the playwright, to
bridge the existing gulf between the generations, thereby making the
past a necessary source for advancing into the future but ensuring
the avoidance of the pitfalls that characterized previous actions and/

http://dx.doi.org/10.4314/ejotmas.v5i1-2.18
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or reactions. Naine in Makward (1998) reports on a griot’s pedigree
thus:

I am a griot. I am Mamadou Kouyate, son of
Bintou Kouyatu and Djeli Kedian Kouyate,
master of the art of speech. ..The art of
speech has no secret for us; without us the
names of the kings would sink into oblivion.
We give life to the present generation… my
word is pure and stripped of all untruths.

The modern African playwright in his or her striving to attain these
utilitarian functions of the griot has to borrow the art of transmutation
of historical antecedents to mediate the past and the current challenges
for an enduring future and in the process provide an avenue for the
generations to act in harmony. Olaniyan affirms that:

History, literature and art have their
sources in the social life of man – the
totality of how man produces and
reproduces himself. The selection of
materials of literature and art from the
vast expanse of history is a significant
process involving the artist ‘digesting’
his historical reality, processing this
through his faculties and interpreting
the same in concrete artistic images
(1998).

It is in view of this that this article adopts the inflection device of
fabulous theatre (Abubakar, 2006) to examine how Femi Osofisan
mediates the past and the present in two of his plays, The Chattering
and the Song and Once Upon Four Robbers. Fabulous theatre has
four devices, namely: parallelism, juxtaposes the empyrean and the
terrestrial; inferential, dwells on transposing traditional performance
style to the stage; multi-media, addresses the communication domain;
inflection is the fourth. This device centres mainly on transmuting
historical events. Transmutation refers to the changes introduced into
historical substance, structure or nature to dialectically navigate the
present for a better future. This process includes a fusion of the past
and the present in order to effectively forecast the future. The inversion
of historical events to be relevant to contemporary situations in the
inflection device enables a playwright to link up with categories of
audience (old and young) for each to identify with the story. Having
been brought to their levels, all categories of the audience are thus
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motivated by it ( Abubakar, 2006). The recourse to history is believed
to have two major purposes. The first is to de-mystify the powers of
and mysteries surrounding the elite class, as engendered in its versions
of history; the second is to enlighten the poor on past efforts by its
members and encourage them to dislodge current oppressive forces.

Transmuting Alafin Abiodun and Agbekoya’s Historical
Antecedents in The Chattering and the Song
The political theme in The Chattering and the Song is woven around
an interlacing story of Alafin Abiodun, enacted by rival suitors, Mokan
and Sontri, for a lady, Yanji, as she prepares for the controversial
marriage with Sontri. Leje, the leader of the farmers’ movement, gets
involved, in his bid to scout for recruits into the banned movement.
Osofisan’s version of Abiodun’s story in the play is an inflection from
the existing version (Johnson, 1973). The historical records portray
Abiodun’s execution of Bashorun Gaha as panacea to political
instability in the empire.  The peace with which Abiodun’s regime is
identified after Gaha’s death gives the impression of a progressive
and just leadership. This assumption is premised on the respite enjoyed
by Abiodun and members of the ruling class. However, the elimination
of Gaha, among other things, paved the way for Abiodun to establish
his autocracy. Under the guise of maintaining orderliness and the rule
of law, Abiodun became tyrannical and intolerant of any form of
opposition. He became high-handed, under the cloak of taking security
measures against any insurgence by Gaha’s sympathizers. All the
family members of Gaha were killed, except Latoye. That only a few
people could challenge Abiodun openly, due to fear of reprisals, does
not imply fame; because the daring ones went underground to plot
against him and many that were caught in the act were silenced. No
doubt Abiodun’s tyranny mostly affected the poor.  This assumption
becomes stronger, if one considers the fact that Gaha’s policies were
directed at the ruling houses and the privileged chiefs. The common
people were partially affected by Gaha’s policies and this was due to
the excesses of his children and men. However, the masses became
the victims of Abiodun’s misrule.

Thus viewed from the inflection device, which we have explained,
Osofisan creates another version of the account of Alafin Abiodun’s
reign, from the perspective of contemporary political experience. This
version pays due attention to the excruciating policies of Abiodun,
which ranged from a complete absence of freedom of speech to
unorthodox quelling of insurgencies, etc., aspects that were hardly
mentioned in existing historical accounts. Osofisan’s version in The
Chattering and the Song exposes the inadequacies and subjectivity
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of the historical versions. Consider the example of Johnson, who hardly
mentions the aspect of Abiodun’s cruelty against his subjects:

 With the death of Abiodun ended the universal and despotic
rule of the Alafins of Oyo in the Yoruba country. He was the last of the
kings that held the different parts of the kingdom together in one
universal sway and with him ended the tranquillity and prosperity of
the Yoruba country (1973).

The contradictions in the above quotation are glaring. Johnson’s
description of a despotic regime as peaceful and prosperous leaves
many questions unanswered. His yardstick for measuring prosperity
and peace is equally confusing. Obviously, the seeming peace in this
circumstance gives a favourable impression of Abiodun as a ruler,
whose political authority was not under serious threat. Only Abiodun
could count his blessings, but surely not the masses, whose rights of
speech and the freedom to protest (against mal-administration) were
trampled upon (Osofisan, 1977).

Osofisan creates masses that can call Abiodun’s bluff and
challenge his despotic rule, instead of their passivity and fear in
Johnson’s version which the playwright transmutes. It is this progressive
attitude that permeates the reconstructed story of Alafin Abiodun in
The Chattering and the Song. In it, Latoye, the only survivor in Bashorun
Gaha’s family, mobilizes the masses to re-enact the feat that destroyed
Gaha to end another chapter of unjust governance by the Alafin. The
playwright also makes it clear that the people’s support for Latoye is
neither borne out of any form of sympathy for Gaha nor is Latoye’s
mission a vengeful one. Osofisan portrays the people’s resolution as
a type that is founded on the principles of justice and good governance.
Latoye is brought before Abiodun:

Abiodun: What is his offence?

Aresa: He’s an agitator, your majesty. For months he has been
writing subversive articles, under a false name, of course.
But we finally caught up with him yesterday as he was
trying to incite the market people to riot over increased
tariff on salt...

Latoye: My father was a plague, and you killed him. But you,
Abiodun, you are the new plague: The new spot to be
scrapped out! (Osofisan, 1977).

This futuristic approach to history is evident in the playwright’s
attempt to contextualize the events and make them fit into contemporary
situations. Latoye, in the above quotation, uses the medium of modern
information dissemination, newspaper, in addition to traditional
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medium, for his propaganda against Abiodun. The newspaper medium
is obviously for the elite among the possible recruits for the revolution
while the market is the best avenue for reaching out to the masses.
This spread indicates the importance Osofisan attaches to the
involvement of all categories of people, with genuine commitment to
justice, in the revolution. This assumption is germane to the socio-
political context of Africa, as explicated in the playwright’s version of
Abiodun/Latoye’s face-off.

The advocacy for an elite/peasant collaboration in the struggle
for justice points to Osofisan’s flexible stance on class dichotomy in
attaining revolution. It is regrettably true that Alafin Abiodun, who rides
on the back of the masses to oust Gaha in the play, betrays them. But
it is also pertinent that Latoye, a royal blood, also spearheads a revolt
against Abiodun. However, it suffices to add that Osofisan seems to
have the confidence that with a committed group of the elite (such as
Leje and Funlola) working with the masses, struggle for justice will
succeed. Hence, he juxtaposes Abiodun with Latoye on the one hand
and Sontri (another selfish, arrogant and repugnant member of the
farmers’ movement) with Leje, the level headed and wise leader of the
movement, who disguises his identity, on the other hand. Abiodun
and Sontri represent a pretentious group among the elite who will
sacrifice the general interest for personal one. Sontri snatches Yanji
from an intimate friend and a comrade in the struggle, Mokan, with
impunity. Furthermore, Sontri has no respect for any of his comrades
and their feelings. The first time he meets Funlola, he disgraces her
over Weaverbirds. This disregard for the feelings of others sends
wrong signals about what his attitude will be towards the masses. No
doubt, his arrogance would put them off and if they condone him during
the struggle, his excesses are likely to destroy the basis of his authority.

   In summary, the history of Abiodun’s reign, explored by Osofisan
in The Chattering and the Song, has political and economic import. In
consonance with the inflection device, the playwright amplifies the
rebellion of Latoye against Abiodun. The instigation of the guards
against their master is made through an explication of the subservient
position of the guards. This brings guards to a realization that Abiodun
has been using them as mere instrument to advance his cause of
suppressing any insurgence against his authority and not the defence
of the citizens. Through Latoye, the conditions of the suffering masses
are exposed and this exposure nullifies the insinuation by Abiodun
that Latoye wants to revenge his father’s death. The successful
mobilization of the guards de-mystifies Abiodun’s authority as he
becomes helpless without the guards. The vulnerability of Abiodun
enables the guards to realize that after all his authority depends on
the support they offer him.
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In a similar vein, the interpolation of the Agbekoya’s activities
and the revolt against Abiodun in The Chattering and the Songs
emphasizes the needed commitment of the masses to the struggle
against oppression by eschewing sentiments and complexes such as
gender and age. The Agbekoya movement was formed before the oil
boom in Nigeria. Farm produce formed the bulk of revenues generated
to the country from export then; hence, governments bought cash
crops like cocoa, rubber, groundnut, etc., for export. For purposes of
coordination, farmers were encouraged to form groups, which later
metamorphosed into National Farmers’ Union (NFU). In 1948, the union
fought for an increase in the price of cocoa, the main cash crop in the
then western region (Abaelu and Cook, 1975). However, the policy of
hacking down infected cocoa trees created a gulf in the movement,
and a group took to violence as against dialogue favoured by others.
This prepared the grounds for a formidable farmer union. Thus, the
1968 announcement of a decline in cocoa price by the Nigerian
government was met with a stiff resistance. The problem of price was
compounded by a government policy that increased the head tax rate
from one to three pounds. Under the insignia “Agbekoya”, the farmers
reacted violently to the insistence of the government to implement its
tax policy, in spite of their predicaments (Ojedele, 2005). The violence
became widespread as the conditions of farmers worsened with the
inflationary trend, bad harvests, arrogance and corruption of
government officials. History records that “the Agbekoya leaders were
generally unknown farmers, Muslims and illiterates.... What was
significant was that, in pressing for their demands, the Agbekoya used
existing communal resources....” (www.Yorubanation.org). The
Agbekoya movement did not relent until it gained concession from
government in 1970.

In the reconstruction of the Agbekoya history, Osofisan’s
preoccupation is the organizational effectiveness of the illiterate group
and its unity of purpose. Although there was a disagreement between
Mokan and Sontri over Yanji, this personal interest is not allowed to
jeopardize the general ambition. The handling of the disagreement
emphasizes the tolerance that exists within the camp. In spite of the
disagreement, no personal malice is obvious from Mokan, as he holds
tenaciously to the eventual success of the group and pursues it till the
end. In a similar vein, the intellectual dimension adopted by Leje, the
farmer’s leader, is an inflection aimed at emphasizing the place of
strategic approach to revolutionary struggle. The playwright
distinguishes this from empty rhetoric, by juxtaposing the approaches
of Sontri with that of Osangangan. The systematic mobilization and
secret recruitment of members from all segments of the society are
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aspects captured by Osofisan in his own version of the farmers’
struggle. His transmutation of the two antecedents makes him assume
the position of a think-tank, analyst and source of suppressed historical
versions, in addition to the role of being a custodian of societal values
in his community.

He imitates the conscientious duty of the griots, as he transmutes
the elitist hegemonic historical versions of Alafin Abiodun and that of
Agbekoya movement to suit contemporary situations in the play. The
playwright’s focus is the historical events that contain socio-political
struggles against injustice or a display of the will to survive. He shows
much interest in aspects of the historical events that are suppressed;
incidentally, these aspects usually contain the woes and cries of the
masses and their resolve to fight for survival. He bases his own
historical restructuring on the survival struggles played down in the
elitist historical accounts. With this, he creates an alternative to the
widespread indoctrination and gradual deflection from the truth. His
interest is not mainly in the historical events. He is more interested in
amplifying the lessons applicable to contemporary challenges. He is
not contented with merely setting the records straight; he perceives it
as a task to reconstruct history in order to stimulate the masses for a
re-enactment of the heroic feats of the past. He submits that:

... the art that stubbornly weaves around the
old mythologies, unmediated, prolongs the
enfeebled past and is anti-progress. Yet to
shut the old world and its moral order
completely out of the dramatic opus is to
reflect only a partial truth, and partial truths
are just inimical to art and life as total
blindness (Osofisan, 2001).

In the above, Osofisan distinguishes between the romantic
approach to history (Johnson, 1973) and the analytical perspective to
capture the true situation of things (at present) as springboard to the
future, because the task requires the old moral order to accomplish.
The artistic concept of history by Osofisan, as explicated in The
Chattering and the Song, lends credence to the existence of past and
vibrant revolutionary experience that could be drawn from, to stimulate
people to react to modern oppressive tendencies that have
engendered poverty and diseases.
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The Military Policy of Public Execution of Armed Robbers in
the 1970s in Nigeria
The spate of criminality after the Nigerian civil war was mainly the
result of ex-militant’s grapple for survival in addition to the millions of
persons who suffered the effects of the war (the destitute, the drop
outs, the orphans, etc.) and were still nursing their ‘wounds’; they
became more devastated and aggressive because there was nothing
to start them off. Their only solace was the city where they had to
sleep under bridges, in streets and sheds. In a sharp contrast was
another group of emergent contractors, stooges of foreign firms,
importers and exporters, beneficiaries from the war who switched over
to importation of finished goods and services. With the oil money,
they savoured their ‘victory’ and enjoyed the windfall from oil.

The scenario above presents two extreme divides of Nigerian
citizens: one divide is left with the woes and the other with the oil
wealth to ‘manage’. In the games of survival, the city immigrants, mostly
youths, joined by other city dwellers in search of opportunities, inclined
towards armed robbery, swindling, thuggery and so on to make ends
meet. In response to the challenges of these contrastive groups of
Nigerians, the then military government adopted public execution of
armed robbers to ‘broker peace’ through the special robbery and
firearms provision in August 1970. It reads:

(1) any person who commits the offence of Robbery shall upon
trial and conviction under this Decree be liable to
imprisonment for not less than twenty-one years.

(2) If-
(a) any offender mentioned in subsection (1) above is

armed with any firearms or any offensive weapon or is
in company with any person so armed, or

(b) or immediately before or immediately after the time of
the robbery the said offender wounds or uses any
personal violence to any person, the offender shall be
liable upon conviction under this Decree to sentence
of death.

(3) The sentence of death imposed under this section may be
executed by hanging the defender by the neck till he be
dead or the offender may suffer death by firing squad as
the Military Governor may direct (Federal Republic of
Nigeria, FRN, 1970: Decree No.47).

Most military governors chose the firing squad and public
execution of the robbers, in a move that was believed would scare
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people away from armed robbery. Ironically, government’s brutality
and the multitude of people that went to watch the ‘Bar Beach Show’,
especially in Lagos (then the capital and commercial city) did not have
much effect. The menace of the men and women of the underworld
soared by each ‘show’. It then became apparent that armed robbery
was not born out of greed or crave for pleasure alone but it was a
desperate means to survive in the face of deprivations, caused by the
war and corrupt practices. It was a choice between living in the real
sense of the word (no matter how short) and dying a fulfilled man or
woman, no matter how soon. However, these difficult choices, which
had to be made, were lost to the beguiled spectators, who still believed
that the government decision was for their security.

The culprits were denied access to justice, by specially disallowing
the right to appeal the tribunal’s judgments. This sealed the hope of a
possible objective view of their predicaments. Sections 8 (2), (3) and
(4) of the Decree reads:

(2) No right of appeal to any court in Nigeria granted by any
enactment or  law as aforesaid shall apply in respect of the
conviction of an offender or in respect of any sentence
imposed by a tribunal constituted under this Decree.

(3) No civil proceedings shall lie or be instituted in any court for
or on account of or in respect of any act, matter or thing
done or purporting to be done under this Decree by the
military governor of a state, or by any proceedings are
instituted after the commencement of this Decree the
proceedings shall abate, be discharged and made void.

(4) The question whether any provision of chapter III of the
constitution of the Federation has been, is being or would
be contravened by anything done or proposed to be done
in pursuance of this Decree shall not be enquired into in
any court of law, and accordingly sections 32, 115 and 117
(2) (d) of that constitution shall not apply in relation to any
such question (FRN, 1970:Decree No47).

Transmuting the Military Policy of Public Execution of Armed
Robbers in the 1970s in Osofisan’s Once upon Four Robbers

The lopsidedness in the government’s response constitutes a
major concern for Osofisan and, in Once Upon Four Robbers, he
transmutes the existing version of the story when he creates avenues
for the robbers through Aafa’s magical song to air their views and
equally expose the atrocities committed by office holders, who have
kept the majority in sorry states of penury. The robbers are never
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afforded the opportunity to air their own side of the story, which the
playwright perceives as the reason for the general support enjoyed
by the military highhandedness from a majority of the citizens, who
double as victims and beneficiaries of the same corrupt system. The
balanced information attained via the submissions of the accused
persons, who have hitherto been kept silent provides a re-assessment
of the earlier stand. This is made apt by adopting a spiritual option of
adjudication rather than the ‘blindfold legal’ or the ‘military dispatch’
approach to righteousness. The choice is exigent to forestall the effects
of indoctrination and regulated thinking imposed by colonization and
neo-colonization, as represented by the legal system.

The magical approach which holds sway on the African mind is
known for its efficacy and astuteness. As a common practice, Aafa
lays conditions for the use of the magic, which guarantees the robbers
hitch-free operations thrice. They are: sparing bloodshed, the poor
and homesteads in the said operations. The conditions sound ironical
because hardly would the rich be robbed in public places without gun
threats; also the poor hardly have anything tangible to attract thievery
while the homes of the rich that habour such valuables are prohibited.
Thus, Osofisan uses Aafa’s magic as a torch for all and sundry to
search their conscience. The pen robbers, as symbolized by the
affluent contractors and government workers who alter figures on the
one hand and the market women in their price manipulation gimmick
on the other hand are full of condemnation for the robbers, while
feigning ignorance of their neck deep involvement in popularizing
armed robbery through their ineptitudes. The hypnotic effect of the
magical portion removes the pretences and claims of innocence; and
it makes a discovery of a very thin line between the armed robbers
and those condemning them possible. The contractors, civil servants
and traders are partners in the making of the robbers; therefore, the
terror unleashed on them by the robbers is the consequence of their
handiwork. He does not see them as victims but as pretenders who
perpetrate corruption, exploitation and sabotage at the detriment of
national development. Every group, including the military, is forced to
own up to the negative consequences of its nefarious activities which
breed the nuisance of armed robbery.

Thus, all the citizens, except a very negligible few, are guilty of
being tied to the stake, having taken the advantage of the civil war to
abuse others’ rights, waste precious lives and siphon public funds in
their various capacities. The criminal tendency in each is captured
thus in one of the ‘bar beach shows’, where a leader of a robbery
gang is killed by soldiers:
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Hasan: It was disgusting. Five o’clock in the morning, as cold
as in harmattan, yet they all came out to watch, to gloat
over his death.

Angola: And their faces, do you see them?
None of them flinched even once at the crack of the
guns. They were so  eager to devour him.

Hasan: Like vultures.

Angola: Like hounds (2001).

The ambivalence in the disposition of the victims of armed robbery
above, namely, the rich, civil servants, market women, etc., and their
personal activities amplifies greed and criminality as general tendencies
among the citizens, the sides of the story which are often covered.
Thus, the driving spirit of individualism wipes out all forms of humanity,
even among the poor. The rat race has blindfolded all segments of
the society, with each finding an excuse to prey on the weaker ones.

Mama Alice: So who will pay the bill, if the market doesn’t?

Bintu: Where shall we turn, if not to our stalls?

Mama Toun: How can we live, if profits lower or cease?

Mama Alice: How shall we survive, if the Price Control Officer
refuses  to be bribed?

Sergeant: You hear that, you’ve been robbing from
victims!

Mama Alice: The market is our sanctuary.

Hasan: A slaughterhouse. Each hacks off the other’s
limbs. Kill quick or be eaten (2001).

It is deducible from the above that in the ineptness of the weakest
group, which is borne out of a process of indoctrination via the societal
structures of the home, religious centres and the schools, the strong
has the opportunity to turn the weak against itself. Inadvertently,
anyone who refuses the indoctrination of dormancy by being
aggressive, like the robbers, is singled out for punishment. The ‘sacred
cows’ can put up with other cheats, as far as the security of their
members is assured; but they are wary of any form of activity which
threatens their lives, hence, the promulgation of the decree to deal
with armed robbers only, the economic threats posed by others,
notwithstanding.

Osofisan’s bone of contention is: which of the two groups poses
more danger to the society in the long run, bearing in mind the
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magnitude and general effects of each? In weighing the options he
calls for the intellectual involvement of the integrated theatre audience
(Abubakar, 2009) as to which of the two groups (abusers of the state
trust as civil servants, contractors, security agents and traders on the
one hand or the robbers on the other hand) should be supported.
However, the view in this paper is that supporting either of the options
above would surely not redeem the gloomy future portended by the
activities of all the groups, since none is free from guilt. Thus, a third
option of condemning both but prescribing varied punishments would
have been better. This would exonerate the audience from supporting
the criminal activities of any of the groups and would portray the
audience as just and unbiased jury.

Conclusion
The article’s focus has been on Osofisan’s transmutation of historical
events, with emphasis on their political and economic import. It is
argued that in line with the inflection device of Fabulous theatre, the
playwright re-writes existing versions of history by restructuring and
restocking to expound on contemporary socio-political and economic
challenges with the aim of rejuvenating mass struggle against social
injustice. His handling of the activities of the Alafin Abiodun, Agbekoya
Movement and the open execution policy of the military displays the
playwright’s interrogation of the existing historical versions to re-
evaluate past and current societal values in his community. His
inventiveness in the use of history (to discuss contemporary issues)
deviates from the nostalgic eulogy of the past or the reactionary attitude
to change. He is futuristic in his handling of history with a focus on the
opposing perspective to the elitist versions and emphasis on enduring
indigenous struggle for justice.
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Abstract
Comedy is any form of social exchange that elicits laughter as
responses. Characteristically, it generates simultaneously both pleasure
and power. In other words, comedy as a form of funniness involves
breaking of rules and making the rules so that correct behaviour is
implicitly instated (Purdie, 2003). It is on this basis that this study
investigated the discursive process through which Papa Ajasco comedy
series condemn some social behaviour and signify them as bad or
inappropriate in funny but strong terms. Therefore, the study examined
some purposefully selected current series of Papa Ajasco on Nigerian
television with a view to identifying and explaining the pattern of
condemned social behaviours or affairs of this world in the comedy. It
also determined the discursive means by which the social behaviours
are condemned as transgressions. Essentially, the study sought to
understand how randomly selected audience of 50 members, who
regularly view Papa Ajasco series on television, interpret the discursive
exchange and jokes in the comedy. This was done through an in-
depth interview that allowed the audience to air their views
spontaneously. The study found that Papa Ajasco series indeed appeal
to a majority of Nigerians with its unique capacity to provide high spirit
that relaxes their minds and provide them with escape valves with which
they relieve tensions of work and life. But, beyond this, the series, in
melodramatic forms, condemns some social vices and behaviours that
are been deeply rooted as ways of life in Nigeria. Meanwhile, the
discursive power of the comedy series in condemning the behaviours

http://dx.doi.org/10.4314/ejotmas.v5i1-2.19
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is interpreted by the audience mostly as jokes. So, the didactic benefit
of the series is mitigated by the agency of the audience who interprets
the language, meaning and themes of the comedy series as nothing
but just jokes and relaxation. The introduction of the features of sit-
com does not even change the interpretation pattern; rather it attacks
audience attention more to its funniness.

Keywords: Comedy, Papa Ajasco, Social change, Discursive process,
Social behaviour, Nigerian audience

Introduction
Comedy is any form of social exchange that elicits laughter as

responses. Characteristically, it generates simultaneously both pleasure
and power. In other words, comedy as a form of funniness involves
breaking of rules and making the rules so that correct behaviour is
implicitly instated (Purdie, 2003).  It is on this basis that this study
investigated the discursive process through which Papa Ajasco comedy
series condemn some social behaviour and signify them as bad or
inappropriate in funny but strong terms.

Papa Ajasco Comedy Series

Papa Ajasco comedy series started as far back as 1982 when
W ale Adenuga came out with a film called Papa Ajasco. It was Nigeria’s
first comedy film in English. Before then, we had Yoruba comedy by
dramatists such as Adeyemi Afolayan (Ade Love), I-sho Pepper (Ishola
Ogunsola), Hubert Ogunde, Baba Sala (Moses Adejumo). But the first
comedy film in English came from Adenuga. It was Papa Ajasco. And it
was taken throughout Nigeria, West Africa, and Europe. It did very
well. In 1995, Adenuga came out with a home video called Binta My
Daughter. Papa Ajasco film came out of the Ikebe Super Magazine
characters while Binta My Daughter came out of the characters of
Binta Magazine. In 1997, Nigerians started having Papa Ajasco comedy
series on television. And it has been like that till date.

Producer/Manufacturer
W ale Adenuga, MFR, 65, is the chairman of Wale Adenuga

Productions (WAP) and producer of Papa Ajasco comedy series. He
is a former cartoonist/publisher, and currently a TV series producer,
with sizzlers such as Super Story, Nnena and Friends, This Life, under
his belt. Before the emergence of the Nollywood film industry, Adenuga
had released the celluloid movie, Papa Ajasco, which was based on
the main character in Ikebe Super in 1983. Papa Ajasco made history
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as the first English comedy in an industry which had been dominated
by Yoruba productions. Then a film version of Binta, re-entitled Binta
My Daughter was released in 1995. A year later, the television series
Papa Ajasco (formerly The Ajasco Family) was aired on Nigerian
Television Network (NTA) for the viewing pleasure of Nigerians. With
the burning desire to provide qualitative education, Adenuga and his
wife, Ehimwenma founded Binta International School in Lagos. He also
opened the Pencil Film and Television Institute (PEFTI) now a leading
institute in the art of film production, directing, and cinematography.

Characterization
There are six main characters in the sitcom, Papa Ajasco, and

they are:

1. Papa Ajasco:
He is considered the head of the family. He mixes a great sense
of humour with bombastic diction and usage of English. He runs
into trouble always. His bald head, big tummy and stylishly tied
wrapper are his most unique features.

2. Mama Ajasco:
She is the wife of Papa Ajasco and a semi-literate woman who
can barely speak good English. She is as troublesome as she is
meddlesome.

3. Ajasco:
A dullard whose sense of mischief is legendary, he performs
abysmally always in school and most often comes last in the class.
His fez cap is his distinguishing characteristic.

4. Boy Alinco:
Boy Alinco is the skinny dude with long head whose penchant for
speaking raw riddles is legendary. He is well known for his monkey
jacket.

5. Pa James:
Pa James is the illiterate poor old man whose foolishness is his
most striking feature. He runs into trouble always and speaks
pidgin with dexterity.

6. Miss Pepeiye:
Miss Pepeiye is another skinny lady who lures men into her traps
to extort them. She also runs into troubles sometimes, too.

The Cast
In July 2006, there was no doubt that lovers of the popular weekly
television comedy, Papa Ajasco and Company were shocked that the
original cast were changed. Mr Wale Adenuga, Producer and Chief
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Executive of Wale Adenuga Productions- creators of the comedy, has
listed reasons for asking majority of the cast to leave, adding that he
meant no harm with the decision.

Before February 2006, the original cast were

- Abiodun Ayoyinka (Papa Ajasco);
- Bayo Bankole (Boy Alinco);
- Jumoke Momoh (Mama Ajasco);
- Miss Pepeiye;
- Mr Jimoh Olasehinde( Pa James) and;
- the naughty kid, Ajasco ( Ebunsayo).

But suddenly, some stopped featuring in the TV series. Only Mr.
Olasehinde Jimoh (Pa James) was retained. Ironically, virtually all these
actors have become household names with their individual roles, in
addition to creating large followership for the show, which made its
debut on television nine years ago. However, the artistes were replaced
by another set of artistes including,

- Femi Ogunrombi (Papa Ajasco)
- Victor Oyebode (Boy Alinco),
- Patricia Mokwunye (Mama Ajasco) and
- Bola Sowunmi as Miss Pepeiye.

Issues Treated/Themes Addressed in Papa Ajasco
The television sitcom has over the years addressed societal

issues through the use of humour and it has tried to effect changes in
people’s psyche and their conception of certain societal realities.

Issues treated in the television series over the years include:
- Marriage and marital conflicts

- corruption

- honesty and other virtues

- poverty and empowerment

- education and its values

- Women and Identity formation
- The Nigerian police and security concerns amongst others.

Problem Statement
The study examined some purposefully selected current series

of Papa Ajasco on Nigerian television with a view to identifying and
explaining the pattern of condemned social behaviours or affairs of
this world represented in the comedy. It also determined the discursive
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means by which the social behaviours are condemned as
transgressions. Essentially, the study sought to understand how
randomly selected audience, who regularly watch Papa Ajasco series
on television, interpreted the discursive exchange and jokes in the
comedy.

Research Questions
1. What are the major social issues that Papa Ajasco re-presents

or condemns in its series?

2. What is the discursive means through which Papa Ajasco series
re-presents or condemns the social issues?

3. How do the audiences or regular viewers of Papa Ajasco series
interpret its re-presentations or condemnation of the (negative)
social issues?

Literature Review
Comedy is an interpretative device through which insight is made into
the lives of people as a form of cultural criticism ((Koziski, 1997). It is,
indeed, a social commentary (Mintz, 1985) and communal revelation
(Kirby, 1974). It is what Daniel Smith (2014) called comedic sociology,
which consists in observing, recording and dramatising the
contradictions, absurdities and incongruities of social life (Koziski,
1997).  As a comedic sociology, comedy rests upon the comic’s ability
to provide sociological observations which illustrate wider socio-cultural
realities. In other words, the contents of comedy, just like any other
forms of arts, mirror the realities found in the organisation of social life
(Witkin, 2003).   This is to say that comedy uses jest to illustrate the
realities of the social life. Drawing from King’s (2004) hermeneutic
critique of life, comedy draws out the limits of our understanding and
comprehension of life. So, to make fun is to have understood the
contents of social life and show their limited conceptions, their internal
contradictions and inadequacy through humour.

Thus, a comedian and his or her themes might appear silly and
funny, yet, he or she passes across a message about the situation of
our lived experiences which require a change. To this end, Smith (2014)
gives a succinct description of the role and function of comedy in
society as thus: comedy can highlight the hidden narratives of life. It is
the opportunity for a blind comic to convey a unifying piece of storytelling
to a room full of randomly assembled people and bring them together
in empathy, interest and finally, hopefully, laughter of recognition; for
narrative, whilst enabling the audience to enjoy the perspective of the
Other, a life view of the seemingly alien, can paradoxically show the
humanness, the sameness, the ordinariness of this world view.
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Meanwhile, comedy is discursive. As a discursive exchange, it presents
alternatives that the audiences are called to consider.  However,
because it presents the alternative desired through jest or joke, it has
been established that comedy is lesser and less effective form of social
change. This, according to Turner (1988), might be because comedy,
like the stand-up comedy, is always subversive of society.

Methodology
This study adopted narrative analysis to examine and explain the
pattern of condemned social behaviours or affairs in Nigerian society.
Five series of the comedy were randomly selected for the narrative
analysis. On the other hand, in-depth interview was adopted to
understand how viewers interpret Papa Ajasco comedy series. Fifty
respondents that cut across various levels of education, ethnicities,
social economic status and religion were purposively recruited or
selected for the in-depth interview.

Analysis
Art is life; art mirrors life and this is evident in many works of art that
litter the public space today. The contents therein mirror the society
together with its failings; its dynamics; its beauty; its imperfections
and so on. Of course, certain socio-cultural constructs that give the
society its shape are also explored. Invariably, we cannot doubt the
fact that the essence of art – any work of art – is to deconstruct and
give meaning to certain complex issues in society. Papa Ajasco sit-
com is, thus, not an exception.
Nowadays, one can find as many love affairs-turned-into-marriages
and an equal number of marriages turned sour as well. So many factors
could be responsible for the destruction of the love that flutters in any
relationship/marriage. Many a time, in the latter, it could be financial
troubles, infidelity, and incompatibility, to mention a few, but can one
rule out influence or interference of influences (both internal and
external) and its attendant problems? Such is the case of Papa Ajasco
in the series “The Polygamist.” In “The Polygamist”, Papa Ajasco’s
mother, Maami, threatens to marry another wife for her son, Papa
Ajasco. This, she claims, is due to Mama Ajasco’s failure to give her
more grandchildren. She even brings a concoction from the village
and claims it would increase Mama Ajasco’s chances of getting
pregnant. As expected, Mama Ajasco refuses to drink the concoction
made from a bizarre assortment of ingredients and this causes an
issue. Papa Ajasco who does not see that as a big deal takes a sip.
Shortly after this, he becomes unconscious.
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Eventually, Papa Ajasco succumbs to Maami’s directive to marry
another wife when he learns of their royal lineage. By right, he would
be the next king of their community and to qualify for this, he must
have at least three children. One fateful day, Maami arrives, alongside
her best friend’s daughter as Papa Ajasco’s new wife. Much to Mama
Ajasco’s chagrin, Papa Ajasco could not resist the ‘gorgeous beauty
queen’ – Pepeiye. That very point marks the genesis of the intrigues
around which the drama revolves – how Papa Ajasco would later
metamorphose into a polygamist and how he would find it difficult to
contain the excesses of his two wives.

Papa Ajasco becomes a polygamist, owing to the pressure from
his mother for more children. This is however the beginning of trouble
in Papa Ajasco’s household. Because of the many troubles under his
roof, Papa Ajasco seeks the advice of Pa James, an “experienced
polygamist” who advises him that if the situation does not get any
better, he should marry yet another wife, a 3rd wife, a 4th, 5th, 6th,
7th and as many as possible till peace will be restored in his home. In
the meantime, the quarrels between Mama Ajasco and Pepeiye aren’t
over yet. Mama Ajasco who has been busy with house chores while
Pepeiye does nothing, finally confronts her on this and what happens?
A fight ensues; Papa Ajasco who tries to stop them gets beaten up as
well. With the duo of Mama Ajasco and Pepeiye under the same roof,
Papa Ajasco is only beginning to get more than what he bargained
for. And as is typical of the riotous family, the intrigues, commotion,
kerfuffle and drama drags on and on, with Papa Ajasco becoming
confused at every point in time in the house.

Discussion
One core issue the sit-com, treats is the complex and often

controversy-laden issue of polygamy. Polygamy is one of the most
complicated family set-ups in African societies. Interestingly, what the
producer of this sit-com tries to achieve is to look at the intrigues in a
polygamous set-up, especially within the context of the implication it
has on peaceful co-existence among members of the large,
polygamous family. As expected, all of these were delivered with
humour.

In the series, we see Papa Ajasco trying to strike a balance in his
interaction with the two wives – Mama Ajasco and Miss Peipeye - while
desperately avoiding actions that may create fracas among them.
However, the rivalry between the wives is so intense that Papa Ajasco’s
moves are not enough to make peace reign and it is rancour through
and through. Another theme explored in the sit-com is the peculiarity
of the African royalty system. In the series, Papa Ajasco was pushed
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into polygamy because of the dictate of his people’s culture which
makes it mandatory for him to give birth to at least three children
before he can become king. This, quite interestingly, contrasts with
what obtains elsewhere, especially in Europe and Americas. Thus,
beyond the laughter and the sardonic humour, what the movie also
showcases is the peculiarity of African traditional kingship system and
how it can shape the life of a heir apparent –even to the point of
acting against his own desires, whims and caprices.

Another issue addressed in the sit-com is the issue of crises and
controversies portrayed as being integral parts of a polygamous family.
In the series, we can see that as much as Papa Ajasco tries to maintain
equilibrium amidst his two rancorous wives, he is always beaten to
pulp by both wives whenever disagreement ensues. It gets to its
crescendo when he fails to get a reasonable advice from Pa James,
his confidant and an experienced polygamist.When Pa James
advises him to pick a third wife and if the controversies continue, he
should pick the fourth, the fifth, and the sixth and so on, it was an
unconscious indictment of the association of polygamy. He
unconsciously brings to the fore, the simple fact that controversy can
never be divorced from any marriage outside monogamy.

Audience Interpretation
Ironically, the viewers of the sitcom interviewed did not understand

it beyond its humour and comedy. In other words, the Nigerian
audiences of the sitcom do not derive any meaning from the comedy
except the humour and laughter it provides. The strong meaning woven
around the social issues the comedy attempts to condemn is lost to
the audiences who prioritize the channel of humour through which the
comedy passes its meanings.  As it is encapsulated by one of the
interviewees, “Papa Ajasco is nothing but a comedy to many of its
fans like me; it does not have meaning beyond the laughter it provides.”
Another interviewee, who put this opinion more depth asserted that:
Papa Ajasco is a comedy and nothing more. It is a fabrication of the
producer whose main intention is to make people laugh and he does
it regularly and commendably. So when I watch Papa Ajasco, as I do
not miss it every week, my main purpose is to laugh and not to be
evangelized. As a matter of fact, there is no any reality in the comedy
and many viewers do not watch it for any purpose other than humour.
Any social issue the comedy tries to condemn or valorise does not
sink with the viewers like me. I take it as an entertainment that provides
relaxation and good laughter to take off stress of the day from me. I
think any media content that aspires to change the society must not
come like jokes or humour as Papa Ajasco does; otherwise it will not
sink – its meaning will be misinterpreted.
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It is not surprising that the interviewee quoted above was quite
revealing because he was an elite- a university lecturer.
Notwithstanding, he represents the view of most of the regular viewers
of Papa Ajasco irrespective of their educational level. The opinion
touches on the kernel of the uses and gratification that asserts that
audience consume different media content for different purposes (Katz,
1978). The interviewee also knowingly or unknowingly touched on
Hall’s (1982) encoding and decoding model that establishes that
audiences of media messages do most times re-appropriate the
meanings of media messages to the extent that they do sometimes
reject the preferred meanings intended by the producer of the
messages.

The most striking point in the above quote is the recommendation
that “any media content that aspires to change the society must not
come like jokes, otherwise it will not sink or its meaning will be
misinterpreted”. This is in line with the proposition of message
production theorists (Greene, 1997).

Conclusion
The study found that Papa Ajasco series appeal to a majority of
Nigerians with its unique capacity to provide high spirit that relaxes
their minds and provide them with escape valves from the tension of
work and life. But, more than this, the series, in a melodramatic form,
condemns some social vices and behaviours that are deeply rooted
as ways of life in Nigeria. Meanwhile, the discursive power of the
comedy series in condemning the behaviours is interpreted by the
audience mostly as jokes. So the didactic benefit of the series is
mitigated by the agency of the audience who interprets the language,
meaning and themes of the comedy series as nothing but just jokes
and relaxation. The introduction of the features of sitcom does not
even change the interpretative pattern; rather it attracts audience
attention more to its funniness.
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INDIGENOUS DRESS AS A PREREQUISITE FOR CULTURAL
PRESERVATION IN TRADITIONAL AFRICAN FESTIVAL: 2011

OZURUIMO IN FOCUS
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Abstract
The article is designed to investigate the place of indigenous dress in
the preservation and propagation of Nigerian cultural heritage, using
2011 Ozuruimo as a case in point. People are known for their customs
and traditions and one of the elements of cultural identity is the use of
dress. It defines the status, origin, sex and cultural identity of the
wearer. The method used for this paper is the analytical study whereby
the dress patterns and make-up used in 2011 Ozuruimo were analysed
in order to assess their cultural undertones and relevance. The study
observes that a nation without a culture is aimed at extinction and that
it is only through the celebration of festivals that the culture of the
people are showcased through their body adornments which enables
the world identify and place them in proper geo-cultural context. The
study concludes that in this era of globalization where western influence
seems to be the order of the day, there is need to preserve and
propagate the culture of the people through the use of indigenous
dress and body designs so that our cultural identity and heritage will
not go into extinction.

Keywords: Indigenous dress, Culture, Ozuruimo, ISCAC, Preservation,
Traditional African festival

Introduction
Throughout human’s history, body adornments and facial

decorations have always featured prominently in the identification and
differentiation of one person from the other. According to Tracie Utoh
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in Okeke “... these practices abound as part of the peoples cultural
heritage thus body designing is one such arts, which consist an integral
part of the traditional society” (14). As a matter of fact, they serve as
clear cut demarcations between human beings and animals. They
are one of the ingredients of a given culture, which helps to define the
ethos, values and orientations of a particular people. People are known
through their culture and a nation without a culture is bound for
extinction. Regrettably, through acculturation and enculturation, the
cultural values of the our people are gradually being eroded, thereby
giving way to the assimilation of foreign cultures that are inimical to
the growth and development of the indigenous culture, especially in
the areas of body adornments and facial decorations. In the words of
Stanis Iyorza:

Acculturation is not a crime, but the evil
about the process is that it causes a people
to abandon aspects of their cultures and
embrace new ones which may be detrimental
to the ideals of their cultures. (80)

This has adversely affected the mindset of
our youths who ultimately are the leaders of
tomorrow in terms of their dress code and
facial decorations. This calls for a serious
concern in view of the current trends in the
society because traditionalism has been
taken over by westernism where anything
wearable holds sway for our youths with
inherent implications for the cultural
propagation and preservation of the people’s
heritage. Even in traditional festivals where
traditional ethos are supposed to be
maintained, western dress patterns continue
to ‘fight’ for supremacy and, more often than
not, appear to be in firm control.

Apart from the everyday use of clothing and facial decorations,
indigenous dresses are usually conspicuous during festivals and
ceremonies which are usually celebrated with pomp and ceremony;
thereby creating an atmosphere of conviviality and merrymaking. This
provides a meeting place for people from all walks of life to converge
on a set venue and participate in the festival either as spectators or
participants. In Nigeria in general and Imo State in particular, there
are different kinds of festivals, each having a connection with the cultural
heritage of the people from where it is drawn from. Apart from the
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different festivals and celebrations that abound in all the local
government areas (LGAs) of the state, there is a centralized one where
all the different LGAs and communities participate. It is usually
organized by the Imo State Council for Arts and Culture (ISCAC) in
collaboration with the Imo State government, where all the cultural
undertones and embellishments of the state are showcased. This
festival is called Ozuruimo. As the name implies, it is all embracing
and welcomes participants from all the 27 LGAs in Imo State. It is in
this connection that we analyse the 2011 Ozuruimo with a view to
appreciating the level of indigenous dress and body designs in the
festival. In addition, the roles of indigenous dress patterns in
propagating and preserving the cultural undercurrents of the people
will be examined.  This is against the backdrop of the fact that a people
are known first of all through their belief system, dress or costumes
and make-up and language. These make them an entity of their own
with unique idiosyncrasy and behavioural traits.

Indigenous Dress or Costume and Body Designs in
Historical Perspective

The origin of dress or costume is traceable to humanity’s desire
to cover its nakedness; when Adam and Eve found out that they were
naked in the Garden of Eden. This gave rise to the use of different
materials including leaves, animal skin and raffia as forms of clothing
materials and protection. According to Affiong Okon:

The art of costume and make-up dates back
to man’s existence. In the days of Adam and
Eve, leaves, animal skins, furs and feathers
were used as covering.  It later
metamorphosed as an essential aspect of
the traditional ritual ceremonies into
traditional displays. (394)

However, costume in a more secular sense is associated with all
the units of items on the body of the performer including layers of
cloth to nudity. In traditional African festivals, it is an important attribute
and one of the aesthetic elements that help to heighten the appreciation
of the performance. Apart from the everyday use of dress/costume
and make-up for concealment, comfort and other symbolic meanings
(Edwin Wilson 354), they also feature prominently in traditional
festivals. Utoh argues that before costume and make-up were
recognised, they existed in traditional society ... and were essential
part of the people’s way of life such that there was an elaborate artistic
display during festivals, wrestling matches, as well as in displays,
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dances and historical enactments (410). Furthermore, during these
historical enactments, according to Bakary Traore:

The people know how to disguise
themselves, either with make-up or masks
or strange garments depending on the effect
they wish to achieve with their audience, or
by painting their bodies with designs
representing the hides of the animals whose
movements they execute in the dance form.
(12)

All these form part of the indigenous dress/costume and make-
up for the celebration; and at the same time constitute an integral part
of the cultural essences of the people. In other words, part of the
culture of the people is located in the nature of the dress/costume
and make-up on display. This is partly what Ngugi wa Thiongo  meant
when he asserts that: African culture is the sum total of their art, their
science and all their social institutions, including their system of belief
and rituals ... such values are often expressed through the peoples
songs, dances, folklores, drawing, sculpture, rites and ceremonies
(103). In all the numerous festivals that abound in Nigeria and indeed
the world, the place of indigenous dress or costume and make-up
cannot be underestimated. This is because one of the underlying
intentions of the audience for attending such festivals and ceremonies
is to see and feed the sensibilities of their eyes. Indigenous dress/
costume and make-up form part of these viewing intentions. Therefore,
in whatever festival, be it for Africans or other parts of the world,
including Europe, America, Asia, indigenous dress/costume and make-
up are used as a form of cultural identity and renewal.

Festivals and Cultural Undertones
Festivals are rooted in the culture of the people and Nigerians

are known for one form of festival or the other. There are annual
celebrations of African heritage and culture which serve as the perfect
backdrop for family and class reunions, church, corporate, or group
outings.  People usually travel from far and wide to attend such festivals
that have the potentials for public display and merrymaking. This is
usually celebrated with pomp and pageantry. History has it that since
the beginning of time, festivals have been accompanied by parades,
masquerades, pageants, and other forms of revelry that have their
origins in pre-Christian rites, particularly, fertility rites that were
connected with the coming of spring festival and the rebirth of
vegetation. Furthermore,  history has it that festivals have always been
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part of people’s way of life, and that some were performed in
commemoration of the   renewal of life brought about by the yearly
flooding of the Nile, especially in Egypt. Others were performed in
honour of the god Dionysus, the god of fertility and wine in
Greece; and in commemoration of victory in war as it is obtainable in
the historical carnival of Ivrea in Italy, otherwise called the ‘battle of
the oranges’ (Festival 1).

Indeed, festivals are woven around diverse beings and physical
phenomena ranging from powerful gods and goddesses to hills and
water spirits and the generality of illustrious ancestors. In the words of
Robert Gills, festivals are mostly religious events that are observed
with meditations and incantations. These acts bring about repetition
of actions which give rise to rituals. Rituals are important part of the
festival especially when it is meant for gods and myths (67). Because
of the reference of some deity and gods during some of these festivals,
the periods during which they last, are usually seen as a peace period
or week where any form of disturbance and quarrels are forbidden.
However, it has to be stated that folk festivals, popular celebrations
and carnivalesque rituals are not simply expressions of religious
sentiments and supernatural ideas; they are also very often key sites
in which social issues and political conflicts are expressed, mediated
and challenged. Oyin and Irele affirm that:

It is true that every…festival is attached to a
supernatural being or deified ancestor and
to that extent may be said to be religious at
base and inspiration. But in its realization, a
festival’s religious origin or foundation is too
often and too easily superseded, the festival
thereby becoming a veritable carnival, dance
drama or ritual drama (emphasis mine). (5)

The festival is the prime artistic institution of traditional Africa
because it is the only institution that has the framework which can
coordinate virtually all other art forms of a community. Each of the
festivals tends to have a story or myth to perform and each makes
use of its own peculiar style in the dramatic realization of the story. In
the process, the arts of costuming, masking, drumming, chanting,
dancing and several others are utilized in a manner not totally different
from their usage in other dramatic traditions. When one watches a
festival, however, one is immediately struck by the fact that one has
been exposed to a dramatic experience. The question that has to be
settled, therefore, is whether this experience is merely one of dramatic
elements or particles in a performance or whether the sum total of the



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 268

experience constitutes a drama in whatever sense of the word (Oyin
and Irele 9). Traore also believes that:

Insofar as most myths and legends were
acted, we can deduce that the seeds of
theatre were present in African festival as in
ancient Greece. The Africans’ sacrifices to
their gods-‘Sango’ or ‘Ogun’-resemble those
of the Greeks on the altars or shrines of
Apollo. And was not tragedy born among the
ancient Greeks by the coming together of
the fury of the Baccantes and the ecstatic
dance of the daughters of God? (21)

This is factual given the fact that most festivals are attached to
one deity or the other. Even in Greek festival, the story is not different.
In the account given by Oscar Brocket, festivals in Greek are basically
to the honour of their gods. Subsequently, Greek drama was presented
exclusively at the honouring of Dionysus, one of the many gods
worshiped by Greek. The dramatic art theatre in the western world
can be traced back to ancient Greece especially Athens, usually
considered the cradle of western civilization. Dionysus, the god in
whose honour, plays were presented was the god of wine (one of the
principal products of Greece) and fertility. In all these festivals,
indigenous dress/costume and make-up play significant roles. As a
matter of fact, the spectacle in the festival and celebration can be
attributed to the variety of costume and make-up on display. Most
spectators and fashion designers usually come to the festival to feed
their eyes and watch the arrival of new designs in the market. During
these festivals, the nature of the costume and make-up on display tell
more of the people participating in the festival. These festivals are
“usually held, when public, in an open area where all the people and
whoever else may wish to attend, gather” (Andrew Horn 189).

Most festivals are communal based and in whatever way one
looks at it, it incorporates elements of theatre; from the theme, to
characters, spectacle, audience, space, costume and make-up to
design elements, acting, singing and dancing. Ekweariri and Ogbonna
summarized it thus: ... festivals and indeed theatre are interrelated in
view of their similar modes of operation. If that is so, carnivals and
festivals are arts because the final product is geared towards the
edification of the human spirit and the satisfaction of the audience. All
the theatrical elements are usually present (15). In the same vein,
Pierce and Merger in Horn opine that these festivals give the
impression of a theatrical performance or even an operetta. Their
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cast, costume, orchestral accompaniment, solo and chorus differ little
in spirit from the mystery and passion plays enacted in medieval Europe
in the forecasts of the cathedrals (192).

Here in Nigeria, many festivals abound ranging from the Muslim,
traditional African religion   to Christian festivals, including durbars,
Argungun, Eyo, yam (Iriji), among others. Indeed, there are many
festivals in Nigeria some of which date to the period before the arrival
of the major religions in the ethnically and culturally diverse society.
The main Muslim and Christian festivals are often celebrated in ways
that are unique to Nigeria or unique to the people of the locality. The
Nigerian Tourism Development Corporation has been working with the
states to upgrade the traditional festivals which may become important
source of tourism revenue (Festival 1).

Ozuruimo Carnival
The Ozuruimo was established in 1989 as an annual cultural carnival
and a serious cultural mobilization of the Igbo people. The festival
was first called Ozurumba according to the 1989 festival Brochure,
but was later changed to Ozuruimo by the consensus desire of the
representatives of the LGAs in Imo State. The Ozuruimo is a rallying
point for all the LGAs to bring out their diverse cultural ‘strengths’ and
showcase them off at the state capital.

Ozuruimo is believed to form a key vehicle for the realization of
the objectives of the National Cultural Policy which was promulgated
in August 1988; and the concept of Ozuruimo is, therefore, to
incorporate the theme of the National Festival of Arts and Culture.
The display is usually in the form of floats along some marked areas
in Owerri, the state capital. Some of the events of the festival include
Archery (Igba Uta), traditional wrestling, occupational dances, folk
music/chants, ritual dances, masquerade displays, exhibitions (i.e.,
traditional fashion parade, traditional beauty contest and traditional
food show/traditional food exhibition), music competition, carnival floats
and Ozuruimo drum. Every year’s festival has a central theme that
binds the events together. The 2011 edition was tagged a festival of
peace and sustainability and it took place from 15th to 22nd December,
2011.

Planning and Execution of the Festival
The establishment of Imo State Council for Arts and Culture (ISCAC)
by late Chief Sam Onunaka Mbakwe, the former governor of old Imo
State (comprising the present-day Imo, Abia and Ebonyi States), gave
them the powers to oversee issues relating to cultural matters. In view
of the above, the planning and execution of Ozuruimo rest squarely
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with the Imo State Council for Arts and Culture (ISCAC) in collaboration
with the state government. It is usually celebrated at the end of
November or first to second week of December every year.

Funding
There is usually a budget during every Ozuruimo. The funding

of the festival is between the LGAs that make up the state and the
state government. Corporate bodies and well meaning individuals also
contribute by way of sponsorship but the bulk of the money comes
from the LGAs and the state government. From the local government
allocation, the local government chairmen decide how much they are
contributing which will be deducted from the source while the remaining
amount for the successful execution of the festival will be augmented
by the state government.

Indigenous Dress/Costume and Make-up in the Festival
As a cultural festival, indigenous dress/costume and make-up

featured prominently in the overall understanding and appreciation of
the festival. The governor of the state, Owelle Anayo Rochas Okorocha,
a doyen of culture puts on a George wrapper with traditional beads
hung round his neck and ankles. He wore a red titled chief’s cap with
an eagle feather on top and a special hand fan. Across his shoulder is
hung a climbing rope with a gourd attached to it. The same thing
applies to the dress/costume of the deputy governor, Jude Agbaso.
The traditional rulers appeared in their magnificent costumes, each
showing a distinct but similar attributes in their dress patterns.
Prominent amongst them is that of Eze Samuel Ohiri, the chairman
Imo State council of traditional rulers. Apart from his cap and staff of
office, his Ezeship dress/costume leaves no one in doubt as to his
position. The dress left one side of his shoulder open to the admiration
of the spectators. Amongst all the traditional rulers that graced the
occasion, it was only Eze Samuel Ohiri that came with a float. As
expected, the float was decorated with eye-catching indigenous
costumes that show masculinity, assertiveness and ferocity.

Ozuruimo is a festival that aims to bring together all the 27LGAs
of the state under one artistic umbrella. In the edition under
investigation, almost all the 27 LGAs graced the occasion; each
appearing with one indigenous costume or the other. These costumes
are depicted by the traditional and cultural dance troupes that come
with participating LGAs. For instance, Opuruiche Cultural Dance and
Dibuugwu Nwanyi Cultural groups, amongst others, appeared in
different costumes that were quite scintillating. Some of them appeared
in costumes that depict occupations such as palm wine tapping, climbing
and hunting.
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The presence of other communities and states in Nigeria were
also felt. Representatives from Awka, Bayelsa and prominent emirs
from the north also graced the ceremony with their cultural costumes.
Masquerades of different types and sizes were on ground to thrill the
audience. Of course, masquerades are known for heavy costumes
with symbolic undertones. Some were costumed like fowl, ram and
monkey. There were also creative paintings and decorations on the
body of some of the entertainers, with bare bodied and traditional
omu (fresh palm frond) to match. This omu, in Igboland, signifies
apartness and /or sacredness (Wachuku and Ugiri 9). Jell-Bahlsen
affirms that it is a symbol of “spiritual involvement, ritual powers and
danger.”  Even the costumes of maidens and beauty queens were no
exception because they were meant to serve traditional purposes.
For instance, the young maidens were garlanded at the waist, head,
neck and ankle with traditional beads. Apart from this, there were also
paintings on the body of the maidens which helped to complement the
costumes. This is in line with the opinion of Ogunmola as he opines
that:

 People in all cultures adorn their bodies in
some ways, typically with jewellery, hairstyles
or clothing. In Nigeria, people also adorn
their bodies with tattoos, scarifications and
other body arts. They may also reshape their
ear lobes or lips. Adornment can serve as
an expression of beauty and also as an
indication of a person’s title, age, social
status or membership of an exclusive group.
It may also protect against danger or
assures health or success in war. (73)

Of course, men and women are not left out because they also
showcased their traditional costumes, including wrappers of all sizes
and shapes at the festival.

Indigenous Dress/Costume and Make-up as Elements of
Cultural Preservation and Propagation

From the inception of Ozuruimo, the need to preserve and
propagate the cultural heritage of the Imo people and indeed the entire
Southeast Nigeria has always been at the forefront. This is captured
in the objectives of the festival, which partly reads thus:

The objectives of Ozurumba festival, among
other things, is (i) to mobilise and motivate
the Imo people by disseminating and
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propagating ideas which promote Igbo
culture as part of the plural Nigerian culture;
(ii) to make the Igbo people of Imo state be
proud of their culture and exhibit solidarity
and consciousness through their cultural
heritage; (iii) to provide the people from the
rural communities the opportunity to
participate at the local government and state
levels in a cultural entertainment and
relaxation programmes, in which they show
their culture to people from other local
government areas, other states in the
country and the outside world at large, etc.
(Ozurumba 1989 Festival Brochure 4)

One of the things to be used in the preservation and propagation
of this cultural heritage is the use of indigenous dress/costume and
make-up. In every culture and institution, costume and make-up remain
one of the indices of knowing where a particular person comes from.
During the cultural fiesta, the dress culture of the people of Imo State
and indeed, the entire Southeast is showcased to the world. This goes
to validate Obafemi’s argument that “... our culture influences the type
and pattern of dressing we do and wear ...and that all of that forms a
critical part of our make-up ...” (19).

An average Igbo man is known for his dress culture of Isi Agu
and red cap with George wrapper to match. Women tie buba or wrapper
round their waists while the maiden have decorative designs on their
bodies. To buttress the importance of cultural preservation and
propagation during the festival, the governor of the state, in his speech
stated that “our culture is at the verge of extinction and that if nothing
is done, we may end up losing it.” He further says that “today we are
showcasing our culture to the world and we are happy for it.” (Extract
of the speech delivered by the governor of Imo State during the 2011
Ozuruimo festival). To him and the people, it is a way of telling the
world what Imo State is known for dress-wise. It is also an opportunity
to exhibit our cultural norms and values. It also afforded the Imolites
an opportunity to remember their heroes past and the legacies they
left behind.

During the festival which was basically a traditional affair, the
‘who and who in Imo State’ and indeed other Igbo-speaking states
converged in Owerri for the celebration of culture and cultural heritage.
Although western clothes were seen around the festival, but those
who know the import and importance of the festival showcased their
traditional attires. Through this means, the cultures of the people are
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preserved and propagated, and identities maintained. In fact, during
the festival, the best dressed female person is given an award of Ada
Imo to show the importance attached to cultural dressing. In Igbo
culture, the way the people dress is determined by the occasion or
circumstance; that is during festivals, burials, naming ceremonies and
other engagements of social gathering. But in a typical Igbo society,
gender is noted with a particular form of clothing which is not so different
from one community to another. Hence, this festival aids in the constant
remembrance of our cultural heritage and serves as a means of making
the younger generations appreciate and understand our culture very
well. However, it should be stated that the nature of these traditional
costumes could be modified to reflect contemporary demands, but
certain specific features must remain to enable people to identify the
culture of the persons wearing them.

Symbols and Meanings of Traditional Costume in the Festival
Most of the costumes worn during the festival have significant

elements or symbols embedded in them.  A proper understanding of
these symbols helps us in the appreciation of the cultural festival. For
instance, the white-horned elephant tusks signify authority. These were
carried by the traditional rulers as part of their costume. Their traditional
regalia also carry symbolic messages that tended to differentiate them
from the rest of the crowd. These symbols imbue the traditional rulers
with power and authority and place them at the higher echelons of
society. Julie Umukoro argues that cultural symbolism is the hallmark
of the Nigerian traditional dress. It is consciously or unconsciously
evolved to bear emblems unique to its owners.  Such emblems may
be derived from common features in the environment. It may also, by
persistent contact of an ethnic group with some other, be a feature
borrowed, appropriated and seemingly endorsed by its widespread
acceptance and used as one of its ethnic symbols (50). The same
thing also applies to the chieftaincy cap and specially designed hand
fan wielded by respected citizens of the state during the ceremony.
Although it appears to have been abused  the appearance of and the
use of chieftaincy cap with an eagle feather attached to it during
Ozuruimo portrays affluence on one hand and dignity and authority
on the other hand.

Furthermore, this symbolism is also seen in the costumes of
human animals such as fowls, rams and monkeys. For instance, rams
are known for ferocity, especially during the heat of mating. It can,
therefore, be said that those costumes symbolize strength and agility
while that of the monkey symbolizes strength in climbing. On the other
hand, the costume of the fowl symbolizes graceful movement. Even
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the costumes of the palm wine tappers signify their occupation and
means of livelihood. In all, these symbolic messages helped in
authenticating the cultural elements in the festival and its impacts on
the viewing sensibility of those who graced the occasion.

Observations
In the course of carrying out this research, we found out that in

every culture and institution, indigenous dress/costume and make-up
has always been one of the indices to understand people’s way of life.
It tells of their ethnic group, class/status and belief systems and enables
people to place them appropriately in both historical and geo-cultural
contexts.

The researchers also observed that during the Ozuruimo, one
of the aesthetic elements of the celebration is the use of dress/costume
and make-up. In other words, the visual essence of the celebration is
heightened through the nature of costumes and make-up on parade.
As earlier stated, there is usually a riotous display of costumes during
this celebration which appeals first to our aesthetic sense of sight and
mind. At any rate, it was found out that costumes are indispensable
elements of festival celebrations. The 2011 edition of Ozuruimo provided
the people with the opportunity to exhibit their new acquisitions. Often,
local fabrics are masterfully and creatively designed to appeal and
entertain. Even the use of human robots with colour variations on
their bodies is usually an enduring delight to watch. Because of the
importance attached to costume and make-up during such
celebrations, most spectators interest lie in savouring the different
costumes and make-up on display.

The researchers’ investigation also revealed that the Ozuruimo,
in all ages has served as an avenue of bringing the people of Imo
State together in an atmosphere of conviviality and merrymaking which
helps to forge social cohesion and brotherliness. During such periods,
official matters are kept aside while the bond of unity and mutual
coexistence are watered to germinate. The designated streets are
agog with people accompanied with drumming, singing and dancing.

Conclusion
This study has underscored the importance of cultural

preservation in view of the raging globalization which appears to have
eroded some of our belief systems. It argued that through the use of
indigenous dress/costumes and make-up in festivals such as
Ozuruimo, our cultural heritages can be preserved and propagated
and projected in contemporary society. Communities and LGAs in Imo
State should be encouraged to innovatively key into this annual
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programme (Ozuruimo) that ultimately aim at showcasing the cultural
potential of the people of Imo State
.
Recommendations

This cultural preservation and propagation should not only be
restricted to Ozuruimo, but should also cut across other festivals in
Imo State, including Imo Carnival, Ahiajoku Lecture, Oru Owerri, among
others. Organization is one of the successes of any activity. It is,
therefore, recommended that the festival should be properly organized
and coordinated in subsequent celebrations so as to achieve the
desired result. A situation where there are no clear-cut direction on
what to do and where to go to should not be allowed to arise. Those
whose responsibility it is to organize it should be allowed to do so, so
as to avoid unnecessary bickering, disagreement and acrimony. Finally,
during the festival celebration, each LGA must be made to dance or
exhibit any kind of display synonymous with it or the state generally.
This is because, it is through such efforts that their costumes and
make-up will be properly highlighted and the messages properly
understood.
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CONDITIONING AUDIENCE PATRONAGE USING SUBJECT
M ATTERS IN NOLLYWOOD FILMS: THE EXAMPLE OF 30
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*Silver Abhulimhen OJIESON
http://dx.doi.org/10.4314/ejotmas.v5i1-2.21

Abstract
Films are subject-based and when producers set out to communicate
their viewpoints, some do it flamboyantly while others take the subtle
path. Unlike live theatre before it, the possibility of a virile spiral
regarding the themes treated in movies can be as much repugnant as
they can be fascinating. In this case, the audience are wont to receive
without bias some nuances expressed in motion picture for several
reasons. Notably, religious orientation, gender bias, cultural and racial
views, intellectual and philosophical stand, genres as well as mode of
reception condition the audience to relate with certain artworks.
Without the audience, actors and show promoters would have birth a
production meant only for the empty theatre. It is common knowledge
that concerns with taste and culture, socio-economic and political
considerations affect conception and execution of all audio-visual
materials intended for audience consumption. Whether a producer
knows it or not, his or her theatrical productions can meet stiff
competition from other shows, meaning that the audience is a free for
all market. 30 Days in Atlanta, with a favourable record of audience
reception and patronage, stands tall as a reference point for
manipulating social commentary in its contextual projection of notable
issues. Adopting the historical-analytic review approach, the study
evaluates the themes inherent in the film as a prerequisite for audience
patronage.

Keywords: Themes, Nollywood, 30 Days in Atlanta, Audience
patronage, Funding

Introduction
In Peter Brook’s famous reference to how theatre works, he

illustrates the relationship between men or women in an empty space
as observed by other men or women. Here, three things are common:
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the first man/woman (actor/actress), the empty space (location/set/
stage) and the other man or woman who observes (audience) (Brook
3). It is pertinent to note that just like it is not possible to make profit in
a marketplace without the consumer coming to buy goods and demand
services, the theatre, whether live or mediated, survives on audience
patronage. While the concept of patronage simply entails the volume
of ticket sales, which serves as admission criteria for the shows
exhibited, meaning that, converted to cash, this equals returns on
investment, differs from reception.

Reception is the general and specific bias, familiarity and
knowledge held by a patron-audience. Previous knowledge of the show,
idea about the subjects treated in a screenplay as well as critical
perspectives, whether on religious, cultural and political viewpoints,
can influence choices of what to watch. So, whereas patronage entails
purchases at theatres, reception is the whole gamut of impulses that
inform an audience’s choice of which film to watch. There are
apparently numerous reasons why people patronize theatrical
materials, in this study; attention is on the how the patronage is a
testament to the kind of reception accorded a film.

Review of Literature
Edward Gondo asserts that “an audience is any person who chooses
to purchase a performance which he desires for a number of reasons
(19).” Although the entertainment motive supersedes other reasons
why mainstream theatrical productions are created, Ogechi Ekpe posits
that entertainment, information, education and therapy (2), in their
ranking scale are considered. Despite theatre’s inherent ability to
attract a certain kind of audience for different shows, it is common
knowledge that people only watch what they want to see. This is why
Barth Oshionebo and Idebi Kayode affirm that “the audience often
perceives the theatre as a home of comfort where he/she could relax
and catch fun (104)”. Hence, it is claimed that “the acceptance or
rejection of the play by members of the audience determines the
success of any production” and as such “the audience serves as the
market for the performance” (Oshionebo and Kayode 105).

Stephen Langley says that “the idea, the place, the actors, the
staff, the money and the materials for a theatrical production are
brought together and organized for the benefit of an audience (385).”
Thus, the relationship between reality and make believe is at the
instance of audience appreciation. This is why Petr Bogatyrev argues
that “on stage things that play the part of theatrical signs….acquire
special features, qualities and attributes that they do not have in real
life (35-36).” However, based on the writer’s imagination and life’s
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experiences and observed pattern of societal interactions at large, a
lot of dramatic incidents have been captured on celluloid and video
for audience consumption.

In Ahmed Yerima’s view, “the audience serves as the public eye
that criticizes and enjoys the play at the same time (29).” Arguing
further, Yerima holds that “an audience can reject a work of art, and it
can also embrace it. These acceptances which may bring financial
gains for the production and the comments and newspaper reviews, if
they are lucky to get any help to assuage the pains and trouble that
have gone into the production (31)” is responsible for the success of
most films. The reasons adduced for these, are that the audience
wants to partake in the performance by sharing the experience of the
playwright and his or her vision. It wants to be educated, and also it
wants to take away some useful thoughts and ideas. Other reason
why an audience goes to the theatre is because some audience
members want to quote the lines, and some want through it to sponsor
another play by the playwright (Yerima 32).

Embedded in the view of Jean Debrix and Ralph Stephenson
(21-22) is an opinion re-echoed by Onuora Nwuneli and Alfred Opubor
which highlight the fact that “of all the media of mass communication,
the motion picture has perhaps the most universal appeal and impact.”
...Properly conceived and executed, they assert that “a film can rise
above the limitations of language and cultural barriers by the powers
of its visual images, its use of music and sound effects, and can
succeed in conveying much the same messages to audiences of
heterogeneous backgrounds (1).” There is a basic ingredient that
glues audience to the screen. This is the plot element known as conflict.
Most audience are subject to the world of a film because of its intrigues.
This is why Yerima posits that “conflict remains a very important part
of a play. Without conflict a play would easily fail to hold the attention
of the audience. A play depicts a contest in which man’s conscious will
is employed to achieve a certain goal, which is very hard to reach,
and whose realization is actively resisted (33).”

The filmed experience remains the critical bound, a shared
experience of suffering and love, culture and nationality, race and
kinship as basic ingredients that appeal to the audience. On this
ground, the National Film and Video Censors Board’s (NFVCB’s) The
Classifier asserts that “the Nigerian film industry popularly called
Nollywood has to its credit the projection of measured Nigerian identity
to the world where brands have become a critical currency of global
transactions (15).”  In the same way, Patrick Ebewo affirms that
“Nollywood films are popular in Nigeria because they have indigenous
content and address issues relevant to mass audience. Through an
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amalgam of Nigerian narrative techniques (African storylines) and
W estern technology, these films document and re-create socio-political
and cultural events that occurred within and beyond the country’s
border (47).” Ebewo further claims that “film approximates reality (52).”
According to Syd Field “film is a visual medium that dramatizes a basic
story line... (10).” The audience are only attracted to the film story
because it derives pleasure from seeing life re-enacted. The screen
image not only transfixes the audience but gives them a food for
thought, and this is what occupies their attention for the more than an
hour long time in front of the big screen. According Alan Armer
“...audiences love to worry. They gratefully accept coincidences that
give them more to worry about (15)”. Unfortunately, the majority of the
films circulating in the Nigerian markets (of Nollywood origin) have
drab storylines and bad picture quality and the major reason for this
poor state of the Nigerian films has been small budget and the
audience preference for better made foreign films. Audience reception
of the films has been conditioned in such a way that seeing them is a
matter of necessity. It is Armer’s submission that screenplays with very
bad content will fail to hold substantial audience attention. Hence,
Amer opines that “Screenplay progression implies forward movement,
that is, new events, new complications, or new revelations that heighten
audience interest” (40). Therefore, where these elements are not
embedded in the story because of financial constraints, most of them
fail woefully at the box office.

According to John McCall “what mostly distinguishes the Nigerian
videos, however, is their popularity. They are watched and talked about
by millions of people from every ethnic group and social stratum. I met
young people in Lagos who admitted that most of what they knew
about village life was gleaned from watching the videos (100).” This is
why Jowett and Linton assert that “the content of film can both ‘reflect’
and ‘shape’ society, and there is close identification with films stars
(76).” Garth Jowett and James Linton adumbrate that “the movies thus
become a quasi-encyclopaedia in which one finds the visual repository
of much of our culture (121)”. Growing up, facing the challenges of
life and triumphing are basic stages in everyman’s life. In the screenplay,
these basic phases are presented for the audience to relate with.
This is why Armer posits that “character growth increases the sense
of reality in a screenplay. It also adds to the audience’s sense of
fulfilment; all the turmoil has accomplished something (94)”. What this
amounts to, is that, the audience, knowing that he can relate with a
story element and that the film will appeal to him engages in patronising
the movies. It is at this point of transaction; between the filmmaker
and the audience that box office yields its returns.
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Edmund Peters argues that “film with its powerful combination of
sound and pictures has the ability of sending down subtle socio-
economic and political realities in entertainment forms. In advanced
countries, it has broken out of its narrow entertainment confines into
a powerful commercial venture with profound effects on politics and
economics (33).” He further claims that a lot of Western countries
have taken advantage of the film medium to sell their socio-cultural
potentials and canvass for political slots through movies (33). In spite
of the place of sub-titles in moviemaking, a tool geared towards
reaching more audience, it is notable that while English language films
from America and Europe, including other well known languages are
used as film language, it does capture our imagination to follow the
film story with vivid interest in the content of the movie notwithstanding
their use of non-native languages. In this regard, Armer states that
“screenplays do not slavishly imitate life; instead, they create an
appearance or illusion of life. When directors photograph life situations,
the results often are dull and tedious. Screenplays usually are logical
and structured; real life is not. Screenplays are economical in dialogue,
characters, and scenes; real life is not. Yet screenplays strive to present
the essence of life (21).”

In his incisive evaluation of the Nollywood phenomenon vis-a-vis
its portrayal of the Lagos City – Scope in movies, Jonathan Haynes
observes that “Video film is the primary expressive medium through
which Lagos makes itself visible, both to itself and to external audiences
(134).” Uchenna Onuzulike asserts that Nollywood film has as its
preoccupation a dealing “...with social and moral issues, and the
themes addressed include betrayal, infidelity, love and revenge. The
most popular genres include love, romance, history, folklore, witchcraft,
juju and drama (25).” When these thematic preoccupations hold our
attention in films, Hyginus Ekwuazi asserts, “...films provide the people
the symbols around which to weave their dreams (58)”. In Ekwuazi’s
view, “The cinema, therefore, manipulates the audience into a position
from where it all too consciously keeps adjusting its conception of
reality, be it within a single movie, or from one movie to another (57).”
 Frances Harding opines that “... much as the audience are the patrons
of the film, most times they are end users who have little or no influence
on the content as well as form of the work produced (69).” In the
above circumstance, where the filmmaker raises capital for the
production, He/she also ensures that audience reception is taken into
cognizance. Therefore, as a member of the larger society, He knows
the tastes/trends and socio-cultural cross-currents well enough to know
that to produce anything out of taste might lead to an outright rejection
(especially when films do not sell because of their unpopular dictum).
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Thus it is not out of order to say that audiences will receive whatever
idea is presented to them based on the nature of the content, for the
medium has inherent ability that makes them appealing to the viewers.
Jowett and Linton posit that “It is more generally agreed that mass
media are capable of ‘reflecting’ society because they are forced by
their commercial nature to provide a level of content which will
guarantee the widest possible acceptance by the largest possible
audience (83).” A critical point in the above submission is the fact that
a film is a commercial product capable of appealing to public views by
reflecting via its content audience friendly materials. This view holds
for Sussan Langer who says that “cinema is dream in the modes of its
presentation; it recreates a virtual present, an order of dire apparition
that is the mode of the dream (412).” Yerima explains Langer’s
postulation above by adumbrating that what happens in a cinema
situation as it concerns the audience is that “Langer’s ‘dream mode’
of the use of photographic images in television and cinema is further
distinguished because both media make use of primary illusion -virtual
history- in their own mode (136).”

The audience in front of the Television (TV) or big screen is akin
to a dreamer who the dream, that is, the film centres around. This is
because in a film, the action moves, places shift, people act, and
objects come into view with strange importance. It is this situation in
which the audience remains conditioned to the projected image and
the relationship of the dreamer is equidistant from all events that place
the audio-visual material before the viewer as the centre of the art.
Therefore, for most people, the film universe is dream lands that
escape to help minimize the reality of struggle in real life. In this regard,
Moradewun Adejumo says of the typical Nigerian film that “not only do
the films originate under the impetus of local market forces, but they
also pander to local tastes in very specific ways (76).”Distilling the
market essence of the films from their ethnic values which most film
works propagate in keeping with the times, Adejumo believes that the
underlying interest in Nollywood movies is consumerism when he states
that

 “…where Yoruba films appeal to ethnic
values and religious films to evangelical
conviction, English-language films substitute
a blatant creed of consumerism linked to the
audience’s desire for narratives of social
mobility. Advertising the film and advertising
in the film has been most aggressive with
English-language film (85).”
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It is this commoditization of the Nigerian film industry that gives it
a status of a business venture, not a class room subject, although it is
subject to the whims and caprices of the scholastic effusions of an
eccentric academia. The commercial success of these films is directly
influenced by the audience patronage. The place of the audience is
so significant that without it the dream of a blockbuster would be in
vain. In spite of the ethnic diversity Nigeria is enmeshed in, it has
been able to harness its local talents for local viewership. Thus, in
places like Kano, there is predominantly Hausa/Fulani films, in the
western region, Yoruba films compete favourably with English language
Nigerian films and imported brands. Aside Ibo language films, minor
ethnic groups such as Efik/Ibibio, Benin, and dialect films are
commonplace. All of these have a large enough audience to sustain
the business of production and exhibition of film works thereby
guaranteeing proportionate returns in investment. The significant
milestone, given the recent box office returns on some cinema
placement of Nollywood movies have underscored a trend in the way
genres, actors, picture quality and funding influence the total makeup
of a production.

30 Days in Atlanta: A Synoptic Analysis
Richard is an IT consultant for Lekki Gardens, Lagos. At one of the
company’s customers’ appreciation party, he brings Akpos, his cousin
along. Fortunately, Akpos picks a raffle ticket for a trip for two to holiday
in the United States for thirty days. This immediately becomes a news
item, both on Radio and far away Warri where Akpos come from.
Richard, who is to accompany Akpos receives a surprise visit from
Ese, his estranged lover. The circumstance of their breakup, following
Ese’s rejection has left Richard emotionally feeble. However, when
Ese shows up claiming to love him, he immediately rebuffs her. Their
preparations to travel to Atlanta, the designated city Lekki Gardens
chose is accompanied with fanfare as Akpos and Richard begin to
shop for designers’ wears and other items. On their way to Atlanta,
Richard eats aboard with gusto while Akpos, though hungry watches
with jealousy. When the hostess informs him that the food is not for
sale, Richard knowing all along that Akpos was a novice had
deliberately deprived him the knowledge of this service. Akpos is so
angry he takes it out on the left over salad. When they land in Atlanta,
from the airport they are driven down to the booked apartment and
shown around by a male attendant. Wowed by the luxurious apartment,
Akpos and Richard allowed their excitement, innocently to overcome
them by hugging and playfully fighting over the key to the master
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bedroom. This sends a wrong signal to the male attendant mistaking
them for a gay couple.

Akpos and Richard, after settling in dress up and step out to
explore the city. Their steps are fleeting and they walk down the estate
as if they were the owners of the properties. In the course of the walk,
they notice a woman struggling with her daughter who would not move.
Akpos intervenes, thinking he was helping the mother but to his chagrin
he incurs the wrath of the woman who apparently detests spanking
her child. Akpos and Richard’s first experience is not a palatable one.
When they visited a restaurant and Akpos requests for a beer, the
attendant demanded for identification. This greatly infuriates Akpos
who begins to use swear words because he was referred to as a minor.
It took Richard’s intervention to avoid any scene. Successive scenes
are full of Akpos’ reaction about the culture of their host. A couple
kissing at a park is harassed by Akpos as being indecent, asking if
they have no room. This is followed by his incursion into a dance
rehearsal where he is out to teach the Americans how to dance and
hands the DJ a mix tape. Akpos danced so well he is carried shoulder
high, at the climax he names Richard as his manager but Richard
races out of the venue scared what legal implication this might have
on him. When Richard and Akpors, in the company of a Nigerian from
W arri visit a cafe, they sight an extremely beautiful woman, Kimberly
who Richard fancies.

 Akpos and Richard pay Uncle Wilson a visit. To their greatest
disappointment, it turns out that Uncle Wilson is the cook and baby
sitter. In spite of the respect and reverence Akpos had for Uncle Wilson,
he could not hide his resentment. He hurries Richard away and they
both decry their uncle’s predicament. This is an Uncle that was so
strict he thought them their first lessons of life back in Warri. They are
so helpless they cannot understand why such a feared uncle can
bring himself so low as to be kicked about by his American wife. From
Uncle Wilson’s place, the scene transits to Metro Fusion, venue of the
conference being attended by Dr Erikefe. Kimberly and her father-Mr
Odiye are taken in by Akpos’ remarks about the use of tear gas by law
enforcement officers during riots as air pollution. His humorous and
hilarious nature sails him through the interaction with Kimberly. Richard,
who does not participate in the Akpos and Kimberly chat, is totally
blown away by her beauty he fidgets against Akpos’ dismay. Taken in
by his comic disposition, Kimberly requests if Akpos would love to
come do stand up comedy at the restaurant during the weekends and
he jumps at it. Over the successive weeks, Akpos makes jokes
entertaining customers at Metro Fusion until one night when they were
returning home without Richard’s wallet. When Richard made it known
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to Akpos that he was not with his wallet, they immediately began to
confer on how to alight and run away before the taxi driver can reach
for them. At this point the taxi grinds to a halt and a pistol points to
their forehead. Unknown to them, the American taxi driver understands
Pidgin English and knew what they were planning. He throws them
into the cold without trousers and shirt, left for their boxer shorts they
would have both been naked.

In a couple of minutes, Mr Odiye and Kimberly, who Richard called
showed up and took them home. Akpos and Richard are given a pair
of track suits and hot cups of coffee while her father narrate how he
came to be in America following the Nigerian Government’s attempt to
kill Kimberly’s mother as a CIA agent following the toppling of the
Government in 1993. Moments later Clara, an immigration lawyer friend
of Kimberly’s father shows up and makes their company. The
opportunity gives Akpos inkling about Clara’s personality and when
they made to leave, Akpos demands to know if Clara was married.
From this moment Akpos goes all out to win Clara’s heart and the
romance between Richard and Kimberly brews well. When Richard
had a chat with his mother, she tells him of how well Ese has been
helping her with her roast fish business. He makes it clear to the mother
that there was nothing between Ese and him and so she should send
her away. The following day when Richard was inside an arts shop
framing a picture frame of Kimberly, Akpos who is supposed to wait
outside decides to gamble across the road. When Richard comes
down he hoodwinks him into meeting Kimberly at home that he will be
fine. Given the urgent urge to get home before Kimberly, Richard
leaves Akpos to take care of himself Unfortunately, Ese was with
Richard’s mother and as soon as Richard’s mother saw that Richard
was not there, she stepped out and left Ese who manoeuvres everything
telling Kimberly she is married to Richard. She warns Kimberly to avoid
his deception. This breaks her heart much so that Kimberly, full of
tears leaves before Richard arrives.

A police patrol vehicle arrests Akpos. He is taken to a remand
facility where he calls Richard and begs him to call Clara. Moments
later, Clara shows up and tries to save Akpos but he would not keep
quiet, unfamiliar with the way the law in America operates. Accused of
having so much money on him, thinking that by avoiding any attempt
by the officers to make him say he was gambling he would be helping
his case, Akpos says he worked for his money. This violates his terms
of admission into the United States as a visitor. Clara, standing in for
him wriggles Akpos out of going to jail. He would have to donate what
he earned at Metro Fusion to charity to redeem himself. Richard,
already annoyed with how Ese has messed up his relationship with
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Kimberly, hurts. Every attempt he makes to explain himself to Kimberly
turns out fruitless. Upon Akpos’ release, Clara takes advantage of
Richard’s condition to invite Akpos to spend time with her, part of which
she says is to keep an eye on him lest he misbehaves as she promised
the judge she will keep an eye on him. At Clara’s place, Akpos becomes
romantic and conquers Clara. He is so excited he boasts about it on
phone, claiming that he was going to get a green card out of Clara.
Unknown to him, Clara who is within earshot heard all his ranting and
decides to throw him out of the house. Akpos, begging her to
understand it is just a mere talk is refused audience by Clara who
pushes him out.

Mr. Odiye steps in on one of Richard’s reconciliatory trips and
sternly warns him never to bother his daughter. In his manner of
reference, he reminds Richard of how untrustworthy Nigerians are by
informing him about how credit cards are scrutinized and dollar bills
are scanned to ascertain their authenticity once in the hands of a
Nigerian. This breaks Richard’s heart owing to Ese’s act about their
purported marriage. Akpos and Kimberly are at a garden and in a
romantic pose when Akpos, for the first time speaks queens English
and expresses his feelings towards Kimberly and demands a kiss.
Kimberly obliges Akpos of the kiss and he keeps eating his lips until
Richard taps him from his slumber. When Akpos wakes, he remarks
that he knew it could not have been true that he spoke fluent English,
this confuses Richard who he refuses to inform about whom he was
kissing. Richard Skypes with Ese and warns her to steer clear his
path. With Richard in lead, Akpos donates the money to charity
grudgingly so as to get court clearance. At the airport, Akpos and
Richard are surprised by Kimberly and Clara who showed up with
their tickets to Lagos. This scene climax the 30 Days in Atlanta sojourn
embarked upon by Akpos and Richard, courtesy of Lekki Gardens.

Themes Explored in 30 Days in Atlanta
Tourism: The central idea in this film is the trip embarked on by Richard
and Akpos, courtesy of Lekki Gardens. In the movie, emphasis is placed
on the sheer culpability of Akpos, generally considered a village
brought up and one whose limited exposure has impacted negatively
on his rapport with people. For this purpose, Akpos really needs to
get his act together. Richard, who pretends to be cool with Akpos
feels disgraced every now and again. In the long run, the trip summarily
gives Akpos needed the leverage to make concrete his numerous
boastful insinuations. What is critical in the Atlanta trip is the fact that
Lekki Gardens shows us the place that Richard and Akpos are lodged,
using this link as juxtaposition on the laudable prospects of patronage
accruable to real estate ventures of Lekki Gardens.
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Social Commentary: The movie takes advantage of the comic genre
to comment on socio-cultural occurrences. For instance, Akpos decries
his Uncle Wilson’s inability to take charge as the head of his family.
His wife controls him as she made him a ‘woman wrapper’; he cooks,
changes the baby’s diapers and mops while the wife does nothing
meaningful but paint her nails. Richard, who slightly understands Akpos’
uncle’s plight, pleads with Akpos to stop his derision. Survival, instead
of claiming head, turns out key, among other things. The ‘green card
syndrome’, which the uncle obviously needs cows him and gives Akpos
a decrepit notion of his Uncle. The lottery won by Akpos and Richard
is a way of looking at the ‘awoof’ syndrome that most Nigerians dream
daily of, and for this reason, some are waiting on God for manna to
rain. On their first outing in Atlanta, the duo encounters a girl crying
while her mom begs her. On seeing this, Akpos is offended and lambasts
the girl’s mom for not flogging her. If it were in Nigeria, the girl would
have had it tough. In addition, the Abdul Mutallab terror scare is re-
enacted as Uti Nwachukwu portrays this character, again Akpos draws
their attention to this phenomenal Boko Haram protégé.

W arri myth: The name of Akpos itself is a generated acronym for a
comically endowed Niger Delta boy who takes swipe at anything that
is capable of mirth. It is assumed that the average Warri brought up is
a comic actor. Akpos’ ‘misbehaviour’ is forgivable because there is an
imaginary standing order for his ignorance to go unpunished. At the
venue of the raffle, of all the people in the gathering, it is Akpos, for
crying out loud who wins the raffle. To validate his claim, he shouts–
he is my couples! So as to lend credence to the trip’s  intent for two.
What a coincidence? Well, it is a film and a comic one at that; so the
contrivance is permissible. In USA, Akpos meets Clara, an immigration
lawyer he really likes. The average Warri boy is a warrior, fears no
one and bold as the lion, is a king, no matter the jungle. Clara chose
to consider Akpos not because she is comfortable with his age but
because he is really forward. Akpos’ favourite phrase-your father!
Further establishes his Warri origin. Words such as ‘Kponkpi’ and the
plethora of slang he uses are meant to reiterate his background.

Infrastructure: The movie makes ample references to the level of
infrastructural development between Nigeria and America, in terms of
the level of manpower development. Richard, the enlightened of the
duo, at every opportunity never stops to remind Akpos that things
work in America unlike in Nigeria. For example, when they rented a
car, Akpos’ thinking is simply to ship the car out of the United States.
One notable statement made in the movie is the provision of leisure
infrastructure, especially outdoor facilities for relaxation, sports and
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picnics. Real estate, modern architectural designs and the housing
trends were brought to bear on the level of Lagos’ metropolitan exploits
to be at par with the home business network worldwide. Elite residential
quarters in Nigeria, especially in the Government Reserved Areas
(GRA) which have been taken over by private estates accounts for a
large chunk of the urban housing provider in post Abacha regime.
This new housing culture, upwardly mobile and convertible, exemplify
the tastes of the nouveau riche.

Greener pastures: Generally, in the Nigerian context, anyone who
is opportune to travel out of the country is considered fortunate. His
or her fortune, once he or she leaves the shores of the country is
generally believed to have changed for the better. This misconceived
notion of wealth does not allow for any excuses especially when it is
known that some rich people in the community have travelled overseas
and returned with more wealth. Seeking for greener pastures abroad
has never been equated with the same amount of time and energy
expended at work, but on the merit of economic differentials. This
urge to easily travel by Nigerians is preconditioned on the exchange
rate of a USA dollar or British pound to the Nigerian naira. This
conversion power, of a relatively small sum translating into a huge
amount in Nigerian parlance is the craze which drives many people to
seek greener pastures. So, Okeimute is an ordinary fuel attendant in
Atlanta, Georgia. Back home, his known profile is of someone who
works in an oil and gas company. This is equivalent to saying he works
with NNPC, Shell BP or Chevron and the likes if he were home. A
cursory look at Richard, it becomes apparent that his desperate
advances to have Kimberly may not be wholly due to love and
companionship but as his escape ticket from poverty. Richard is
obviously handsome and employed, these are not enough. His mother
still struggles and things are not all good back home, the major reason
he is sworn to reject Ese and go for Kimberly, daughter of a wealthy
restaurateur makes a very good escape route from poverty forever
as a son-in-law.

Conclusion
30 Days in Atlanta outsold Head Gone.  Matter of fact people

don’t even remember Head Gone because their release dates was
auspicious for the former and detrimental to the latter. What has release
dates have to do with box office performance if not for choices?
Remember opportunity cost in secondary school economics? Well, in
spite of the similarity in genres and despite the huge presence of
notable faces, the latter failed to make box office impressions. This
simply reiterates the idea that the audience is the epicentre of theatrical
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works. Their choice translates into convertible returns for the producer.
Thus, Ayo Makun’s huge box office receipt was not determined by
some sort of technical or artistic landmark contained in the production,
but arguably the stiff competition regarding subject matters. This takes
us back to the issue of genres and the comic genre plays out against
itself here. On interacting with some members of the production
audience, a lot of them opine that there were many instances where
Osuofia in London was replicated in 30 Days in Atlanta. In particular,
Akpos’ reprimand of a kissing couple is one case in point. However,
that the huge patronage accorded 30 Days in Atlanta was massive
indicates how intrigued by the screenplay audiences were. Well, several
factors, not so straight lined, account for this reception which could
have been influenced by the fact that it is common knowledge that a
people are naturally predisposed to laughter no matter how canned it
turns out. Funny and witty expressions with especially actions without
repressive consequences have an aloft place of its own. In this state,
a man or woman can attempt the obvious and get away unhurt. Here,
the dramatic genre of comic bawdry acts is permissive; ludicrous
actions which instigate laughter come to the fore.

In the comic dramatic genre, the law of the natural state of things
is upturned for the unheard and untold to have its course. It is under
this guise that Akpos thrived in 30 Days in Atlanta. There was massive
TV and Radio commercials, News Paper reviews and social media
created publicities announcing the notorious deeds of Akpos. Having
proclaimed the coming of such a huge budget flick, especially “the
making” which displayed the Americanized cast and crew, as if anything
‘Oyinbo’ is perfect, the home based audience was naturally predisposed
to having to be the first to see this Hollywood-meets-Nollywood flick.
The sheer depth of the publicity and the boisterous slant accorded
the exploits of Akpos was akin to a feat no Nollywood production has
ever dared to achieve. People have been overwhelmed by the Akpos’
shenanigans, this is critical upon evaluation of his ‘Warri-Brought-Up’
characteristics. Due to the large number of stand-up comedy acts
from the Niger-Delta region, with seven out of ten jokes always making
reference to Warri, it is assumed that any Akpos is a natural when it
comes to provoking mirth.

A cursory look at Mr. Odiye’s fantabulous tales of his escape
from Nigeria, which in most circles will be, to be candid, long story,
only fit for the gods; incite some hissing. But his daughter’s relationship
with Richard, their romance and her father’s imposing personality,
which at the centre seems to threaten their affairs, is not new in
Nollywood and film culture where gold diggers hustle for the rich family’s
wealth. The audience who see Richard’s quest as a passport out of
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the land of wretchedness did not hold anything against him. His hustle,
like Akpos’ paid eventually as Akpos and Clara, of age difference and
green card syndrome, the latter also manifesting in Uncle Wilson’s
marriage to his American wife, wherewith he has become a woman
wrapper is also not new in Nollywood. Yet, 30 Days in Atlanta is judged
Nollywood’s highest selling movie of all time, a major reason, which is
arguable, is simply the ease with which its subject matters were treated
with straining the topic. The intricate interplay of stand-up comedy
and the notorious influence it has had on comic elements in Nigerian
films cannot be overemphasised. So, Ayo Makun, aka, AY stars in 30
Days in Atlanta as Akpos-all hell is let loose at the Box office. I am
particularly taken by the interpretation given the Akpos character by
AY’s language; heavily obscene, lewd, concocted and in particular,
his body alignment as if he was hit by a truck from behind. The muffled
and raucous laughter I heard at the cinemas were 90% triggered by
Akpos’ language. His speech in particular, which most times were not
directed in a dialogue but were social commentary in most cases
uplifted the screenplay’s profile. Your father! No, your dad!
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ISSUES IN THE USE OF COSTUME AND ITS RELATIONSHIP
TO SKIN DISEASES IN THE NIGERIAN THEATRE
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Abstract
This article focuses on the fundamental issues in the use of costumes
and its relationship to skin diseases in the Nigerian theatre. It examines
skin diseases that can be contracted through the use of contaminated
costumes which can bring infections to the human skin. In the Nigerian
theatre, like other theatre traditions across the world, it an accepted
norm to use costume and keep it for future uses. It is in view of this
that the issues of costume management take the central stage in this
study. The paper is built on multi-disciplinary of Environmental Medicine
Theory (EMT) which highlights environmental factors that can
potentially affect health. It underscores the prevention of diseases
and health supportive interactions between human beings and the
environment. Adopting the historical-analytic and participant-
observation methods, the paper explores the possible solutions that
can protect actors/actresses from contracting contagious diseases
through the usage of costumes for performances. In doing this, the
article advises on how the transmission of skin diseases in Nigerian
theatre can be checked by the costumier in charge of costumes
through treating costumes with utmost care by washing all the
costumes after use in order to make them safe for subsequent users.
The conclusion reached is that proper attention should be given to
costumes in the area of management; this will preserve the life span
of the fabrics and a health assurance to actor’s skin. The study also
recommends that medical trainings should be organized for screen or
stage costumiers and students of theatre and media arts to know the
risk involved in the use of costumes for performances and possible
ways that actors can avoid contracting skin diseases as they use
costumes with others from time to time.
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Introduction
In the Nigerian theatre, there are some fundamental issues in the use
of costume which includes: hiring of costumes, washing of costume,
mis/management of costume, artist phobia/fear of contagious diseases
through sharing of costume, inability of costumier to procure new and
maintain unused costume due to economic problem, and scarcity of
some certain costumes. It has been observed that the aforementioned
issues are related to one another which make actors’ skin to be prone
to skin diseases. Skin diseases can be eczema, ringworm, skin rash,
dermatitis and scabies, etc., but their mode of transmission seldom
differs. They are mostly transmitted through contact with an infected
skin or things that have been worn by an infected person if not properly
washed. This postulates that actors are vulnerable to skin diseases if
the costumes used are not well catered for before another user picks
it up.

Costume has played a central role in the theatre and this has
overtime metamorphosed into a tradition. However, the use of costumes
in a theatrical work brings out the basic aesthetics of the production
or performance. Costumes, in the theatre, is a storytelling tool-
communicating details of each character’s personality and status to
the audience. Costume help actors drop their real person and become
new as make believe characters on stage or screen. Costume includes
all the garments and accessories worn or carried by the performer,
wigs and related head coverings, mask and anything used to transform
facial appearances. Of all the visual elements for performance,
costumes are the most personal because they are actually worn by
the performers (Wilson 1991, p.357). Closely related to costumes are
make-up, hairstyles and masks. Costumes suggest a number of things
about the wearer’s position or status, occupation, gender, occasion,
special events, among others. When a theatrical director thinks about
how to make a performance meaningful, one of the arts of the theatre
he or she considers is the costume for performers. This is because
costumes and performers are perceived as one because they merge
into a single image for performance. Eghagha (2002, p.74) comments
that:

Costumes add to the stage presence of the
actors by enriching his physical personality.
Without the appropriate and relevant
costume, an actor could be flat or convey
the wrong message to the audience. The
colour combination of costumes ought to
reflect the mood of the play and this would
help in the interpretation.
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The point being made is that costume gives vital information that
may not appear in the dialogue of a play. This, simply means costume
can tell a story and personality of a character even when the character
did not render any lines. Cohen (1941, p.139) asserts that costume
of course is clothing. It must be functional as well as meaningful and
aesthetic. Shedding more light on this Badeji (2000, p.74) opines that
stage costumes have to be designed more broadly and extensively
than everyday clothes. When we look at the sensitive areas of the
theatre that really needs proper attention, costume section is a major
issue here because it is surrounded by many problems that can affect
the skin. Basically, any infectious disease can be contracted if the
clothes or fabrics performers wear are contaminated. For example
one can contract sexually transmitted disease if one shares underwear
with an infected person. You can catch flu or cold, if you share
handkerchief with an infected person. It is not hygienic to share things
that come in contact with someone else’s skin and body fluids
indiscriminately.

The efforts of improving on costume in the Nigerian theatre have
had a slow development because many actors seem to complain of
one skin ailment or the other after they are done with a performance.
Skin diseases can become a serious issue in the use of costume in
theatre. This can happen during performance where costume socked
with perspiration worn by an actor which contains bodily fluids can
develop into or attract micro-organisms that cannot be seen and if the
costume is not properly disinfected before another actor uses it, could
cause skin irritations like dermatitis, scabies and other diseases to
the body of an actor. This happens because the skin is a visible organ.
Therefore, it easily gets exposed to dangers which cause impairment
of health or problem to it. Human skin is the outer protective layer of
the human body. However, in the theatre where clothes are shared
among casts, skin diseases can easily be contracted if the costumes
are not properly catered for. But looking at the situation of things
during mid year 2014 in Nigeria, fear griped everyone in the country
with the issue of Ebola virus that resurfaced then. This made costume
section in theatre schools to start to face some challenges on the use
of costumes for performances. Since body fluids like sweat is one of
the ways one can contract the virus people are becoming scared to
use costumes which they do not have the health history of the previous
user.

The motive of this study is to examine the major diseases that
affect the skin through the use of costumes in the Nigerian theatre.
However, the fact cannot be ruled out that the artists on stage are
openly vulnerable to the dangers of contagious diseases which may
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emanate from the sharing of costumes. According to the American
Academy of Environmental Medicine, AAEM, (1965), “many infectious
diseases can spread from contact between people through various
types of personal contact”. To this end, this paper is aimed at focusing
on those issues (in relation to the use of costume in the Nigerian
theatre), their causes and the possible solutions to them. The paper
adopts the historical-analytic and participant-observation methods.
Having historically situated the role of costume in theatrical productions,
we deploy the participant-observation research method, which enables
us to witness the reactions of actors to use of costumes when it is time
for performances. Sam Ukala cited in Musa (2007, p.17) says that the
observation research methodology is the:

Oldest and common means of obtaining data
about man within his environment the first
systematized used of it was by man’s earliest
theatre artists, who constructed rituals and
other mimetic performances from their
observations of man, beasts, nature and its
forces. Studies in today’s Theatre Arts are
still on man in relationship with society and
with natural and supernatural forces and
observation have remained the handiest tool
of the researcher in the discipline.

Therefore, the observation method is of great value to us in this
study. This researcher as a costumier was able to observe reactions
of actors during the 2014 induction ceremony performance of the
students of Visual and Performing Arts, Kwara State University Malete.
Many of these students were reluctant to use the costumes in the
wardrobe because of fear of skin infection and because of Ebola virus
that resurfaced then.

Theoretical Framework
In order to effectively explore the root  and provide solutions to

problems of skin diseases that can be contracted through the use of
costumes in the theatre, we arrived at using Environmental Medicine
Theory (EMT) to anchor our position so that actors in the theatre can
rest assured to use their costumes without any fear. Environmental
Medicine was created by the American Academy of Environmental
medicine (AAEM) in 1965 by a group of clinicians from various
specialties who came together to form a medical society to promote
optimal health through prevention, safe and effective treatment of the
causes of illness by supporting physicians and other professionals in
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serving the public through education about the interaction between
humans and their environment (AAEM, 1965). This theory
encompasses the assessment and control of those environmental
factors that can potentially affect health. It is targeted towards
preventing disease and creating health-supportive environments.

Environmental medicine theory is concerned with the interaction
between mankind and the environment. More specifically, it involves
the adverse reactions experienced by an individual on exposure to
environmental excitants which are found in air, food, water, and drugs,
and are frequently found in the home, work, and school and play
environments. Exposures to these agents may adversely affect one
or more human organs or systems. Correspondingly, the arts have
become vital tools to re-educate, re-inform and re-sensitize people
on how to curb the disease. Afolayan (2012, p.53) made it clear that:
The didactic and utilitarian functions of literatures and theatre make
is a vital tool in the hands of medical discourses, these literatures are
use to teach topics on subjects such as; science, art of diagnosing,
treatment, and prevention of diseases and injuries, research on new
drugs and technology, medical business, and the physician-patient
relationship with the aim of helping people to live longer, happier, more
active live with less suffering and disability.

To this effect, literature has become one of the vibrant
apparatuses used in bringing back the values and concerns of
humanities to the medical sectors using what Jonne Trautmann &
Robert Coles called aesthetic and ethical approaches (Jone Mclellan,
1996, p.1360). Literature works that have been used to discuss medical
problems include Tunde Kelani’s Dazzling Mirage (2014) and Arugba
(2008).

Features of Environmental Medicine Theory

- It is related to organization, management, education and
consultation.

- It encompasses the assessment and control of those
environmental factors that can affect health.

- It is targeted towards preventing disease and creating
healthy environment.

- It implements health policies through monitoring and control
activities.

- It carries out that role by promoting the improvement of
environmental parameters and by encouraging the use of
friendly and healthy technologies .

- The theory made it clear that climate change has a serious
effect on health issues.
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Culture of Costume Management in the Nigerian Theatre
The practice of costume management in the Nigerian theatre had a
slow growth rate when compared to other arts of the theatre such as
acting and directing. Management is the utilization of materials and
human resources through cooperative effort and it is accomplished
by performing the functions of learning, organizing, accessing and
controlling (Adeoye, 2008). One of the major issues that costume
management is faced with in the theatre is the lack of professionalism.
To manage costume in Nigeria theatre demands a high measure of
professionalism. Anyone managing the costume must articulate his or
her role effectively as any little mistake can destroy the fabrics used
in making the costumes. Some situations about how some costumiers
handle costumes in the Nigerian theatre are unethical and this is likely
because of the level of ignorance them. Professionalism in any area
of specialization has to do with some ethical consideration that may
guide the operations of the field. Costuming like any other area of
theatre should have its ethics. Shimsenge & Gbileka citing Sunday
Ododo assert that a majority of the people seen as costume and make-
up artists are largely fashion designers cum untrained make-up artists
who just took up the profession to make ends meet without requisite
training in the ethics modality of operation of these two physical
appurtenances of the theatre(2014, p.159). The above assertion
implies that professionalism in art of costuming must be backed up
with training of costumiers to enable them know how to care for this
costume to make it healthy against skin irritations to the body.

Economic constraint is another problem that we face in the
costume segment of the Nigerian theatre. For the past four decades,
the somersaults in the Nigerian economy have resulted in serious
poverty in the lives of the citizens. This poverty has also extended to
the theatre. It has adversely affected the costume subdivision seriously.
Sometimes a theatre company or institution that organises theatrical
productions or offer theatre courses are not ready to provide the
required finance to procure costume which can improve the aesthetic
status of productions for stage or screen. In such a situation,
costumiers are left with no option but to rent or hire costumes whose
history of previous users is unknown due to insufficient funds. For
instance, this issue almost marred the command performance of
Efunsetan Aniwura (1961) by the School of Visual and Performing
Arts, Kwara State University for 19th coronation ceremony of the Emir
of Ilorin in November 2014. As the lead costumier the researcher was
confronted with the challenge of inadequate funds to procure the
needed costumes for the production. The alternative was that the
researcher had to manage the little fund by travelling around to hire
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some costumes that fit into the setting of the play. But health-wise it
was not a good idea.

Possible Diseases that can be Contracted through the Use of
Costumes
Eczema: eczema (Atopic Dermatitis) is a term for group of medical
conditions that cause the skin to be inflamed or irritated. It is always
itchy; sometimes the itch starts before the rash appears. The rash
mostly appears on the face, back, neck and other areas. Affected
areas usually appear very dry, thickened or scaly. In fair skinned people
it appears reddish and then turns brown. In dark skinned people the
affected area is lighter or darker. Eczema destroys the beauty of the
human skin and it can be transmitted from one person to the other
through perspiration, if an actor uses the costume of an infected person
(wikipedia.com, 2015).

Ebola: this is another type of disease that is not only dangerous to
the skin but to human life. Ebola is a type of Ribonucleic Acid Virus
(RNA) that causes the disease known as Ebola hemorrhagic fever, or
simply called ‘Ebola.’ Until recently, Ebola virus could have been said
to be a thing of the past, but virus has emerged as a new wave in the
trends of events in African countries and the world at large. It claimed
the lives of eight Nigerians before it was contained towards end of
2014(w w w.ebola.com, 2015).  However, the means of transmission of
this virus makes a larger number of people vulnerable to it especially
people in professions such as banking, transportation, medicine and
performing arts. The Ebola virus is transmitted through contact with
body fluids of an infected person, bats and monkeys. Examples of
these fluids are sweat, saliva, semen and other fluid that emanate
from the body of an infected person.

Scabies: scabies is a contagious skin condition caused by a small
mite. The mite lays eggs in human skin, which hatch and grow into
adult mites. This means that symptoms of the condition can last for
months or even years. Scabies causes generalized itching and is
sometimes called the “seven year itch.” Skin lesions vary and may
include short, linear, or nodular “burrows” between the fingers, tiny
red bumps and blisters on the skin, or a widespread, crusted rash.
The mite is spread from person to person by skin-to-skin contact
(goggle.com, 2016). Scabies can affect anyone, but it is particularly
common in congested areas, such as nursing homes and hospitals
and theatre where it can spread widely via the exchange of costumes.
Scabies infestation can happen through the sharing of clothes and
beddings.
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Rash: rash is a general, non-specific term that describes any visible
skin outbreak. Rashes are very common in all ages, from infants to
adults, and nearly everyone will have some type of rash at some point
in their life. There are a wide variety of medical diagnoses for skin
rashes and many different causes. Infections associated with rashes
are: ringworm, impetigo, staphylococcus, scabies, herpes, chickenpox,
and shingles. They are caused by infectious agents that include viruses,
bacteria, fungi, and parasites
(goggle.com, 2015).

Solution to Prevent Transmission of Diseases through Sharing
of Costumes
However, the costumier should be schooled and be used to medical
environmental precautions so as to protect him or her from contracting
the viruses that are dangerous to skin and health through the use of
costumes by the actors. This schooling should entail proper hand
washing before and after coming in contact with costumes that have
been soaked with sweats from actor’s body. It is advised that the regular
use of disinfectants on the costumes in the course of washing should
be adopted. This will help to protect the costumier as well as the actor
who will later use the costume for another performance. Also, the
application of sanitizers on the body of the actor before the use of
costumes would go a long way in ensuring the safety of the actor and
the costumier. At the same time, enlightenment is important in the
sense that when costumiers and actors are enlightened on these skin
diseases, their means of transmission and ways of contracting them,
there would be a drastic reduction in the incidences of skin diseases
that are spread through the sharing of costumes by theatrical
performers. Basically, any infectious disease can be contracted if the
cloth is contaminated. It is not hygienic to share things (especially
clothes) that come in contact with someone else’s skin and body fluids.
Costumes could be properly laundered and autoclaved. That is how
hospital clothing is sterilized. When washed, it is clean but there are
still some micro-organisms which cannot be seen with the naked eyes,
but when autoclaved, all organisms die making it sterile. An autoclave
is a pressure chamber used to sterile equipment and clothes subjecting
them to high pressure saturated steam at 121 degree centigrade 249
Fahrenheit for around 15-20minutes depending on the size of the
load and the contents. It was invented by Charles Chamberland in
1879. Today, sterilization autoclaves are widely used in microbiology,
medicine, body piercing, tattooing, veterinary science and dentistry
(wikipedia.com, 2016). In medicine, for instance, autoclave is used to
steam and sterilize equipment which makes all bacteria, viruses and
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fungi to be inactivated. It can also be introduced to the Nigerian theatre
as well to make our costumes sterile

                Autoclave (w w w.goggle.com 2016)

Suggestions
Autoclave is the best equipment to sterilize our costumes to be

free from 99 percent of germs but if we cannot afford autoclaves we
can acquire a big pot and put it on fire in a way that it can contain our
costumes for sterilization. It would be preheated, by the time the
costumes are inside the pot, we can tie the edge of the lip to prevent
the heat from escaping, thereby rendering the germs powerless.
Spreading the costumes in the sun is another option to eradicate germs
in it but it is not 100 percent reliable. The use of body sanitizers is also
another way of preventing skin diseases from penetrating into the
body.  It can be robbed on skin before wearing of costumes. At any
rate, theatre professionals in Nigeria should cultivate the act of buying
costumes and stop renting them. With this the costumier will rest
assured that the costumes are in good health condition, having
observed the necessary precautions. Washing machine can also be
introduced in theatre to wash these costumes after performances.
This can prevent the germs from forming colonies that can be
dangerous to the human skin when the costumes they infest are worn
by actors. The use of disinfectants and fragrances should be
encouraged to preserve costumes and to avoid bad odour which can
distract the actor from acting perfectly. After performance, it is
mandatory for actors to shower before they leave the theatre premises.
This presupposes that our theatre should have modern bathrooms or
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restrooms fitted with the necessary paraphernalia, where actors can
shower to protect their skins against the sweats from the body which
must have been mixed up with the unseen germs.

Conclusion
The issue of skin diseases have posed a great challenge to

costume management in the Nigerian theatre. However, preventive
measures, which can salvage the situation, are available. One of the
preventive measures is the involvement of medical practitioners in
the theatre business to give tips on safety measures for costume care
to prevent skin problems which stand as deep-seated issue in live
theatre performance today. Training programmes should be organized
on educating theatre professionals and students on how to care for
costume and to ensure proper maintenance for specialised ones. For
Nigerian theatre to assume a superior place in the entertainment world,
be it stage performance or film production, costume management must
be standardized.

References

AbdulRaheed, A. (2008). Introduction to theatre management- 300
Level lecture notes on management. The Department of the
Performing Arts, University of Ilorin, Ilorin, Kwara State.

Afolayan, M.B. (2012). The evolution of literature and medicine as a
discipline. An unpublished M.A thesis submitted to English
Department, University of Ibadan.

American Academy of Environmental medicine (AAEM). (1965).
Environmental medicine theory.
W ichita, KS: AAEM.

Badeji, S. O. (2000). Designing costume for the stage: The Caucasian
Chalk Circle by Bertolt Brecht and The Snares of Lucifer by
Jude Idada as case study. Unpublished Thesis. University of
Ibadan.

Black, J. (1993). Microbiology. New York: Prentice Hall
Canadian Centre for Occupational Health and Safety (CCOHS).

(1978).Health and wellness. Ontario: CCOHS.
Cohen, R. (1941). Theatre: Brief version. 4th Ed. Houston, Texas:

Mayfield.
Ebola virus disease.  Retrieved 10 April 2015, from www.who.com.ebola
Ebola virus: Symptoms, treatment, and prevention. Retrieved 10

April 2015, from w w w.webmd.com.ebola
Eghagha, H. (2002). Aesthetics of spectacle, action and the notion of

artistic truth. The Performer: Ilorin Journal of the Performing
Arts, 4, 63-89.



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 302

Ishola, A. ( 2008) Efunsetan Aniwura . Director: Tunde Kelani.
Mainframe Productions. Yoruba. Nig.

Jones, A.H. (1996). Images of physicians in literature: Medical
Bildungsromans. The Lancet, 348,734-736.

Kelani, T. Dazzling Mirage (2014). Lagos: Mainframe Pictures.
Kelani, T. Arugba (2008). Lagos: Mainframe Pictures.
Mclellan, Jone.  (1996). Literature and Medicine: An evolving cannon.

The Lancet Journals.  Elsevier Limited. 343: p.1360- 1362.
Musa, R.A. (2007). Directing Wolé Sóyínká’s comedies on the Nigerian

stage. An unpublished Ph.D thesis in the Department of
Theatre Arts, submitted to the Faculty of Arts, University of
Ibadan.

Ododo,S.E & Essien, R.(2001). The make-up artists and Nigerian
theatre. Journal of General Studies, 4(1), 220-232.

 Omobowale, B.E. (2008). Literature and medicine in Nigeria: A case
for a new discipline. Ibadan Journal of English Studies, 5, 1-
13.

Shimshenge, E. & Gbilekaa, R. (2014). Quality assurance in costuming
and make-up: A study of selected Nollywood films. Nigeria
Theatre Journal : A Journal of the Society of Nigerian Theatre
Artists,13(1),151-164

Shuaib, O.S.(n.d). Costume and make-up practice in contemporary
Nigerian theatre. Retrieved 15

February 2015, from  http:// www.unilorin.edu.ng/publications/ol.
W ilson, Edwin. (1991). The theatre experience. New York. McGraw

Hill.



EJOTMAS: EKPOMA JOURNAL OF THEATRE AND MEDIA A RTS 303

*Osakue Stevenson OMOERA  is of the Department of Theatre and Media Arts, Ambrose
Alli University, Ekpoma
Emails: omoera@yahoo.com; osakueomoera@gmail.com

THE INVASION 1897 AGENDA IN THE BENIN LANGUAGE
FILM SEGMENT OF NOLLY W O O D
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Introduction
Lancelot Oduwa Imasuen (LOI) has always insisted that his

Invasion 18971 (2014) like his Adesuwa (2012), among many others,
are Nigerian films (Nollywood films), not just Benin2 language films
because in his specific words, “we are still experimenting….”3 This claim
raises a number of issues in view of what the Benin video-film is vis-à-
vis what can be considered the Nigerian video-film. It also creates the
need to seek and make some clarifications on what really constitutes
the Benin video-film; as a video-film shot in Benin or Edo language, or
one that concerns the ways of life of the Benin people, or one shot on
Benin soil or in some diasporic Benin community. It is likely because of
some of the issues arising from LOI’s remark that made Osakue
Omoera to theoretically situate Ebuwa (2009), Adesuwa (2012),
Invasion 1897 (2014), among others, as Benin language video-films
because they draw from the rich repertory of Benin history, imagery,
music, dance, language and so on, especially as they pertain to the
Benin Oba who embodies the customs and traditions of the Benin
race (2014).

The Benin video-film is a film produced from the Benin people’s
perspective. It derives from the Benin worldview as well as the
contemporary experiences of the Benin-speaking people. In fact, it
has been empirically and theoretically established that the Benin video-
film enjoys an enviable status among indigenous Nigerian film cultures
as a result of its cultural value to the Benins and its wide acceptance
by the Benin-speaking audience (Omoera, 2014). In this regard, LOI’s
tour of cinemas in Nigeria, Americas, and Europe, with his award-
winning movies such as Ebuwa (2009), Adesuwa (2012), Invasion
1897(2014), etc., have further opened up the windows of Benin video-
films to the wider world, just as the Hausa, Yoruba and Igbo film cultures
have attained.

 http://dx.doi.org/10.4314/ejotmas.v5i1-2.23
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Other dynamic Benin film practitioners such as Sylvester Uwadiae,
Jolly Amadasun, Wilson Ehigiator, Onions Edionwe, Monday Osagie,
Eunice Omoregie-Osayande, Omadeli Uwagboe, among others, have
produced and are still producing fascinating movies in different
production sites in Benin City and environs. The worth of this bustling
socio-economic continuum of creative/productive activities in the Benin
area and elsewhere in Nigeria represent a sphere of critical possibilities
in the country’s quest for sustainable national development (Omoera,
2015). Indeed, the filmic activities of Benin cineastes, particularly LOI,
have made possible, some kind of rapprochements among the Benin
people as well as other peoples in Nigeria and the world over.  These
cultural experiences have steadily ensured the development and
sustenance of Benin in the face of huge socio-political and socio-
economic challenges, which have been spawned by contemporary
global confrontations.

Regardless of the fact that LOI objects very doggedly to the idea
of calling Ebuwa (2009), Adesuwa (2012), Invasion 1897(2014), etc.,
Benin video-films, some interesting dimensions in the dynamics of
historicizing the relationship between the Benin people, their language,
their objets d’art and objets trouvés, as well as the nascent use of
Nollywood films as advocacy tools in the call for reparations and
‘righting’ the wrongs of western powers in Africa, including the activities
of Britain in Benin Kingdom, with particular reference to the film,
Invasion1897, are worth highlighting. The film tells of the British
invasion of the Benin Kingdom in 1897, the despoliation it occasioned,
and how the resilient Benin people waded through that dark era of
their collective history. The British incursion into Benin is an actual
event that occurred over a hundred years ago. It was a series of
underhand dealings, intrigues, diplomatic rows, and economic and
military adventurism between the Britons and Benins, which culminated
in the assault on the Benin Kingdom and the looting of precious
artefacts and other valuables from the palace of the Benin Oba
(Omoera, forthcoming).

It is in view of the foregoing that we tried to probe what made
Lancelot Oduwa Imasuen (LOI) to make Invasion 1897 and how his
object of interest vitalises the agenda of the Benin language video-
film in Nollywood. The interview was conducted in Benin City on July 4,
2015.

Omoera: Good morning, sir. It’s a pleasure meeting you again.

LOI: My pleasure, too. Go ahead.

Omoera: Congratulations on the release of your new movie, Invasion
1897 (2014). How did you start moviemaking as a career?

LOI: I’ve answered that before. 4
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Omoera: Can you hazard a guess on the number of films you’ve
made before Invasion  1897 (2014)?

LOI: I’ll also refer you to my website, which is
“www.lancelotimasuenmovies.”

Omoera: Some people say that Invasion 1897 is the most ambitious
film project you’ve ever pursued? Do you agree with them?

LOI: I agree with them totally.

Omoera: If all you’ve said so far is anything to go by then Invasion
1897 (2014) is a mega-budget movie in the annals of
Nollywood?

LOI: O! Yes. At any rate, thank you.

Omoera: With many local and international awards as a producer
and director of Benin language films  and English Nollywood
films, how were you able to blend these consciousness
into the management of casts and crew of Invasion 1897
(2014)?

LOI: Clearly from the beginning we knew what we wanted to
achieve, get major casts and crew from  all over the world...
I brought my D.O.P. and sound man from India; I’d casts
from about fourteen different countries, and then I went to
London to finalise with several others. In fact, people from
over thirty countries participated in Invasion 1897 and
managing them weren’t a piece of cake but we were
conscious of what we wanted to achieve. We all worked
hard for it. We were ready psychologically, mentally,
spiritually and God helped us through and we were able to
put all that together. Before Invasion 1897, I’ve had the
opportunity of shooting in Ghana, Holland, Germany, and
South Africa severally and, of course, I’ve shot in the big
one, Hollywood. So, with all those international experiences
I was able to direct and give the right directions to what I
wanted to achieve in Invasion 1897.

Omoera: What is your aim of doing this?

LOI: This very popular global story connects us, the Benin
people, to other parts of the world. I wanted to let the world
hear our own side of the story. It was important they hear
our own side of the story.
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Omoera:  In specific terms, Invasion 1897 is the Oba Ovoramen’s
story. What inspired you to rewrite this clichéd history using
motion pictures?

LOI:  I said that before. I’ve reasoned the significance in the
calculation of the Nigeria story today. I  can boldly say that
if Benin did not probably fall in 1897, there would probably
not have been a country called Nigeria. I’m not sure if the
British were not able to defeat the Benin Kingdom, I’m not
sure if it would’ve been possible for them to amalgamate
the southern and northern protectorates of Nigeria and
put them together and call it one name. If there was a
middle force that couldn’t follow their whims and caprices
the centre would‘nt have held for them. Ironically, the
significance of this place called Benin hasn’t been projected
enough in the general picture of this entity called Nigeria.
Hence, I needed to ‘drop’ this story. Unfortunately, it hasn’t
got to where it ought to be because the authorities here
didn’t quite understand what we were trying to do. The
power of motion pictures, they don’t have an idea, they
don’t understand.... The needed supports, the needed
propaganda, and the needed excitement, have not been
sufficiently given to this work. We are hoping some persons
will understand when the time comes.

Omoera: Is this similar to what you did with the Adesuwa story in
your chartbuster Benin movie, Adesuwa (2012)?

LOI: W ell, let me correct that. Adesuwa, Invasion 1897 are not
Benin movies. I feel it’s belittling the  film to narrow such a
gargantuan production to say a Benin film. It’s not a Benin
film but it’s back-grounded in Benin like a lot of other
chartbuster films. You see that they are all always back-
grounded; we just used the Benin culture to tell the story,
because the story connects to the Benin people. The
language spoken in the film is English and the background
and culture is Benin. So, it’s ‘wrong’ to say it’s a Benin film.
It is an English Nollywood film which is back-grounded in
Benin (Edo) culture.

Omoera: Thank you for your interesting explanation, but I ‘m sure
your claims would generate serious arguments in some
other fora. At any rate, could you let’s into some of the
challenges you encountered in the making of Invasion
1897?
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LOI: Finance.... We didn’t get it the way we planned and most
people couldn’t just understand  because it was the first
time they were being in such a big set. They couldn’t just
understand the picture and vision of what I wanted to see.
So, in a sense, finance was really a problem on its own.

Omoera: Can you put a finger on the cost of producing this movie?

LOI:  I’ve never even thought about that. It was a big budget
film.

Omoera: Many Nollywood producers and enthusiasts believe it is
not possible to have a mega film  production such as the
one you just mentioned, what is your view about this?

LOI: W ell, I wouldn’t say it’s not possible. Anything you want to
achieve, you can achieve.  If I get five billion dollars today
for a film production, I know the kind of story I will pick. I will
achieve it because there are several stories that have not
been told. It’s because of financial constraints that we are
now limiting ourselves to telling parlour to parlour story;
in-law; love story; and all that. So much more is happening.
The Biafra story has not been told from the Nigerian
perspective. The concretization of this entity called Nigeria,
whether it’s true or false, has not been told. The Lord
Lugard factor, how do they come about naming this place
Nigeria? A lot of stories have not been told, how Lord
Lugard fell has not been told. What is restraining people
from these stories is how do we market it, how do we sell it
and where do we even source the money to make such
project. So, I think finance is a major thing. Poor structure
is also another factor.

Omoera: The picture quality, sound, cinematography and the
general mise en scene in Invasion 1897 are in a ship-
shape and even the British Film Institute (BFI) recently
attested to this during a recent  screening of the movie in
London.

LOI: Well, again we just wanted to let people know that we’ve
the capacity to do whatever we set our minds on. World
class films can emanate from here... If the resources; the
structures; encouragement; environment are right, Nigerian
films can be on the same pedestal with the best anywhere
in the world.

Omoera: How did you come about the concept?
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LOI: The story is out there, I’ve always wanted to tell the story.
I’ve passion for the Benin man or  woman. As a filmmaker,
this is one story I was passionate about and one story I
wanted to tell  and I thank God I’ve been able to achieve it.
I still feel I didn’t make Invasion 1897 the way I  wanted it to
be but we are happy we got somewhere.

Omoera: Under what genre of film would you want to classify Invasion
1897?

LOI: The epic.

Omoera: With well over 400 movies in the filmographic corpus of
Benin films, does it bother you that  films are hardly made
in the documentary format in that segment of Nollywood?

LOI: Well, I think a lot of us weren’t trained to actually make
documentary films but we just  started doing that. We are
doing a documentary on some guy who sells apple in Benin
City. The tentative name of the movie is the “Benin Apple
Seller”or the “Benin Fruit Seller.” I’m making a documentary
on the Benin moat, and also I’ve the intention to make a
documentary on child-naming ceremony.

Omoera: Did it ever cross your mind while making Invasion 1897
that you were engaging  in a sort of filmic refiguring of
memory; a kind of trauma healing, historically speaking, of
wounds inflicted on the Benin consciousness over a century
ago?

LOI: Well, I just made a Nigerian film not a Benin film as I said
earlier and we are still  experimenting with that, okay! If a
film runs in the cinema anywhere in the world, make one
billion dollars in one week, the man or woman who made it
would smile to the bank alongside the casts and crew. But
I believe too that films can be strong advocacy tools with
which certain  things that bother us as human beings can
be addressed. So, we try to always break limits, reframe
some of the things we were told in the light of new facts,
with the hope that we can be  better persons and the world
would be a better place. We’ve started to
experiment....through  Invasion 1897. Soon I believe we’ll
get there.

Omoera: Are there other specific issues, with regard to the Benin
(Edo) nation you sought to address with  this chartbuster
Nollywood movie? And do you think you’ve achieved them?
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LOI: No, there are many issues we’ve not touched. There is the
most popular mass exodus of people  from Africa; the
question of human capital development, among others,
and the myths that  surround them. We would love to touch
many of these issues if God gives us life.

Omoera: I’ m aware that you’ve graciously honoured many invites
from universities and other training  institutions, including
the Department of Theatre and Film Arts, University of Port
Harcourt, the  Department of Theatre and Media Arts,
Ambrose Alli University, Ekpoma, in Nigeria and elsewhere
to serve as guest lecturer/guest artiste to mentor, hone
the skills and inspire up-coming talents. Are there any
specific plans to replicate yourself or the feat you’ve
attained or even surpass it by way of setting up film schools
to train and empower more younger generations of
videographers, screenwriters, actors and actresses, and
other talents in the Benin segment of Nollywood?

LOI: That’s in the pipeline. That’s why I do more of lectures,
public speaking. I’ve visited quite a number of universities
talking, showing our films and we’re hoping that very soon
our institute  for film and performing arts will be announced
and made operational.

Omoera: By the same token sir, as a guest lecturer in the
Department of Theatre and Media Arts,  Ambrose Alli
University, Ekpoma in the 2013/2014 academic session,
you talked about a  certain 2:1/2  theory. Can you expound
on what this really means in relation to the making of
Invasion 1897 which is probably the most costly mega-
budget movie from the Benin film  segment of Nollywood in
terms of production?

LOI: I believe that for any actor/actress to successfully ‘deliver’
a character in a film, certain elements in that character
that person has it as an individual that makes it. I feel there
is a 25% of him or her in that work and in that character.
Then others should be what the artist will give to you, which
makes the other 75%. In casting for Oba Ovoramen, I try
to apply that. I wanted a Benin man that understands the
story; that has passion for the story. So, when you actually
see the man playing the ‘character’ of Oba Ovoramen, it
draws a lot of attention as far performance is concerned.
In essence, that is what we are trying to say.
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Omoera: Thank you, sir.

LOI: You’re welcome.

Notes

1. Invasion 1897 was screened in the New Lecture Theatre (NLT) of
Ambrose Alli University, Ekpoma, on 23rd July, 2015, through the
collaborative effort of the Department of Theatre and Media Arts,
Ambrose Alli University, Ekpoma and Lancewealth Images Nigeria
Limited. The movie has made successful runs in cinemas in Benin,
Lagos, Ibadan, London, California and elsewhere.

2. Benin (and not Bini) which is interchangeably used with Edo in
this work is the language spoken in the southern part of Edo
State. It is also used to refer to the people found in this area.
According to the Benin Traditional Council - Palace Press
Release, Ref. No. BTC.A66/VOL.IV/262 dated 28th August, 2006.
“Our attention has been drawn to the practice in which some
persons in correspondence to the Palace and publications in the
newspapers and magazines refer to Benin as ‘Bini’. It is hereby
stated for the information of the general public that our correct
ethnic name is Benin and not ‘Bini’, and that our people are to be
referred to as Benin people or simply Benins. The Omo N’Oba
requests that the use of ‘Bini’ should stop forthwith. Individuals,
government agencies, corporate organizations, print and
electronic media, and the general public should please take note”.
Signed (actual signature) Chief S. O. U Igbe, MON, Iyase of Benin
on behalf of all Benin Chiefs.

3. The same issue was raised by LOI in another interview he granted
me in Benin City on July 4, 2015. That interview which is entitled
“Imasuen Factor in the Benin Language Film Sector of Nollywood”
will appear in a forthcoming publication, Twenty Years Behind the
Nollywood Camera: Reflections on the Films of Lancelot Oduwa
Imasuen, edited by Kwaghkondo Agber and Olympus Ejue.

4. LOI expounded on this matter in “Imasuen Factor in the Benin
Language Film Sector of Nollywood” which is part of a forthcoming
publication, Twenty Years Behind the Nollywood Camera:
Reflections on the Films of Lancelot Oduwa Imasuen, edited by
Kwaghkondo Agber and Olympus Ejue.
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